Appendix 1:

Edvard Moucka, “Dvoiakiv Selma Sedldk ve Vidni [Dvorak’s The Cunning Peasant in
Vienna],” Dalibor, 2nd ser., 7, no. 44 (November 28, 1885): 432-435 and Edvard Moucka,
“Dopisy z Ciziny [Letters from Abroad],” Dalibor, 2nd ser., 8, no. 10 (March 14, 1886): 95-96.

On Wednesday the 19th of this month, the sounds of our Czech music resounded for the first
time at the court opera in Vienna. On the occasion of the birthday of the Austrian Empress,
Dvotéak’s comic opera The Cunning Peasant (Selma Sedldk) was performed there for the first
time. The success that this work earned was very honourable for our famous composer because
the small part of the audience that retained the ability to make healthy aesthetic judgments about
true beauty was very satisfied with the music. It is no coincidence that The Cunning Peasant was
the opera by Dvorak to be performed; it was a pre-meditated plan from the side of the enemy.
The institution is also in possession of Dvoiak’s Dimitrij — an opera that is much better in every
respect, one that would have celebrated a grand triumph, and en route from Vienna, it would
have mounted a victorious path across all of Europe. In order that this might be prevented, a
comparatively weaker work was chosen; its unhappy libretto will always stand in the way of the
overall impression.

Our readers probably know in part about how Dvotak’s opera fared in Vienna. The vast majority
of the Viennese audience and critics lost themselves in the task of trying to destroy and humiliate
this work just because it comes from the pen of a Czech. On the one hand, there was wild

passion of the blind fanatics against all things Czech; on the other, there was jealousy on the part
of the locals over the fact that Vienna is fading more and more to the background in comparison
with the artistic production of Prague; both conspired against the premiere of a Czech work at the
Viennese court opera, almost in the same way as members of the Jokey Club in Paris had rallied
against Wagner’s Tannhduser in their day.

Thus, Vienna executed Dvoiak’s cute opera. It is admittedly true that the music of The Cunning
Peasant is more lyrical than dramatic; that it is lacking powerful gradations and effective
contrasts; that the plot is terribly simple — if not completely banal, then at least not original.
However, a keen and well-intentioned performance would have been capable of hiding some of
the flaws and presenting the strong points of the work, of which there are many more, in the best
possible light. That this did not happen reflects badly on the directors of the court opera. Instead
of entrusting the adorable singing roles to the best voices, of which there are many in the
institution, the two most important roles (the Duke and Martin) were given to Mr. Horowitz and
Mr. Mayerhofer, who are talented actors, but singers with very small voices. They were not able
to do much as singers, and the parts themselves did not allow them to do much as actors. The
direction of the opera should have been entrusted to the conductor with the greatest musical
sensitivity, preferably to director Jahn, who is always able to compensate for a lack of effective
contrast by softly nuancing individual phrases. Instead, the opera was given to conductor
Hellmesberger Jr., who treats everything as if it were ballet music. Finally, the national charater
of the whole work, which also contributes to making it interesting, was carefully taken out of the
plot of the opera, even if it could not be taken out of the original music. In the piano-vocal score
published by Simrock, Upper Austria is specified as the setting; here in Vienna, no location was
given on the programmes and the costumes were completely international. The result of it was
that all of the characters became mere puppets, who played their parts in a stereotyped, almost



irritatingly caricatured, manner. That the Czech names Bétuska, Jenik, and Vaclav were replaced
with Regina, Conrad, and Gottfried does not surprise anyone, as it is common. Yet, in his
feuilleton for Neue Freie Presse, Hanslick, whose position against the Czechs cannot be doubted
by anyone, dismisses attempts at localization. He writes as follows: “I think that the original
names should have been used. The Cunning Peasant is a national Czech opera, a piece of Czech
national life, and just as it is impossible to take away this character from Dvoiak’s music, people
should not attempt to rid the [work of its] external [Czech] elements and to transplant it into a
different country. Which German translator would ever think to make the opera Carmen more
popular by writing on its libretto: the plot takes place in Styria. Such attempts at acclimatization
come from a completely crooked perspective. Overtly national pieces need to be performed with
all of the characteristics of their land of origin, or not at all. In the field of the arts, we should not
play the part of the sensitive or angry Germans in relation to the Czechs, as we do to Russian,
Polish, and Hungarian artists. Is the piece good? Does it deserve to be performed over here? That
seems to be the only justified question. If the answer is yes, the foreign work ought to retain all
of its national originality, and the audience ought to bask in the originality of the Czech peasants
without paying heed to all secondary political considerations!”

