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Predmluva

Pribéh o bajné knézné Libusi patii jiz vice nez tisic let k zaklad-
nim kamentm ,,starych povésti ¢eskych”. Béhem staleti inspiroval
k prevypravénim i k obohacovani o dalsi déjové zapletky nejen
Ceské i zahraniéni kronikare, ale motivoval téz radu uméleckych
zpracovani. Libuse se stala nejen hrdinkou v beletristickych tex-
tech rGzné Grovné v nékolika jazycich, ale pronikla jiz na konci
17. stoleti na operni jevisté. Po nékolika opernich realizacich
v italstiné v dobé baroka se znovu vynofila v prvni ¢tvrtiné 19. sto-
leti v némecké romantické opere. Poté se tématu chopili cesti
autofi a postavé Libuse vtiskli — alespon v ¢eském prostiedi — do-
dnes petrifikovanou podobu. Doznivani zajmu o libuSovsky mytus
v hudebné-dramatickych produkcich viak mizeme sledovat jesté
ve dvacatém stoleti.

Nas autorsky tym se pokusil o novy, komplexni vyzkum po-
stavy Libuse v opere 17. az 20. stoleti v nadnarodnich souvislos-
tech. Jeho vysledkem je jednak kolektivni monografie The Singing
Libuse: An Ancient Bohemian Myth on the Opera Stage (Regensburg:
ConBrio Verlagsgesellschaft, 2025), jednak antologie libret o Li-
busi (dopInéna o dal3i texty vétsinou uréené ke zhudebnénf), kte-
rou Ctenar pravé drzi v ruce. Jejim smyslem je shromazdit v§echny
dostupné texty v originalech a paralelnich modernich ¢eskych

filologickych piekladech, a ukazat tak mnohdy fascinujici promény
Libuse v rznych historickych obdobich i riznych jazycich. Presto-
Ze je libreto tradi¢né povazovano za méné hodnotné literarni dilo,
v nejednom pripadé dokazalo esteticky pasobivé tlumocit palcivé
dobové otazky, tykajici se zvlasté idealni vlady a ideélniho vladare.
Podrobny vyklad libusovské tematiky v opere, zahrnujici kulturné-
-historicky kontext, analyzy libret, hudby i dobovou recepci, najde
Ctenar ve vyse uvedené monografii. V nasledujici kapitole proto
podavame pouze stru¢ny komentar k textdm zahrnutym do nasi
antologie; mél by usnadnit orientaci v historickém kontextu a na-
bidnout interpretacni podnéty pro ¢teni.

Edice libret by nevznikla bez obétavé pomoci mnoha nasich
kolegti a pratel. Na tomto misté bychom radi podékovali prede-
vsim prekladatelim libret Ondreji Mackovi a Vlasté Reittererové
(posledné jmenované téZ za mnoZstvi cennych rad a postieh().
Peteru Markovi dékujeme za laskavé svoleni vyuzit jeho edici
Bergovych Obrazii z déjin ndroda ceského. Za peclivou korekturu
rukopisu dékujeme obéma odbornym recenzentdim, Michalu Cha-
ryparovi a Jané Perutkové.
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Michal Franek, Ladislav Futtera, Jifi Kopecky, Jana Spacilova

Povést o Libusi provazi ¢eskou kulturu jiz vice nez tisic let. V nej-
star3i pisemné zaznamenané verzi (Kristidnova legenda, pravdépo-
dobné konec 10. stoleti) vystupuje Libu3e jesté jako bezejmenna
hadacka, u které hledaji Cechové radu proti morové nékaze. Po-
radi jim zalozit hrad Prahu a ustanovit knizetem orace Premysla,
jemuz pak Cechové onu hadacku daji za manzelku.! V Kosmové
praci Chronica Boemorum (Kronika Cech, kolem roku 1120) se jiz
ona hadacka nazyva Libuse, po smrti svého otce Kroka vykonava
funkci soudkyné, je moudra a ma véstecké schopnosti. Poté, co
jednou rozsoudi spor dvou muzi o hranice jejich pozemkd, muz,
jenz pti prohral, s opovrzenim odmitne jeji soudcovskou legitimi-
tu. Urazena Libuse shromazdénému snému oznacuje, kde najde
budouciho knizete, jehoz si vezme za muZe. Poselstvo, vedené
Libusinym koném, nachazi muze jménem Premysl, ktery praveé
ofe. Po magicko-prorockych tkonech (zasazeni otky do zemé,
jeZ vypudi, atd.) Premysl s poselstvem pfichazi za Libusi. Ta pak
po svatbé prorokuje zalozeni hradu Praha.2

