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Zich's Guilt - Reactions to the Concert

Performance of Extracts

Zichova Vina - ohlasy na koncertni

provedeni ukazek

The Structural Approach to Art conference,
which was organised by Masaryk Univer-
sity in Brno between June 9" and 10",
2018, included a concert performance of
extracts from Otakar Zich’s opera Guilt. It
was more than decision of logistics - one
of the key topics of the conference was the
work and personality of Otakar Zich. We
therefore wanted both experts and those
simply interested to have the opportu-
nity to encounter Zich’s artistic work in
performance. Considering our interest in
Zich’s theories of dramatic art, we finally
chose his opera Guilt, which was based
on Hilbert’s play of the same name. We
could consider this work thanks to the
recent edition by Brian Locke who pre-
pared the score which had existed only in
manuscript, or in copies deposited in the
archives of the National Theatre. However,
it became clear that to produce any ex-
tracts with an orchestra was very difficult
for operational reasons - Brian Locke had
already been working on a version for two
pianos, which he kindly provided. Thus,
a concert production of the extracts from
Zich’s Guilt could take place on June 9™,
2018. This was 96 years after the premiere
and 89 years after the last performance.
Since it was a unique, one should say
‘study’, staging, whilst at the same time
a new presentation of an unknown work

Soucasti konference Structural Approach
to Art, kterou jsme porddali 9. a 10. cerv-
na, bylo mimo jiné i koncertni provedeni
ukdzek z opery Otakara Zicha Vina. Roz-
hodnuti to bylo vice nez logické - jednim
z podstatnych témat konference bylo dilo
a osobnost Otakara Zicha, chtéli jsme
proto, aby zdjemci i odbornd veiejnost
méli moznost setkat se primo s jeho di-
lem. Vzhledem k naSemu zdjmu o Zicho-
vy teorie o dramatickém uméni padla na-
konec volba na jeho operu Vina, operni
verzi Hilbertovy stejnojmenné hry. O pro-
vedeni tohoto kusu jsme mohli uvazovat
diky neddvné edici Briana Locka, ktery
zpracoval partituru léta existujici pouze
v rukopise ¢i opisech uloZenych v archivu
Ndrodniho divadla. Brzy se ov§em ukaza-
lo, Ze provedeni jakychkoliv ukdzek s or-
chestrem je z provoznich davodl velmi
obtizné - Brian Locke mél jiZ rozpracova-
nou verzi pro dva klaviry, kterou laskavé
poskytl. 9. cervna 2018 tak mohlo pro-
béhnout - devadesat Sest let od premiéry
a osmdesdt devét let od posledniho pred-
staveni - koncertni provedeni ukdzek ze
Zichovy Viny.

Vzhledem k tomu, Ze Slo o ojedinélé,
snad muzeme fict ,studijni* nastudovanti,
a zarovenn nové uvedeni neznamého dila
po témér vice neZ devadesdti letech, dovo-
lili jsme si pozddat rozlicné odborniky, aby
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after more than ninety years, we asked sev-
eral experts for their opinion about the
production of a work they might know
from literature but not from their own ex-
perience. Apart from three published re-
views (LESKA 2018; HOFFMANOVA 2018;
PAVLICA 2018), the range of opinions is
completed by the following enquiry.

David Drozd

Music preparation: Filip Urban
Arrangement for two pianos: Brian Locke
Performance director: Vojtéch Orenic¢

Cast:

Pani Mardkovd: Jitka Zerhauova

Mina Mardakova: Marta Reichelova

Jiri Marak: Tadeas Hoza

Stanislav Hosek: Vaclav Vallon

Karel Uhlit: Ale§ Janiga

1st piano: Jifif Hruby

2nd piano: Jitka Houfova

Introduction (Commentary): Tomas Zilinsk}?

se k provedeni dila, které sice mohli zndt
z literatury, ovSem nikoliv z autopsie, vy-
jadrili. Krom tr{ tiskem vydanych recenzi
(LESKA 2018; HOFFMANOVA 2018; PAV-
LICA 2018) tak spektrum ndzorua dopliiuje
i nasledujici anketa.

David Drozd

Hudebni nastudovani: Filip Urban
Uprava pro dva klaviry: Brian Locke
Rezie vecera: Vojtéch Orenic

Osoby a obsazeni:

Pani Mardkovd: Jitka Zerhauova
Mina Mardkova: Marta Reichelova
Jiri Marak: Tadeas Hoza

Stanislav Hosek: Vaclav Vallon
Karel Uhlit: Ales§ Janiga

1. Klavir: Jiti Hruby

2. Klavir: Jitka Houfova

privodni slovo: Tomés Zilinsky

Associate Professor Helena Spurna

(Department of Theatre, Film and Media
Studies, Palacky University, Olomouc)

Firstly, I would like to highlight Brian
Locke’s musicological work. He has tire-
lessly promoted Czech music in the Eng-
lish-speaking world with other music ex-
perts, such as Michael Beckerman, John
Tyrrell, the conductor Charles Macker-
ras and the director David Pountney.
His role as an ‘agent’ of Czech modern
music abroad is ever so more remark-
able because he focuses on composers
of a one-time ‘mainstream’ whose work
nowadays barely survives. These compos-

doc. Helena Spurna

(Katedra divadelnich, filmovych a medialnich
studii UPOL, Olomouc)