If only all of them were so impartial. Unfortunately, a large number of fanatical students herded
themselves into the theatre so that they would be able to gather myrtle for the performance and
whistle its funeral song. Those hooligans were so taken with the idea [of ruining the
performance] that they were led out of the house by members of the police after their first
attempt. The local critics were not much more benevolent; almost without exception, they poked
fun at the Czech novelty, which was received quite coldly by the audience, but nevertheless did
not completely fail. Only Hanslick wrote a fair criticism, from which we take the following
excerpt:

“Its Slavic character emerges without affectation, without artificiality, and is unforced; natural
simplicity comes forth with such subtle, yet, in truth, such powerful enchantment, which is part
of this composer’s talent. How rare is this dowry nowadays! Whether Dvoiak will be loyal to it
and persevere — after great success in Germany and England took him out of humble obscurity
and made him famous — remains to be seen; in The Cunning Peasant, Dvotak is completely
naive. He takes up the [composer’s] pen with joy, and [earnestly] from his heart, he writes
cheerful music for cheerful scenes, without particularly caring if one melody is distinguished
[and] another sounds new. He does not limit himself as far as the development of interesting
motives is concerned; and armed against every false pathos, he preserves the individuality of his
style. On this medium level of cheerfulness, Dvotak’s music moves freely, without force, often
very beautifully. Not all [parts] have the same worth; many scenes, especially funny ones, sound
quite ordinary. In the expression of the comic — for [the purpose of] which music has only
limited resources — Dvorak does not steer clear of stereotypes, happily repeating certain gestures
from Mozart’s buffo idiom. After such second-rate sections, we are always pleasantly surprised
by original ideas and soft characteristics. Dvorak’s musical gifts can be seen in a much better
light in this opera than his particular dramatic talent! Among the elements that are missing are
clear contrasts, effective distribution of light and dark, and dominating points of climax. Many of
the sections that are charming in and of themselves are not very effective because they do not
form enough of a contrast with other sections. Namely, at the end of the work, when everything
is drawing to a close, [the drama] is stalled by long [passages of] music. No true musical



personality objects to the repetition of text, for it is necessary to complete the impression and fill
out the musical forms. However, such excessive text repetition as in the first buffo duet, in
Martin’s opening aria, in the final ensemble, etc. tests our patience too much. Nowhere do we
find the good musician to be missing, but [we] often [are lacking] the practical theatre composer.
Is not the D minor movement of the ballet in the second act more of a symphonic scherzo than
opera dance music? Dvorak is a skilful contrapuntalist and subtle harmonist; he does not write a
learned art work, but his predilection for clever combinations and surprising modulations breaks
forth everywhere. Already in the overture, one can notice folk-like, naive melodies developed
artistically through contrapuntal work, and [one may] delight in the healthy, beautiful orchestral
sounds. It is only the frequent repetitions of figures (the so-called Rosalien) that might be
criticized in this overture as in many other instrumental works by Dvorak; further, in the whole
opera, [we object to] the prominence of symmetrical rhythms always in two- or four-bar phrases.
The inevitable result is monotony, which marred the overall impression that we take away from
this work. However, [the impression] is all the more favourable when we remember the
individual parts of the opera. How well-rounded and beautifully sonorous is the first quartet in B
major, how sincere the female chorus “Kolik riizi,” how celebratory the reception of the nobility.
The tender aria of the Duke could hardly be sung by someone without a soothingly melodious
voice; in Dresden, the baritone Buls aroused a storm of applause with it. An exemplary piece is
the duet “Tam v onom stinném loubi,” which becomes a trio through the addition of an alto
voice. | would scarcely be able to name a trio in the new opera repertoire that could be compared
with this one. Through tender [and] natural expression of painful feelings, Bétuska’s (Regina’s)
small aria in the second act stands out, and still more beautiful, even if it is too developed, is the
parting duet of both lovers in the second act. The May celebration, where singing and dance
unite in national sounds, brings forth folk-like freshness. We could still continue enumerating the
beautiful details, especially ones that are not noticeable on first hearing; however, even the
longest list [of such beautiful details] would have to be finished off with the words “too bad”
because the whole is lacking dramatic strength, and with this operatic experiment, the highly
talented composer did not reach the same height that he has reached in other realms: in
instrumental music.” End of quotation from Hanslick’s review.