Pribéh, jehoz motivy maji fadu analogii vindoevropské my-
tologii, Ize chapat jako mytus o pocatcich vlady a statu, obsahoval
tak jiz od pocatku silny politicky aspekt.®> Kosmas vylicil povést
na zakladé dosud Zivého Gstniho tradovani, zaroven ji upravoval
podle antickych a biblickych literarnich vzord. O Libusi vypravél
se sympatiemi, jako kfestan v§ak nemohl brat vazné pohanska

1 Lubvikovs KY, Jaroslav (ed.). Kristidnova legenda. Zivot a umuceni

svatého Vdclava a jeho bdby svaté Ludmily = Legenda Christiani. Vita et passio
sancti Wenceslai et sancte Ludmile ave eius. Praha: VySehrad, 1978, s. 16, 18.

KOSMAS. Kronika Cechii. P¥elozili Karel Hrdina, Marie Blahova,
Magdalena Moravova. Praha: Argo, 2011, s. 34-42.

3 TRESTIK, Dugan. Myty kmene Cechii (7.-10. stoleti). Ti studie ke , Starym

povéstem eskym”. Praha: Lidové noviny, 2003, s. 99-167.

specifika déjové zapletky, zvlasté Libusiny véstby. Pribéh o Libusi
se stal jakoZto premyslovska dynasticka povést soucasti vSech
Ceskych kronik. V prabéhu nasledujicich staleti v nich Ize sledovat
mnozstvi dobovych politickych aktualizaci a postupnou proménu
pojeti Libuse od kouzelnice a véstkyné po knéznu.* Libuse zaroven
pronikla i mimo ceskou slovesnou kulturu. Zahrani¢ni kronikari ne-
byli tolik vazani ceskymi vnitropolitickymi aspekty povésti, a tak
ji obohacovali o mnohé déjové detaily, jez v ceskych kronikach
nenachazime. Tyto prvky pak pronikly do riznych zahrani¢nich,
predevsim némeckojazycnych beletristickych zpracovani ptibéhu
o Libusi, a vyrazné se také promitly do opernich libret.

P

Italska libreta o Libusi
Cesta Libuse na operni scénu se podina v devadesatych letech
17. stoleti, kdy vznikly dvé opery s timto namétem.® Prvni z nich
s priznacnym nazvem La Libussa zaznéla v prosinci 1692 ve Wol-
fenbiittelu pod patronatem korunniho prince Augusta Viléma
von Braunschweig-Wolfenblittel. Autorem libreta byl dvorni
basnik Flaminio Parisetti, hudbu napsal vévodsky ,maestro di
cappella” Clemente Monari (c. 1660—po 1728). Druhou operou
byl Primislao, primo re di Boemia s textem Giulia Cesare Corradi-
ho (c. 1645-1702) a hudbou Tomasa Albinoniho (1671-1751),
premiéra se odehrala na podzim 1697 v benatském divadle San
Cassiano. V rozmezi nékolika let se tak namét objevuje jak ve sfére

GRAUS, FrantiSek. KnéZna Libuse. Od postavy baje k narodnimu sym-
bolu, Ceskoslovensky casopis historicky 17 [67] (1969), €. 6, s. 817-844.