V prvé radé bych chtéla vyzdvihnout muzi-
kologicky pocin Briana Locka, ktery spolu
s hudebnimi odborniky Michaelem Bec-
kermanem a Johnem Tyrrellem, dirigen-
tem Charlesem Mackerrasem ¢i rezisérem
Davidem Pountneyem po léta neunavné
propaguje ceskou hudbu v anglofonnim
svété. Jeho role ,agenta“ ceské moderni
hudby v zahrani¢i je pozoruhodna o to
vice, 7e se zaméruje na skladatele nékdej-
§tho ,mainstreamu®. Jejich tvorba dnes
Zivori ve stinu svétové proslulych jmen,
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ers are currently overshadowed by world-
famous names such as Dvordk, Jandcek
and Martinti. However, in their time, they
ranked amongst the most-performed com-
posers at concerts and on opera stages.
This group contained Foerster, Nova,
Jeremids, Ostrcil and - last but not least -
Zich. It must be admitted that Locke does
Czech musicology a great favour, espe-
cially with his passion in discovering and
studying music sources hidden in archives
all over the Czech Republic. He is making
up for what we have neglected. Now he
has plunged into researching the heritage
of Jindrich Feld, who has recently passed
away and who has been more and more
in demand and praised abroad, doing this
with the same vigour with which he has
promoted Zich’s Guilt.

I gained the impression from the per-
formance of Guilt that Brian Locke’s edi-
torial efforts had not found a counterbal-
ance in the ‘study’ transcription of the
over-dimensioned orchestral scoring of
two piano scores with a vocal part. In my
opinion, the several characteristic parts of
the opera that we heard did not provide
clear proof that Zich’s opera might achieve
a complete stage production almost 100
years since the premiere and that it be-
longs to the repertoire of contemporary
theatres. This is nothing against the artist
- some parts are at least interesting from
the point of view of the opera of the pe-
riod and it shows the high art ambitions of
the creator, who was actually a self-taught
composer. Only a precise interpretation
could shed light on the disputes about how
the composer parted from tonal harmonic
feeling. The appearance of bitonal and
polytonal parts does not constitute the ba-
sis of an atonal style as it might appear to

jako jsou Dvordk, Jandcek ¢i Martind, ve
své dobé ovSem patfili k nejhranéjsim au-
tordm na domadcich koncertnich pédiich
a opernich scéndch (Foerster, Novdk, Je-
remia$, Ostrcil ¢i v neposledni radé také
Zich). Je nutno si priznat, Ze Brian pro-
kazuje velkou sluzbu ceské muzikologii,
resp. svou vasni pro objevovdni a studium
hudebnich prament, zasutych v archivech
po celé CR, dohdnf to, co jsme u nds doma
zanedbali. S touZ energicnosti, s niZ propa-
guje Zichovu Vinu, se nyni vrha do vyzku-
mu pozistalosti nedavno zesnulého, v za-
hrani¢i stdle 7zddaného a oceriovaného
skladatele Jindricha Felda.

7 uvedeni Viny jsem nabyla dojmu, Ze
editorské usili Briana Locka nenaslo od-
povidajici protivahu ve ,studijni® tran-
skripci  orchestrdlné naddimenzované
partitury do dvou klavirnich partt s vo-
kadlni slozkou. Nékolik charakteristickych
¢asti opery, které jsme vyslechli, dle mého
ndzoru nepodalo jasny dikaz toho, 7e Zi-
chova opera si po témér sto letech od pre-
miéry vydobude opétné kompletni jevist-
ni provedeni aZe patii do repertodru
soucasnych divadel. To neni nic proti
autorovi, néktera mista jsou z hlediska
dobové opery prinejmensim zajimava
a svédci o vysokych uméleckych ambicich
a ctizddosti skladatele, ktery byl v kompo-
zici v podstaté samoukem. Pouze precizni
interpretace by vnesla jasno do disputaci
o tom, jak dalece se skladatel odchylil od
tondlné¢ harmonického citéni. Vyskyt bi-
tondlnich a polytondlnich dsekt jesté ne-
zaklddd podstatu atondlniho stylu, jak se
to nékterym posluchac¢iim po vyslechnuti
dila mize jevit. Z hlediska kompozi¢niho
Zich nevybocil z posmetanovského vyvo-
je ceské opery se vSemi privodnimi zna-
ky pozdné romantické komplikovanosti.
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the audience after hearing the piece. From
the point of view of the composition, Zich
did not deviate from the post-Smetanian
development of Czech opera with all its re-
lated features of late-romantic complexity.
Upon hearing the piece itself, I had the
impression of a certain intactness of the
instrumental part in relation to the libret-
to, the dramatical situation and acting of
characters, supported by the polyphonic
facture which culminates in a large fugue
in the 2" act (this undoubtedly belongs
amongst the most interesting sections of
the score, and we can be grateful that it
was included in the extracts). I think it
was remarkable with respect to Zich’s con-
clusions in his Estetika dramatického uméni
[The Aesthetics of Dramatic Art] in which
he pursues in detail the characterisational
and pictorial function of music, whilst giv-
ing emphatic recommendations to opera
composers about how to make music dra-
matically functional in relation to charac-
ter and situation. One surely cannot agree
with the conclusion of the enfant terrible of
inter-war music journalism Antonin Silhan,
who wrote in Ndarodni Listy after the pre-
miere in 1922 that Zich’s Guilt is ‘a prod-
uct of primitive dilettantism which dis-
guises creative impotence’. However, one
can agree with Jaroslav JeZek who claimed
after a restored production in 1929 that
the theme of the libretto is rather obsolete
- one might say that today the main con-
flict of Hilbert’s story, which takes place in
the private environment of a middle-class
family, is rather banal. I can’t help think-
ing that the interpretation of a contem-
porary director would necessarily have
led to parody and ridicule, notwithstand-
ing the fact that there is nothing to jus-
tify this approach. Its performance (i.e.
staging) will decisively influence how the