I must add “too bad” that The Cunning Peasant suffered in Vienna! After two performances, this
under-appreciated and unhappily performed opera was put away ad acta! If only it had been
spared its two-day life. As if it was meant as a mockery, the journalists are now announcing that
Nessler’s Der Trompeter von Sakkingen will be performed in a beautiful arrangement with twice
as many performers; this piece is now being prepared for the court opera and it certainly has all
of the flaws of Dvotak’s opera, without any of the qualities. However, Nessler is a German and
Dvorak a Czech!

Maybe, next time, | will add some excerpts from journal articles that were written about the
Czech peasant, who — cunningly — wanted to get to Vienna and remain Czech there. But first |
have to ascertain if it is worth it...

It is truly a pity when a journalist must catch up on events that happened several months ago, and
only the benevolent kindness of the reader — on which I rely — can make up for this inordinately
long period [of waiting]. Firstly, | would still like to write a few words about the sad end to
which Dvotak’s The Cunning Peasant came at the court opera over here so that I might show



how very diligently the critics of the largest journals over here fulfill their responsibilities. Every
sensible person is certainly of the opinion that the one who endeavours to compare the
translation or unusual interpretation [of a work] with its original, must actually know the
original. The Viennese reviewers have rather a different perspective! No one can expect them to
know the Czech language or to refrain from passing judgements over the libretto because of this.
Most of these men assumed that the German text in Simrock’s piano-vocal score was a faithful
translation of the Czech original and only considered the version of the text for the Vienna opera
to be different from the original libretto. For example, the reviewer for the Presse wrote: “It was
an inappropriate change on the part of the German, who arranged the text, that the Baron and
Baroness from the Czech original were promoted to the status of Duke and Duchess.” It is a
mystery, why one translator would change the original Duke to Baron and the other [would
change it] to Count. The following was printed in the Wiener allgemeine Zeitung: “the original
cunningly chooses as its setting Cmund in Upper Austria.” The smart man considers it to be
cunning, without even noticing that Cmund in Lower Austria was changed to Cmund in Upper
Austria, not to mention the fact that the plot of the original Czech text is set in Domazlice. The
reviewer for the journal Morgenpost even dared to make the following reflection: “If Mr.
Wesely” — the reviewer consistently avoids the orthography “Vesely” — “sets the story in Lower
Austria and Dvoték sets the music in the Czech lands, the director ought to have taken his cues
from the composer because it is easier to change the costumes than the music.” The critic of the
Deutsche Zeitung writes that “the peasants sing as if they were Romeo and Juliet.” And we
thought that The Cunning Peasant was written entirely in a national style. Or should we be proud
that the way in which our people sing deserves to be compared to Romeo and Juliet? The
reviewer for the Morgenpost was the most honest, placing in the midst of his dismissal of The
Cunning Peasant a thinly-veiled commercial for his countrymen Goldmark and Briil, whose
novelties have never been performed and are thus completely unknown, and of which he writes
nonetheless that they “will certainly fare better.” Excellent too were the musings of the imported
[critic] Mr. Démpke in the Wiener Allgem. Zeitung, who ends his tirades about the fall of
German opera with the words: “When will the saviour of this country come?”” One is truly at a
loss as to what he should marvel at more, the naiveté that causes him to mention the Czech
[opera] The Cunning Peasant in connection with German opera or the ingratitude that he exhibits
toward one of the greatest men of his nation, if he still calls out for a “saviour of German opera”
after German music drama was raised to unprecedented heights by Richard Wagner. In addition
to these, there are Viennese reviewers, who have inaccurate, unjustified, and mean opinions
about The Cunning Peasant without even a kernel of praise for the value of Dvorak’s music. I
will not include any excerpts from their writings.