Podrobnéji viz SPACILOVA, Jana. Zpracovani povésti o Libugi v italské
barokni opete, Musicologica Brunensia 57 (2022), ¢. 1, s. 89-113.
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dvorské opery, tak v prostfedi komer¢niho divadla — v obou pfipa-
dech ovsem v lokalité vzdalené jak mistné, tak kulturné od zemé
pavodu premyslovské povésti.

V Ceském prostredi se Libuse objevuje kratce po roce 1700.
Nékdy mezi léty 1702-1705 pfipravil impresario Giovanni Fe-
derico Sartorio druhé zhudebnéni Parisettiho libreta La Libussa
pro své nove oteviené operni divadlo v Praze, autorem hudby byl
bolofisky skladatel Bartolomeo Bernardi (c. 1660-1732). Postava
Libuse tak symbolicky zahajuje dlouhou fadu verejné pristupnych
predstaveni italské opery v Praze. Zfejmé z reklamnich divodd
pridal impresario k opere prolog, ktery opévuje Libusinu slavu
a oslavuje Cechy jako jeji potomky a dédice.

Poslednim baroknim zpracovanim libusovské povésti je Pra-
ga nascente da Libussa, e Primislao z roku 1734. Tato opera je zaroven
jedinou, ktera vznikla primo pro prazské publikum. Impresario
Antonio Denzio (1689-po 1763), ktery byl zarovei autorem lib-
reta, se s jeji pomoci pokousel zachranit své operni podnikani,
které po deseti letech spélo ke svému definitivnimu zavéru. Z toho
dtvodu pfipojil k libretu velmi rozsahlou dedikaci viem ddlezitym
predstavitelim ¢eského kralovstvi, stejné jako zavéreénou licenzu,
ve které servilné vyjadruje mistni Slechté diky za dosavadni podpo-
ru. Ani postava mytické knézny jej vsak nezachranila pred vézenim
pro dluzniky, ve kterém se ocitl jen nékolik dni po derniére. VétSinu
jeho véfitell tvorili ¢lenové jeho péveckého ansamblu, a tak byla
pfiprava opery zjednodusena i po hudebni strance — z vétsi Casti
byla vytvorena jako pasticcio z arif, které méli sélisté jiz ve svém
repertoaru.

Z okolnosti vzniku pojednavanych libret vyplyva rozli¢né
zpracovani pribéhu, dané také odlisnymi zdroji, s nimiz jednotlivi
libretisté pracovali. Autor nejstarsiho libreta pro dvorni divadlo
ve Wolfenbiittelu Flaminio Parisetti volbu ndmétu nijak nezdi-
vodnuje, Libusi vzyva pouze jako svou primluvkyni, kterda mu ma
vyprosit prizen dedikanta. Pouze na zakladé nékolika vét cito-
vanych v latinském originalu v argomentu lze uréit za praptvod-
ni zdroj spis Alberta Krantze Wandalia, ktery byl poprvé vydan
v Koliné nad Rynem roku 1519. Pfedlohou v3ak bylo urcité néjaké
mladsi vydani (ptipadné jeho citace ¢i parafraze), nebot v tom
prvnim se Pfemysl jmenuje ,Prislaus”, zatimco pozdéji ,,Pribis-
laus”. Z toho vychazi forma jména ,Pribislao” pouzita v libretu
La Libussa, pricemz je zajimavé, Ze v dodatecné pridaném prologu

pro provedeni v Praze se jiz objevuje spravna italska varianta
»Primislao”.

Nékteré motivy libreta naznacuji, Ze za volbou tohoto po-
mérné vzdaleného tématu staly politické a dynastické davody.
Opery na stfedovéké naméty (at jiz realné doloZené nebo para-
historické) predstavovaly pro rod Velfii svého druhu manifestaci
legitimity jejich narokd na podil moci v tehdejsi Evropé. Vétev
rodu Braunschweig-Wolfenbiittel se navic tou dobou nachazela
ve velmi slozité situaci, kdy realné hrozilo vymreni po meci. Prosba
o zachovani potomstva je proto nejsilnéjsim argumentem, jimz
je Libuse opakované nucena k volbé manzela. Navzdory témto
seri6znim pohnutkam je ovsem libreto La Libussa typickou hfi¢kou
o lasce plnou prevlekl, nedorozuméni a dvorskych intrik.