7. dila samotného jsem méla dojem urcité
intaktnosti instrumentalni slozky ve vzta-
hu k libretu, dramatické situaci a jednd-
ni postav, posilené polyfonni fakturou,
jez vrcholi rozmérnou fugou ve 2. aktu.
(Ta patii nepochybné k nejzajimavéjsim
mistim partitury a budme vdécni za to,
ze byla do vybéru zarazena.) Ptislo mi to
jako pozoruhodné s ohledem na Zicho-
vy zavéry v Estetice dramatického umeénd,
v niZ se podrobné zabyva charakterizac-
ni a obrazivou funkci hudby a opernim
skladatelim udéluje diirazna doporuce-
ni, jak ucinit hudbu ve vztahu k postavé
a situaci dramaticky funkéni. Rozhodné
se nelze ztotoznit se zdvérem enfant ter-
rible mezivdlecné hudebni publicistiky
Antoninem Silhanem, ktery v Ndrodnich
listech po premiéfe v roce 1922 napsal, Ze
Zichova Vina je ,produktem primitivniho
diletantismu, ktery zakryva tvirci impo-
tenci“. Lze se ale priklonit k ndzoru Jaro-
slava Jezka, ktery na konto znovuobnove-
né inscenace v roce 1929 uvedl, Ze téma
libreta je jiz zastaralé - fekli bychom, Ze
dnes vyznivd hlavni konflikt Hilbertova
pribéhu, odehravajiciho se po vzoru Ibse-
novych her v privatnim rodinném kruhu
méstanské rodiny, jako ponékud bandlni.
Nemiizu se ubrdnit dojmu, Ze interpre-
tace soucasné citictho reziséra by patrné
vidy nevyhnutelné sméfovala k parodii
a zesméSnéni, aniz by v dobové priznac-
ném textu bylo cokoli, co by tento vyklad
ospravedlniovalo. O tom, jak budeme hu-
debni dilo vnimat a jaky vyznam mu bude
v dé€jindch hudby prikldddn, rozhoduje z4-
sadnim zpusobem jeho provedeni. Pouze
kongenidlni, autorovu tviréimu zameéru
a stylu plné¢ oddand hudebni a jevistni in-
terpretace by mohla Zichovo dilo vynést
z piitmi archivu na soucasnou scénu.
Nejsem si vSak jistd, zdali chvat a zacasté

226

Theatralia [21/2018/2]



[T/8l0T/1z] elesyeay]

Zichova Vina - ohlasy na koncertni provedeni ukazek

musical work will be perceived and what
importance it will be assigned in the his-
tory of music. Only a congenial music and
stage interpretation fully dedicated to the
author’s creative intention and style could
bring Zich’s work out of the darkness of
the archive to the contemporary stage.
However, I am not sure if the haste and of-
ten superficiality that we can often observe
in productions of many music titles, would
not be of disservice to Zich’s opera.

Professor Jindra Bartova

(Music Faculty, Jana¢ek Academy of Music
and Performing Arts, Brno)

I did not like Zich’s Guilt. My dissatisfac-
tion was rooted in both the lengthy libret-
to and, especially, from the point of view
of the uninventive musical setting. Its al-
leged culmination - the fugue - was stiff,
without a principal theme and amateur-
ishly developed (I'd rather say prolonged).
I wish that I could say something compli-
mentary; but I arrived at the eventual con-
clusion that history is often surprisingly
impartial.

Dr. Martin Flasar

(Department of Musicology, Faculty of Arts,
Masaryk University, Brno)

I perceive Zich’s Guilt as a transitional
type of opera between the Wagnerian type
of romantic musical drama and modern
opera. The unendliche Melodie and the
technique of typical motifs are clearly tak-
en from Wagner, whereas modern opera is
represented by a civil theme, by a woman,
or rather by women in the main roles, and

i povrchnost, kterou lze u nds v posledni
dobé pii nastudovdni mnohych hudeb-
nich tituld pozorovat, by Zichové opere
neprokazaly spiSe medvédi sluzbu.

prof. Jindra Bartova
(Hudebni fakulta JAMU, Brno)

Zichova Vina se mi nelibila, a to jak z hle-
diska rozvleklého libreta, ur¢eného spise
ke ¢teni neZ k jevistnimu provedeni, tak
- a to pfedev$im - z hlediska neinvenc-
niho zhudebnéni, jehoZ udajny vrchol -
fuga - byla toporna, bez nosného téma-
tu a Skoldcky rozvijena (spi$ bych fekla
nastavovana). Rdada bych napsala néco
pochvalného, ale tady jsem dospéla k zd-
véru, Ze historie byva kupodivu mnohdy
spravedliva...