Czech original:

Ve stiedu dne 19. t. m. zaznély poprve v c. k. dvorni opete videniské zvuky ¢eské nasi hudby. U
prilezitosti narozenin J. V. cisafovny rakouské provedena byla tamtéz toho dne poprvé
Dvoiakova komicka opera “Selma Sedlak.” Uspéch jakého dilo toho docililo, byl pro slovutného
naSeho skladatele v principu velice Cestny, neb ona malé ¢ast obecenstva, kterd zdravy
aestheticky Usudek pro pravou krasu si zachovala, byla s hudbou jeho velice spokojena. Ze od
Dvotéka pravé “Selma Sedlak” ve videnské opefe poprvé se daval, neni zadnou nahodou, nybrz
dobie vypocitanym planem jisté¢ nam nepiatelské strany. Dvotfak ma u tstavu teho zadaného také
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triumf a nastoupila z Vidné vitéznou cestu po celé Evropé. Aby pravé tomu se zabranilo, sahlo se
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na zavadu.

Jak se Dvotakove opete ve Vidni vedlo, znaji ¢tenafové nasi z Casti jiz z listli dennich. Prevelika
vétSina videniského obecenstva i kritiky tak dalece se zapomn¢éla, ze za tikol si vystavila dilo toto
zniciti a zostuditi, jen proto, Ze pochazi z péra Ceského. Na jedné stran¢ byla to Silena vasen
slepych fanatikli proti vS§emu ¢eskému, na druhé szirava zavist’ vzdélangjsich, ze Viden pred
uméleckou produktivnosti Prahy vzdy vic a vice do pozadi ustupuje; oboji spikli se proti
premiéte Ceského dila ve videniské dvorni opefe skoro tak jako svého ¢asu ¢lenové Yokey-klubu
v Pafizi proti Wagnerova “Tannhduserovi.”

Tak tedy Viden Dvotakovu roztomilou operu vskutku odpravila. Je sice pravda, ze hudba
“Selmy Sedlaka” jest vice lyricka nez dramatick4, e schazeji ji mocné gradace a G¢inné
kontrasty, Ze d¢j jeji jest nesmirné jednoduchy, a ne-li pfimo banélny tedy aspon ani v
nejmensim originalni, le¢ obeziela a dobrou vili prodehnuté sprava by byla dovedla nedostatky
tyto co mozna zkryti a piednosti dila, jichZ je nepomérné vice, nejlepsim svétlem ozafiti. Ze se
tak u nas nestalo, nesvédc¢i nijak ve prospéch feditelstva dvorni opery. Misto aby rozkosné
zp&vni partie svéteny byly nejkrasnéj$im hlasim, jichz tstavu nijak neschazi, ptidéleny dvé
nejdulezitéjsi role knizete a Martina pp. Horvicovi a Mayerhoferovi, ktefi jsou sice dovedni herci
ale zpévaci velmi malych hlast. Ve zpévu nedovedli ni¢eho oni, ve hie pak nedovolovaly jim
vétsi apéch tlohy samé. Rizeni opery mélo byti svéfeno dirigentu nejjemnéjsiho hudebniho
smyslu, nejlépe samému tediteli Jahnovi, ktery nedostatek ucinnych kontrast vzdy
nejjemnéj$im odstinovanim jednotlivych frasi nahraditi dovede. Misto toho odevzdana ale opera
kap. p. Hellmesbergovi ml., ktery vSe odbyva jako baletni hudbu. Kone¢né¢ pak narodni ten raz
celého dila, jez mu také zajimavosti dodava byl peclivé z opery v déji i samém provozovani
vyloucen, tak Ze zbyl jen v originalni hudbé, ze které ovSem vymititi se nemohl. V klavirnim
vytahu Simrokové oznaceno jest jako misto déje Horni Rakousko, zde ve Vidni nebylo na
programech udano Z4dné misto d€je a kostymy byly upln¢ internacionalni. Néasledkem toho
sklesly v§echny jednajici osoby na pouhé Sablonovité figury, které dle toho take Sablonovité,
komické kromé toho az k nemoznosti karrikované hraly. Ze oviem &eska jména Bétuska, Jenik a
Vaclav piekiténa byla v Reginu, Konrada a Bohumila, neptekvapi dle predchazejiciho zajisté
nikoho. A piece sam Hanslik, o jehoZ ptikrém neptatelstvi proti Cechtim nikdo zajisté
nepochybuje, ve feuilletonu “Neue Freie Presse” toho lokalisovani zavrhuje. Pise tak doslova
takto: “Myslim, Ze se méla piivodni jména podrzeti. ‘Selma Sedlak’ jest jiz jednou narodni Geska
opera, kus ¢eského narodniho zivota a jako nelze prave tento rdz v hudbé Dvotakovée zrusiti, tak
by se nikdo nem¢l ani o to pokouseti, raz ten v zevnéjSich vécech zapirati a do jiné zemé
presazovati. Kterémuz pak némeckému piekladateli opery ‘Carmen’ by napadlo udélati ji tu
popularngjsi tim, kdyby napsal na knizku libretni: d&j hraje se ve Styrsku. Takovéto
aklimatisa¢ni pokusy pochazeji z nahledhu uplné kiivého. Vyslovné narodni kusy musi byti
provozovany se vsemi zvlastnostmi jich kraje, nebo vitbec ne. V oboru uméleckém méli bychom
si vii¢i Cechiim pravé tak malo hréti na citliviistkatské ¢i rozhoféené Némce, jako to ¢inime viigi
umélctim ruskym, polskym, a mad’arskym. Je kus dobry? Zasluhuje toho, aby byl u nas
proveden? To zda se mi byti jediné opravnénou otdzkou? Vypadne-li odpovéd’ kladné, necht’
zachova se cizému dilu, veskera jeho ndrodni ptivodnost’ a obecenstvo necht’ kocha se praveé v
této originalnosti ceskych sedlaktli beze vSech vedlejsich politickych ohledi!”