Mnohem vice znak( ,politické” opery tak nese libreto Pri-
mislao, primo re di Boemia, ackoliv bychom vzhledem k jeho urceni
pro verejnou operni scénu ocekavali odlehcenéjsi zpracovani. Jeho
autor Giulio Cesare Corradi byl zkuSenym benatskym libretistou
s mimoradnym respektem k predloham, jimiz byly dle odkazd
v argomentu spisy Enea Silvia Piccolominiho a Raffaela Maffeiho
zvaného Volaterranus. Zvlasté prvni z nich — slavna Historia Bohe-
mica — se stal ddlezitym zdrojem pro traktovani pribéhu, pficemz
nékteré pasaze naznaduji, ze Corradi pracoval s jeho italskym pre-
kladem poprvé vydanym roku 1545. Je to zejména Libusina slavna
promluva k lidu, ktera je nejen doslovné uvedena v argomentu, ale
také zverSovana v Gvodni scéné hned po vytazeni opony. Dal$imi
prvky posilujicimi politické vyznéni kusu je zapojeni baletu s te-
matikou svétovlady, stejné jako utvareni charaktert hlavnich po-
stav, o némz bude jesté fe¢. Dlraz na manifestaci moci snad mohl
souviset s dedikantem libreta, jimz byl britsky vojensky inzenyr
Jacob Richards, aktualné spolupracujici s Benatéany v boji proti
Turkdm. Samotny namét je ovSem v kontextu dobové benatské
produkce Cirou exotikou, odkazujici spise nez na ceskou mytologii
na pribéhy o bajnych Amazonkach.

Nejvice prvkl premyslovské povésti nalezneme v libretu
Praga nascente, z néhoz je patrné, Ze jeho autor Antonio Denzio
byl dobre informovan z bohemikalnich pramend. Za vSechny jme-
nujme zazracnou scénu ve Stadicich s divacky vdécnymi momenty
vyraseni Pfemyslovy otky a volkd odlétajicich vzduchem. Jednot-
livé motivy pfibéhu se ov§em misi, nékteré jsou pouze naznaceny
(zarodek div¢i valky), nékteré vyrazné pozménény (zavérecné



proroctvi o budouci slavé Prahy prednasené Ctiradem). Snaha
zalibit se mistnimu publiku vedla libretistu aZ na hranici dobrého
vkusu (upozoriiujeme zejména na scénu v loZnici s trepkami, ohfi-
vadlem a no¢nikem; 11/10). Denziova douska ze zavéru argomenta
tak plsobi mnohem uvéfitelnéji nez jako pouhy konven¢ni libre-
tistv vyrok o nedostate¢nosti vlastniho konani.

Vsechna tfi pojednavana libreta nalezi do zanru dramma
per musica, ktery byl v obdobi baroka utvaren podle pomér-
né schematickych pravidel. Zakladnim hybatelem pfibéhu byla
milostna zapletka, respektive laska protagonistl (prima donna
a prim’uomo), jejimuz naplnéni brani nejriznéj3i nepfiznivé okol-
nosti — nejcastéji je to pritomnost soka v lasce, ale také rozpory
vyplyvajici z povinnosti k rodi¢tm, vlasti, davnému slibu, sudbé
bohi a podobné. V povésti o Libusi se nic takového nevyskytuje,
a proto bylo potreba dodat dalsi motivy, které by ucinily pribéh
pritazlivejsim. Autor prvniho libreta Flaminio Parisetti v argomentu
ostatné sam pfiznava, ze zapletka je zcela vymyslena. Hlavni ,,po-
vinnou" souéasti se tak stava osoba Pfemyslova protivnika v lasce,
at je to velitel Libusina vojska (Rosalbo), jeji prvni radce (Rober-
to) nebo cizi kniZze (Clodomiro). DdleZitou tlohu ve schématu
dramma per musica ma také mlad3i milenecké dvojice (seconda
donna, second’uomo), jejiz milostné peripetie tvofi protivahu se-
ridznimu boji o lasku a moc mezi protagonisty (Flerida — Fernan-
do, Valasca - Ergildo, v jistém smyslu téZ Vlasta — Gustavo).