dr. Martin Flasar
(Ustav hudebni védy FF MU, Brno)

Zichovu Vinu chédpu jako piechodovy typ
opery mezi wagnerovskym typem roman-
tického hudebniho dramatu a moderni
operou. Z Wagnera se zde uplatiiuje unen-
dliche Melodie a technika prizna¢nych moti-
via, k moderni opere se Vina priklani svym
civilnim ndmétem, Zenou, resp. Zenami
v hlavnich rolich a diirazem na polyfonni
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by an emphasis on polyphonic techniques.
The fugue in the second act refers to the
linear compositional thinking of the Sec-
ond Viennese School, especially Alban
Berg. In addition, we can consider the in-
fluence of musical expressionism as a way
of examining the mental state of individu-
als. In any case, Zich’s opera belongs to
the tradition of German and Austrian
opera, not the French genre. The weakest
feature of the opera is the story and its ad-
aptation. The literary libretto suffers from
unnecessary literalism and the exposition
of banalities.

Professor Pavel Drabek
(University of Hull, UK)

Sung Czech

Apparently the greatest positive experience of
the opera was Zich’s sensitive work with the
Czech language. Zich’s feeling for the natural
cadence of the Czech language was reflect-
ed in the setting to music which intensifies
(perhaps stylizes, or aesthetises) the spoken
language without being violated by musical
phrasing. This is a remarkable quality, which
is unique in Czech opera (one might in com-
parison compare with Jandcek).

Musical texture

Judging from the piano rendition, which
flattens out the vividness of orchestration,
one can claim that Zich’s musical texture is
recognisable and peculiar. However, it does
not overshadow the main structurally domi-
nant feature of the work, which is interper-
sonal conduct (a la Zich). The music inten-
sifies, structures and emotionally develops
these relationships. However, the musical
component is not enlarged to the degree
that it is given preference. Thus the Italian

techniky. Fuga ve druhém aktu odkazuje
k linedrnimu mysleni Druhé videnské $ko-
ly, zejména Albana Berga. Kromé toho by-
chom mohli pfemgyslet o vlivu hudebniho
expresionismu zkoumajiciho dusevni stavy
jedince. V kazdém pripadé Zichova opera
spadd do tradice némecké (rakouské) ope-
ry, nikoliv opery francouzské. NejslabSim
¢ldnkem opery je ziejmé predloha a jeji
zpracovani. Literdrni libreto trpi zbytec-
nou doslovnosti a exponovanim banalit.

prof. Pavel Drabek

(Katedra divadelnich studii FF MU, Brno)
Zprvand cestina

Patrné nejvétSim pozitivnim zdzitkem ope-
ry byla Zichova citlivd prdce s c¢eStinou.
Zichuv cit pro pfirozenou kadenci cestiny
se promitl do zhudebnéni, které vlastné
umocnuje (stylizuje, estetizuje) mluvenou
fe¢, aniz by ji néjak hudebni frdze zndsil-
novala. To je pozoruhodna kvalita, ktera je
v Ceské opefe jedinecnd, napf. ve srovna-
nim s Jandckem.

Hudebni textura

Soudé z klavirniho provedeni, které stira
barvitost orchestrace, lze konstatovat, Ze
Zichova hudebni textura je rozpoznatel-
nd a osobitd, zdroven ovSem nezastinuje
hlavni strukturni dominantu dila, kte-
rou je (po zichovsku) mezilidské jednani.
Hudba toto déni umocnuje, strukturuje
a emocné rozviji, hudebni slozka oviem
neni do té miry zbytnéld, Ze by se upred-
nostniovala. Zde tedy plati prima la azione,
poi la musica.
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maxim ‘prima la azione, poi la musica’ [first
the story, then the mucic] is valid here.

Dramaturgy: Dramatic Opera

This is apparently the dramaturgical core
of Zich’s Guilt: the intensification of the
effect of the drama by the gesamtkunstwerk
of the operatic genre. Zich’s work with
dramatic speech is in a way in the spirit
of melodrama. The operatic adaptation of
Hilbert’s Guilt is a tool for intensifying the
subjective experience of the story. This is
the creative core of the work and, at the
same time, its weak point: the opera as such
in this form lacks transcendence. While we
are content with the recognition that ‘such
is the world, and this is a picture of reality’
in the work of drama, we (perhaps neces-
sarily?) expect a certain transcendence in
opera: Why should this be an opera? What
is the added value? What more should we
gain from the operatic version of this work
than from the original dramatic work? It is
possible that this added value is the specif-
ic, sensitive and aesthetic experience of the
work. However, a dramaturgical question
should always be: What is this opera about?
How does it extend disenchanted everydayness?