Ano, kdyby vsichni tak nestranné¢ soudili. VSak do divadla nahrnulo se mnozstvi fanatickych
studentt, by dilu jiz samou spravou operni tak macesky odstréenému pohrobni pisent zapiskali.
Co na tom uli¢nikiim tém zaleZelo, ze odvedeni byli hned pfi prvém pokusu policejnimi
ziizenci? O nic 1épe nezachovali se ani zastupcové verejné kritiky, ktefi témet bez vyminky
posmeéch si tropi z Ceské novinky, kterd sice obecenstvem dost chladné byla piijata, ale pfece
nikterak u ného nepropadla. Jediny Hanslik napsal kritiku v pravdé vécnou, z niz jesté
nasledujici aryvky vyjimame:

“Slovansky charakter hudby Dvoidkovy vystupuje bez affektace, beze vseho umélkovani a
nenucen¢: prirozena prostota sluje zdanliveé tak nepatrné, v pravde vsak tak mocné kouzlo, které
vézi v talentu tohoto skladatele. Jak vzacné jest za nasich dnt takové véno! Bude-li mu Dvotak
vérnym a jestli i ono jemu se uchova, co veliké uspéchy v Némecku a Anglii jej ze skromného
Sera slavnym uéinily, jest otazka nerozhodnuta; v “Selmu Sedlakovi” jest Dvorak jests zcela
naivni. S radosti a od srdce chape se péra, piSe k veselym scénam veselou hudbu, nestaraje se
ptilis, zda jedna melodie zvlast’ distinguovang, jina zase nové¢ zni. On neklade si zadnych mezi,
kde interessantni motiv k Sirokému rozvedeni jej vybizi, nesnazi se nikde stuptiovati hudbu nad
vnitini obsah osoby neb situace a obrnén proti kazdému nepravému pathu, zachovava vsude
jednotu slohu. Na tomto prostfednim niveau veselosti jakoz i néznosti pohybuje se Dvotfakova
hudba zcela nenucené, volné, asto velmi piivabné. Neni ovSem vSechno ceny stejné; mnohé
vyjevy, zvlasté veselé, znéji ponckud vsedné. Ve vyrazu komickém — k némuz ma hudba ovsem
jen omezenych prostiedkt jest Dvotak ponékud stereotypni a opakuje také rad nekteré obraty
Mozartovskych buffovych tloh. Po takovych partiich laciné ovSem vynalezenych piekvapuji nas
ale vzdy zase velmi mile originalni npady a jemné rysy. Dvofakovo hudebni nadani jevi se v
opefe této v mnohem ptiznivéj$im svétle nez jeho specielni talent dramaticky! Schazeji tu
rozhodné kontrasty, G¢inné rozdé€leni svétla a stinu a dominujici body kulmina¢ni. Mnoha sama 0
sob¢ velice roztomila ¢ast zastava bez predivného ucinku, ponévadz se od svého okoli dost
neodrazi. Jmenovité k zavérku opery, kde vSechno ku konci spéje, jest tento dlouhou hudbou nad
miru zdrzovan. Zadna v pravdé hudebni povaha nezavrhuje ve zpévohte opakovani slov,
ponévadz jest nezbytné k vyznéni dojmt i vyplnéni hudebnich forem. VSak slovni opakovani tak
piilisné jako v prvém buffo-duetté, ve vstupni pisni Martinove, poslednim ensemblu a j. hiesi
ptili§ na nasi trpélivost. Dobrého hudebnika nepohiesujeme nikde, ovSem ale asto praktického
divadelniho skladatele. Zdaz neni balletni D-moll véta v 2. jednani vice scherzem v symfonii nez
zpévoherni hudbou tanec¢ni. Dvofak jest obratny kontrapunktista a jemny harmonik; on
nevychlouba se u¢enymi kousky, vSak jeho naklonnost’ pro dimyslné kombinace a piekvapujici
modulace prozrazuje se vSude. JiZ v ouvertufe pozorovati moZno $tastné spojeni prostonarodné
naivnich melodii s umélecky provedenou praci kontrapunktickou a radovati se mozno ze
zdravych, krasnych orchestralnich zvuku. Jen pfili§ ¢asté opakovani téze figury (tak zvané
rosalie) moZno této ouverture, jakoZ i nékterym jinym instrumentalnim diliim Dvotfakovym
vytykati, dale velikou pfevahu dvoudilného razu a ptesné symmetrickou rhytmiku vzdy 2 a 4
taktl. Nutnym néasledkem toho jest monotonie, od niZ nemuizeme si zachraniti celkovy dojem,
jejz o dile tomto domi si odnasime. Tim pfiznivéejsi jest vSak vzpominka na jednotlivé Casti
zpeévohry. Jak zaokrouhlené a krasnozvukeé jest hned prvni kvartetto z H-dur, jak srdecny sbor
dévcat “Kolik rizi,” jak slavnostni piijeti pAnovo. Nézna arie kniZeci t€Zko jen postradati mize
lahodného hlasu; v Drdzd’anech (dle zpravy L. Hartmannovy) vzbudil ji barytonista Buls boufi
potlesku. Kabinetni hudebni kousek jest duetto: “Tam v onom stinném loubi,” jez se
piistoupenim altového hlasu v tercetto rozsifuje. Nedovedl bych z novéjsi operni literatury



veselého genru uvésti trojzpév, ktery by se s timto mefiti mohl. Jemnym, pfirozenym vyrazem
bolnych citl vynika mala arie Bétus€ina (Reginina) a jesté vice krasny, jenze pfili§ rozvedeny
dvojzpév pii louceni se obou milencii v 2. jedndni. Majova slavnost’, v které zpév a tanec v
narodnich zvucich se spojuje, zni s prostonarodni zivosti. Mohli bychom jesté ale dale
vypocitavati krasné jednotlivosti, zvIasté takové, které pti prvém poslechnuti jesté mizi, le€ i
sebe delsi vypocet ten musime uzavtiti slovem “bohuzel,” ponévadz celku schazi dramaticka sila
a velenadany skladatel timto opernim pokusem nevyS$inul se az k oné vysi, ku které na jiném
poli, v hudb¢ jen instrumentalni, dospél.” AZ potud Hanslik.

I j& musim je$té piipojiti “bohuzel,” Ze “Selma Sedlak” ve Vidni dotrpél! Po dvou piedstavenich
byla tato zneuznana a ne$tastné provedena opera ulozena ad acta! Kéz by se ji byl i ten
dvoudenni zivot uSetfil. Jako k posméchu ohlasuji nyni zdejsi zurnaly, Ze skvostné vypraven a
dvojnasobné obsazen bude Nessleruv “Truba¢ Sakkinsky,” ktery nyni pro dvorni operu se
pripravuje a ktery ma jisté¢ vS§echny vady Dvordkovy zpévohry, Zadnou ale z jeji prednosti. Inu
oviem Nessler je Némec a Dvotak Cech!

Mozn4, ze podam pfiste jesté nékteré hlasy Casopisecké o ¢eském sedldkovi, ktery — Selma —
chtél az do Vidn¢ se dostati a tamtéz Ceskym zUstati. Ale musim je dfive vSechny prohlédnout,
stoji-li také za to...