Dramaturgy: Psychological Realism

Psychological Realism is probably the
main pitfall of the opera and probably its
biggest experiment. To transfer this specif-
ic theatrical genre into opera is a big and
rather daring feat. Sung lines like ‘Nazdar,
Hosku’ are thus unintentionally comic,
because the original pathos of the genre
is apparently unsustainable. This realistic
literalism, which has been taken over by
postsilent film and television (especially
TV drama), has apparently no space in
opera any more. To come to terms with
psychological realism and its mimetic lit-

Dramaturgie: cinoherni opera

Toto je patrné dramaturgickym jddrem
Zichovy Viny: umocnéni dcinku ¢inoher-
niho dramatu gesamtkunstwerkem operniho
Zanru. Zichova prdce s ¢inohernim slovem
je svym zpusobem v duchu melodramatu.
Operni zpracovdani Hilbertovy Viny je na-
strojem umocnéni subjektivniho prozitku
tohoto pribé¢hu. To je tvirc¢i jadro dila
a zdroven jeho slabina: opefe jako takové
v této podobé chybi transcendence. Za-
timco u ¢inohry se spokojime s pozndnim,
7e ,takovy je svét a toto je obraz reality®,
u opery (nutné?) cekame jistou transcen-
denci: Pro¢ to md byt opera? Jakd je pfi-
dand hodnota? Co vic ziskdvdme z operni
verze tohoto dila, nez kolik nam poskytu-
je ¢inohra? Je mozné, 7Ze touto pridanou
hodnotou je specifické citové a estetické
proziti dila. Dramaturgickou otdzkou pak
ovsem je, o cem pak tato opera je? Cim piesa-
huje odkouzlenou vsednodennost?

Dramaturgie: psychologicky realismus
Psychologicky realismus je patrné hlavni
uskali opery a patrné jeji nejvétsi experi-
ment. Prevést tento specificky stylovy zZdnr
do opery je velky a dosti troufaly pocin.
Zpivana replika ,Nazdar, Hosku“ a podob-
né je nechténé komickd, protoze ptvodni
patos tohoto Zdnru je patrné neudrZitelny.
Tato realisticka doslovnost, kterou zcela
prevzal zvukovy film a televize (zejména
televizni drama), uz patrné nema v opeie
misto. Vyrovnat se s psychologickym rea-
lismem a jeho mimetickou doslovnosti je
hlavni dramaturgickd vyzva inscendtor.

Dramaturgie: situace a postavy
Naproti tomu - tedy i pres neustrojnost
psychologického realismu - je Zichova

229



Zich's Guilt - Reactions to the Concert Performance of Extracts

eralism is a major dramaturgical challenge
for producers.

Dramaturgy: Situation and Characters

On the other hand - despite the inor-
ganic character of psychological realism
- Zich’s work with dramatic situation and
characters is remarkable. It preserves the
natural flow of realistic drama and it lets
characters and situations keep their spe-
cificity; or, it is intensified by the means of
opera. This is an important and successful
element of the work.

Staging Opportunities

The main dramaturgical problem for fu-
ture producers is probably to deal with the
psychological realism of the work. Since
Zich’s opera was not continuously per-
formed and thus it could not ‘mature on
stage’, there is nothing to follow, which is
a big problem in a traditional and conven-
tionalized genre such as opera. Thus, the
producers must span the ninety empty years
in which the opera was not performed; and
they must grasp it in a way which is acces-
sible for today’s audiences. This is a sig-
nificant challenge, especially because works
usually mature when staging approaches
move from the literal to the symbolic and
then from the metaphorical to de-compo-
sitional renderings. Today, it is probably
impossible to stage Guilt literally, maybe
symbolically and possibly metaphorically.
The tenacious psychological realism of the
work may be an obstacle, because it may
contravene symbolic or metaphorical stag-
ings. A great creative challenge is therefore
to find a way to stage this beautiful work in
its strengths: i.e. in an almost documentary
austerity, combined with an emotionally
impressive musical part.

prdace s dramatickou situaci a s postavami
pozoruhodnd. Zachovdva prirozeny tok re-
alistického dramatu a postavdm i situacim
ponechdva jejich specifi¢nost, pripadné ji
opernimi prostfedky umocruje. Toto je
dtlezity a zdartily prvek dila.

Inscenacni prilezitost

Asi hlavnim dramaturgickym problémem
pro budouci inscendtory je vyrovnat se
s psychologickym realismem dila. Protoze
se Zichova opera nedockala soustavného
uvadéni a nemohla tedy ,inscenacné ze-
starnout®, neni na¢ navazovat, coZ je u tak
zvykového a konvencionalizovaného Zanru,
jako je opera, velky problém. Inscendtorti
tedy musi premostit onéch devadesit let,
kdy opera nebyla uvedena a uchopit ji tak,
aby byla soucasnému divdku pristupnd. To
je velkd vyzva, zejména proto, Ze obvykle
dila stirnou tak, Ze se inscenacni pristup
posouvda od doslovného ztvdarnéni, pfes
symbolické, ddle metaforické aZ po dekom-
pozicni. Doslovné dnes nelze Vinu patrné
inscenovat, symbolicky snad a moZnd me-
taforicky. Zarputily psychologicky realis-
mus dila tu miZe byt na prekdzku, protoze
se muze pricit symbolickému ¢i metaforic-
kému ztvarnéni. Velkou tvirci prileZitosti
tedy je najit zplsob, jak toto krasné dilo
uvést na jevisté v jeho silnych strankdch:
tedy v jeho takika dokumentaristické stro-
hosti kombinované s emoc¢né pusobivou
hudebni slozkou.
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Dr. Ji¥i Zahradka

(Department of Musicology, Faculty of Arts,
Masaryk University, Brno)

I have known Guilt for along time. I wrote
about it in connection with Jandcek’s Fate
- there are interesting parallels and a close-
ness of when they were written. The produc-
tion was a rather pleasant surprise for me. It
is formally well elaborated - even the drama-
turgy is actually ‘exploring’. The civil drama
of the period is not really an everyday occur-
rence. It is one of the searching operas - in
the first two decades when it was not clear
what to do with the genre (in the works of
Debussy, Schénberg, Barték, Charpentier
and especially Janacek). One would have to
hear it in the instrumentation; but I find this
opera really interesting (especially the fugue
of the second act, with its distinctive psycho-
logical function) and certainly dramaturgi-
cally revealing. Hilbert slightly anticipates
provincial aesthetics in the films of the First
Republic; this is quite good, but something
is missing - and that is the ‘genius of the art-
ist’. Therefore, the opera itself is only unique
in certain aspects because Zich was more of
a theoretician than a composer. What am
I trying to say? Well, to get a handle on what
I'mean, it’s good to listen to another ex-
periment - that of Jandcek from 1904-5, i.e.
Fate. Also the search for ‘modern dramatur-
gy’, ‘modern form’ and ‘modern content’ in
opera - Janacek uses the word ‘modern’ in
connection with Fate (but not subsequently).
Jandcek’s text and plot are somehow inter-
esting but a little (too) problematic - what
to do with that? But the music! It brilliantly
interconnects everything - and that then be-
comes the interpretive and emotional key to
the text! Well and that’s not the case with
Zich. I think the opera should be performed
in all its beauty - but it will be a somewhat
festival-unique event.

dr. Jifi Zahradka
(Ustav hudebni védy FF MU, Brno)

Vinu zndm dlouho, psal jsem o ni v sou-
vislosti s Jandckovym Osudem - jsou tam
zajimavé paralely i dobova pribuznost.
Uvedeni bylo pro mé spiSe piijemné
prekvapeni. Je to po formadlni strdnce
vypracované - i dramaturgie je vlastné
Lyhledacdska“. Soudobé civilni drama neni
v tehdejsi opete pravda na dennim poidd-
ku. Je to jedna z téch oper hledacskych -
prvnich dvou desetileti, kdy nebylo jasné,
co s timto Zanrem (Debussy, Schénberg,
Bartok, Charpentier a hlavné Jandcek).
Clovék by to musel vyslechnout v instru-
mentaci, ale jevi se mi ta opera skutec-
né zajimavd (tfebas ta fuga v 2. jedndni
- vyrazna psychologickd funkce), drama-
turgicky jisté objevnd. Malinko Hilbert
predrazi jistou maloméstackou estetiku
filmu prvni republiky. No prosté je to
dobry, ale néco tomu chybi. A to je ten
~genius tvirce®. Proto ta opera neni vyji-
mecnd jako takovd, jen pro urcité aspek-
ty. Zich byl skutecné spiSe teoretik neZli
skladatel. Co tim chci tici? Nu je dobré
si poslechnout jiny experiment - ten Ja-
nackav z let 1904-5, tedy Osud. Také hle-
dani ,moderni dramaturgie“, ,moderni
a ,moderniho obsahu“ opery
- Jandcek slovo moderni v souvislosti
s Osudem uziva (potom uz ne!). Nu text
i déj je jaksi zajimavy, ale trochu (moc)
problematicky - co s nim? Ale ta hud-
balll Ta vSe tak genidlné propoji - je kli-
¢em k tomu textu! Nu, a to u Zicha neni.
Myslim, Ze by se opera méla nastudovat
v celé krdse - ale bude to spiSe pocin fes-
tivalovo-vyjimecny.

formy*
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Patricie Castkova

(Dramaturg of the Opera of the National
Theatre Brno)

The world of opera in theatres - if their
dramaturgy is not clearly defined as for ex-
ample in Theater an der Wien - has un-
fortunately been limited to afew dozen
works in the last few decades. It is a pity
with regards to the richness offered by the
more than four-hundred-year-old history of
opera. And even though the opera Guilt
(1911-1915) by the Czech aesthetician and
composer Otakar Zich will never be consid-
ered a discovered treasure, the half-scenic
production of several parts at the Struc
tural Approaches to Art conference provided
avery interesting view into opera-making
and creative research at the beginning of
the 20" century. The entire first act, Mrs.
Marakovd’s song, the fugue from the 2™
act, and the closing part of the opera were
presented at the scenic concert. Zich’s Guilt
was written at the same time that Janacek
composed Jenufa, Fate and he was work-
ing on the Excursions of Mr. Broucek. This,
in itself, provides an interesting compari-
son, e.g. in the text selection of the play
to be set to music. Guilt, as well as Jenufa,
was based on a theatre play, in this case on
J. Hilbert’s play of the same name; but it
is obvious in selected parts that the com-
poser lacks the ability to interfere with the
text so as to make the dramatic shortcuts
that are so needed in opera, although in
the vocal parts he often works with the text
in a parlando style. The extracts were ac-
companied by two pianos, since even a tiny
glimpse into the score shows that the or-
chestra needed for the production of the
work would hardly fit in the orchestral pit
of the Jandc¢ek Theatre. Therefore, it is dif-
ficult to say what the real impression of