Jest to vskutku politovani hodny pfipad, kdyZ pero zpravodajovo dohanéti ma udalosti jiz
nékolik mésict staré, a jen dobrotiva laskavost étenafova — na kterou i ja spoléhati musim —
muze nepomér tento ponékud vyrovnati. Prvni, o ¢em dnes zminiti se chci, jest jesté nékolik slov
0 smutném konci Dvoiakova “Selmy Sedlaka” ve zdejsi dvorni opefe, bych ukazal s jakou
svédomitosti a dikladnosti pani kritikové nejvétsich zdejSich Zurnélt své povinnosti plni. Kazdy
rozumny ¢lovek jest zajisté toho nahledu, ze ten, kdo srovnavati ma preklad neb zvlastni
spracovani s origindlem, tento original také znati musi. U videiiskych pp. recensentl jest tomu
ale docela jinak! Vzdyt’ pfece nemiiZze od nich nikdo Zadati, by snad také Cesky jazyk znali aneb
pro tuto malickost’ se svého tisudku o originalu libretta vzdali. VE&tSiné téchto pand prihodil se
tedy ten lapsus, ze némecky text v Simrockové vydani klavirniho vytahu za zcela vérny preklad
ceského originalu méli a Ze tedy jen nové upraveny text pro videfiskou operu za spracovani od
puvodniho libretta ponékud odchylné vyhlaSovali. Tak na pt. psal referent “Presse:” “Nicemén¢
bylo to od némeckého upravovatele textu neprozietelné, ze barona a baronku ¢eského originalu
do hrabéciho stavu povysil.” Vlastné ale jest to zahadou, pro€ jeden piekladatel ucinil z
pavodniho knizete barona a druhy zase hrabéte. Ve “Wiener allgemeine Zeitung” stalo zase:
“Original klade misto déje zimyslné do Cmundu v Hornich Rakousich.” Chytry pan vidi tu tedy
zimyslnost aniZ pozoruje, Ze geograficky, kotrmelcem piekladatelovym zménén jest
dolnorakousky Cmund ve Cmund hornorakousky, nehledic ani k tomu, Ze déj pivodniho
ceského textu jedna v Domazlicich.

Refernt asopisu “Morgenpost” odvazil se dokonce k nésledujici reflexi: “Jestlize p. Wesely” —
referent vyhyba se vSude orthografii “Vesely” — “d¢j do Dolnich Rakous, p. Dvorak ale hudbu do
Cech klade, mél rezisér zajisté skladatele nasledovati, ponévadz kostymy snadnéji se méniti daji
nez hudba.” Kritik listu “Deutsche Zeitung” shledal zase, ze “sedlak i selka zpivaji jako Romeo a
Julie.” A my dosud za to méli, ze “Selma Sedlak” psan jest zcela v slohu prostonarodnim. Ci
mame snad tim hrdi byti, Ze zplisob, kterym lid nas péje, 1 za pfiméteny pro Romea a Julii se



uznava? Nejuptimnéji zachoval se vzpomenuty jiz referent ¢as. “Morgenpost,” ktery do prostied
tendenéniho odsouzeni ubohého “Selmy Sedlédka” vloZil nemistnou reklamu pro své krajany
Goldmarka a Briila, o jichZ novinkéch, které dosud nikde nebyly provedeny a tedy uplné jsou
neznamé, pravi, ze “lépe zajisté se osved¢i.” Znamenité provedla se také Uvaha z Krélovce
importovanému p. Démpke-ovi ve “Wiener allgem. Zeitung,” ktery své tirady obohacené novou
nezapomenutelnou zkuSenosti o upadku némecké opery konci slovy: “Kdy piijde spasitel této
zemi?” Clovék je tu opravdu v rozpacich, ¢emu vice diviti se ma, zda naivnosti, ktera nebohého
eského “Selmu Sedlaka” v souvislost’ uvadi s némeckou operou, &i nevdéénosti oproti jednomu
z nejveétsSich muzi svého naroda, kdyz v dobé, kdy némecké hudebni drama, Richardem
Wagnerem k netusené dosud vysi bylo povzneseno, jesté po “spasiteli némecké opery” se vola.
Za téchto vesmés nespravnych, nespravedlivych i zlomyslnych nahledt videniskych referentii 0
“Selmu Sedlakovi” nemaji pro nas oviem ani jednotiliva ta zrnecka chvaly pro hudbu
Dvotéakovu nijaké vazné ceny. Z diivodu toho jich zde také ani neuvadim...