Patricie Castkova

(dramaturgyné Opery Narodniho

divadla Brno)

Svét opernich dél v divadlech, pokud
neni jejich dramaturgie skutec¢né vyhra-
néna jako napiiklad ve videriském Thea-
tre an der Wien, se v poslednich deseti-
letich bohuzel ¢asto omezuje na nékolik
malo desitek titulti. Vzhledem k bohat-
stvi, které nam skyta vice nez Ctyfsetle-
td historie opery, je to Skoda, a i kdyz
opera Vina (1911-15) ceského estetika
a skladatele Otakara Zicha asi nikdy ne-
bude povazovdna za objeveny poklad,
poloscénické uvedenti jejich ¢dsti v ramci
konference Structural Approaches to Art
poskytlo velmi zajimavy pohled do oper-
niho varu a hleddni na pocatku 20. stole-
ti. Na scénickém koncertu zaznélo celé 1.
jedndni, pisen pani Mardkové a fuga z 2.
jedndni a zavér opery. Zichova Vina vzni-
kala v dobé, kdy mél Jandcek za sebou
kompozici Jeji pastorkyné, Osudu a pra-
coval na Vyletech pdné Brouckovych. To
samo o sob¢ poskytuje zajimavé srovndni
napf. ve smyslu volby textu divadelni hry
jako vychodiska ke zhudebnéni. Stejné
jako Jeji pastorkynia je Vina zaloZiena na
divadelni hie, zde na stejnojmenné hre
J. Hilberta, ale i ve vybranych ¢dstech je
zniat, ze skladateli chybéla schopnost za-
sahnout do textu a dosici v opere tolik
potfebné dramatické zkratky, ac s tex-
tem ve zpévnich partech pracuje casto
parlandovym zptisobem. Uryvky zaznély
v upravé pro dva klaviry, nebot i letmy
pohled do partitury ukdze, Ze orchestr
potiebny k provedeni dila by se stézi
sméstnal do orchestristé Janackova diva-
dla. Proto tézko soudit jaké by bylo sku-
te¢né vyznéni opery, protoZe orchestrdl-
ni part slibuje byt tou zajimavéjsi casti.
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the opera would be since the score of the
orchestra seems to be the most interesting
part. We will not probably live to see a com-
plete production of Guilt in the theatre; but
even this short look is a praiseworthy deed
and university conferences could be the
ideal place for presenting forgotten works,
which provide an interesting testimony to
their periods of origin.

Hana Kovarikova
(Theatre Director)

Zich’s Guilt surprised me in some ways
and considerably exceeded my expecta-
tions. Based on Otakar Zich’s theoretical
works and a rough knowledge of the plot
of the opera, I had formed a misleading
idea about what I was going to hear.
Hilbert’s romantic, moving story about
secret passion, hurt feelings and intensive
reproaches that push the character of Mina
to commit suicide, was composed by Zich
with unconcerned matter-offactness and
pragmatic prudence. From one listening
(and only at the dress rehearsal at which
the conductor, performers and orchestra
just followed the score rather than focusing
on a more deeply-felt, expressive interpre-
tation) it is difficult to illustrate this with
specific examples, but the melodic lines
seemed to be deliberately stylised accord-
ing to the intonation of spoken language,
concentrating more on the themes content
(and punctuation) of dialogues, and not
on motifs and musical thoughts. Instead
of the expected melodramatic (i.e. moving
and touching) spirit of the work, I could
not help thinking about the formal affin-
ity of Modernist opera and Melodrama
when listening to this richly-structured and

Asi se dnes téZzko dockdme kompletniho
uvedeni Viny v divadle, ale alespon krdt-
ké nahlédnuti je velmi zdsluZznym cinem,
a pravé univerzitni konference by mohly
byt idedlnim mistem pro provadéni dnes
jiz zapomenutych dél, kterd jsou zajima-
vym svédectvim o dobé svého vzniku.

Hana Kovarikova
(divadelni rezisérka)

Zichova Vina mé v nékolika ohledech
prekvapila a vyrazné predcila ma ocekd-
vani. Na zdkladé teoretickych dél Otakara
Zicha a zdaroven pii zbéZném povédomi
o déji opery, utvorila jsem si predem zcela
zavadé&jici predstavu o tom, co uslySim.

Romanticky, dojimavy Hilbertav pii-
béh o utajené vasni, o zranénych citech
a intenzivnich vycitkdch, které doZenou
postavu Miny aZ k sebevrazdé, komponu-
je Zich s jakousi nezucastnénou vécnos-
ti a pragmatickou rozvahou. Z jednoho
poslechu (navic z provedeni na generdl-
ni zkousce, kde jesté dirigent, interpreti
a orchestr sledovali spiSe literu partitury
neZ prociténou vyrazovou interpretaci) je
tézké to dolozit konkrétnimi priklady, ale
melodické linky se mi zddly jako zdmérné
stylizované podle intonaci mluvené feci,
ridily se obsahovymi tématy (a interpunk-
ci) dialogu, nikoli motivy a myslenkami
hudebnimi. Misto o¢ekdvaného melodra-
matického (rozuméj pohnutého a jimavé-
ho) ducha dila, jsem se pii poslechu toho
bohaté strukturovaného a slozit¢ kom-
ponovaného hudebniho materidlu neu-
brdnila dvahdm o formadlni spiiznénosti
modernistické opery a melodramu. Na
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intricately-composed musical material. My
overall impression of musical ‘distance’ was
surely influenced by Locke’s arrangement
for two pianos, which certainly reduced the
colouring and the dynamic range of the
original arrangement. The impersonalised
concept was also reflected in the form of
a concert production interspersed with dis-
tant and lightweight spoken comments.

Whilst Zich’s theoretical papers about the-
atre and music aesthetics have always seemed
to me clearly straightforward, logically sim-
plifying and generalizing, Zich’s music had
the opposite impact on me: mathematically-
constructed, continuously-changing in spe-
cific, unrepeated details, without any overall
musical theme or leitmotif. The composer
Zich assumed the musical erudition of the
audience, his composition is demanding be-
cause it is not superficially appealing, har-
monising or rhythmically thrilling. Thus,
the relatively conservative and occasionally
popularscientific aesthetician revealed to
me the Modernist, experimental and sophis-
ticatedly playful personality of the same man
as a cComposer.

Itis also difficult to estimate the final effect
of the director’s approach from the dress re-
hearsal; but from what I saw, I must say that
the chosen tools seemed to me adequately
sensitive, and, despite a certain minimal-
ism, sufficiently revealing and just effective
enough (a sketchy mise-en-scéne, gentle chang-
es in projection etc.) not to distract attention
from this demanding dramatic music piece.
Thus, I appreciated both the dramaturgical
revelation and the professional and inspira-
tional rendition of the piece.

(written after the Dress Rehearsal on 8th June 2018)

celkovém dojmu hudebniho ,odstupu®
méla jist€ podil i Lockeho uprava pro
dva Kklaviry, kterd samozi'ejmé ubrala na
barevnosti a dynamickém rozsahu ptvod-
niho aranZzmd. Odosobnénému pojeti od-
povidala i forma koncertniho provedeni
prokladaného zcizujicimi a odlehcenymi
mluvenymi vstupy.

Zatimco teoretické Zichovy spisy o di-
vadelni a hudebni estetice mi vidy pripa-
daly piehledné primocaré, zdravé zjedno-
dusujici a zobecnujici, Zichova hudba na
mé pusobila zcela opacné: matematicky
vykonstruovand, neustdle se promeénujici
v konkrétnich neopakujicich se detailech,
bez jednoho zastfeSujictho hudebniho
tématu ¢i leitmotivu. Zich skladatel pred-
poklada divdkovu hudebni erudici, jeho
kompozice je ndro¢nd, protoZe neni prvo-
pldanové melodicky libivd, harmonizujici
¢i rytmicky strhujici. Relativné konzerva-
tivni a misty aZ populdrné naucny estetik
mi tak odhalil svou modernistickou, expe-
rimentujici a sofistikované hravou povahu
komponisty.

7 generdlni zkouSky je rovnéZ tézké
odhadnout vysledny ucinek rezijniho po-
jeti, ale z toho, co jsem vidéla, musim
rict, Zze mi zvolené prostredky pripadaly
adekvatné citlivé, pres jisty minimalismus
dostatecné sdélné a tak akordt efektni
(naznakovd mizanscéna, nenasilné pro-
mény projekce atd.), aby neodpoutdvaly
pozornost od jiz tak dost naro¢ného hu-
debné-dramatického kusu. Ocenuji tedy
jak dramaturgickou objevnost, tak profe-
siondlni a inspirativni provedeni tohoto
kusu.

(psdno na zakladé generdlni zkousky 8. 6. 2018)
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Hana Hlozkova
(Radio Dramaturg)

The encounter with Zich’s Guilt was a very
pleasant surprise for me as a listener. Even
though the plot is easy to follow (since
the opera has almost no storyline), and
the work itself is too extensive (the scenic
concert had the advantage of being short-
ened), the music and vocal parts seemed to
me so suggestive that I would like to hear
the entire opera. However, I think that the
work is intended for a patient audience -
one that is used to demanding pieces, and
for very inventive producers who could
change the drawbacks of the opera (too
many psychological parts, little action,
obsolete themes) into a more vital stage
production. Guilt is generally not known,
which is a pity, because it is undoubtedly
an interesting Modernist work which de-
serves to be performed more often.
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Hana Hlozkova
(rozhlasova dramaturgyné)

Pro mé osobné bylo setkdni se Zichovou
Vinou velmi pifjemnym posluchac¢skym
prekvapenim. IkdyZ je zdpletka takika
bezdé&jové opery snadno odhalitelnd a dilo
samotné je prili§ rozsahlé (scénicky kon-
cert mél tu vyhodu, Ze byl krdcen), hud-
ba a pévecké party mi pripadly sugestivni
natolik, Ze bych si operu rdda vyslechla
celou. Domnivdm se ale, Ze je to dilo ur-
cené pro trpélivé posluchace, zvyklé na
ndroc¢néjsi kusy, a velmi invenc¢ni inscend-
tory, ktef'if by nevyhody této opery (prilis
mnoho psychologickych parti, malo akce,
zastaralé téma) dokazali proménit v Zivot-
povédomi spi§ nevi, coZ je skoda, protoze
je bezesporu zajimavym modernistickym
dilem, které by si zaslouZilo byt vice pre-
zentovano.
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