Dobové konvence se projevuji i v posunu spoleéenského
statusu hlavnich postav. Zatimco Libuse je povySena na kréalov-
nu, Pfemysliv nizky pdvod se stava problematickym. Spoleéen-
sky nemyslitelnou mesalianci fesi kazdy ze tfi libretistl po svém.
Pro Parisettiho i Denzia je Pfemysl Slechticem skrytym v Satu
sedlaka, pouze Corradi mu pfiznava prosty puvod, zesileny pfi-
pominkou jeho ly¢enych stfevict v argomentu. Na druhou stranu,
o¢ méné je benatsky Premysl Slechtic rodem, o to pevnéjsi cha-
rakter projevuje.

Navzdory naznadenym spoleénym rysiim jsou pojednavana
barokni libreta vnitfné kontrastni, zejména co se tyée utvareni pri-
béhu i postav protagonistl. Nejblize popsanému modelu milost-
ného trojlhelniku je Parisettiho libreto, kde Pfemysl| vystupuje jako
davny Libusin milenec, vyhnany ode dvora Rosalbovymi intrikami.
Béhem opery se postupné proméni v pastyre, zahradnika, vézné, vo-
jaka, zbéha, opét pastyre a nakonec v bohy vyvoleného krale. Pravé

Premyslova nékolikanasobné zménéna identita je charakteristic-
kym rysem Parisettiho libreta. Ustfedni motiv povésti je zde oviem
znaéné deformovan. Pivodcem véstby neni Libuse, nybrz orakulum
vyvolané knézem Sagramistem; Pfemysl neptichazi ke svému pluhu
jako orac, ale nahodou k nému zabloudi v lese. Libuse je mu po ce-
lou dobu nablizku, avSak pozna jej az v zavéru opery v navaznosti
na jeho zazracné povolani. Svym charakterem se vymyka obrazu
moudré vladkyné, je silné femininni, zmitana emocemi, zmatena
rozporem mezi intuici a rozumem. Rosalbo jako velitel kralovninych
vojsk je k podmanéni Libuse odhodlan pouZit dokonce i vojenské
sily; jeho ujistovani o lasce v zavéru opery vyzniva naprazdno.

U Corradiho je milostny trojahelnik Libuse, jejiho radce Ro-
berta a bohy povolaného Pfemysla obohacen o postavu uherské
Slechti¢ny, ktera vystupuje v prevleku jako Pfemyslova schovanka
Ersilla. LibuSe je zde staticka, opravdova ikona vladkyné nada-
né nadpfirozenou moci. Pfemysl je ve shodé s povésti pouhym
venkovanem, jenz teprve v pribéhu opery naléza svou vlastni pa-
novnickou distojnost. Roberto je istokrevny padouch, ktery se
ve své touze po vladeé nestiti ani atentatu. Ersilla se oproti Libusi
jevi velmi zZivotné, plasticky, jeji vztah k nékdejsimu svidci Ro-
bertovi prodéla pozoruhodnou transformaci od nenavisti pres
vahani mezi laskou a touhou po pomsté az k vykupitelskému za-
véru. Navzdory témto milostnym motiviim zGstava oviem hlavnim
motivem libreta vladarska moc, at jiz zjevna v pripadé Libuse, &i
skryta u Premysla, ktery k ni teprve musi dospét skrze radu zkou-
Sek a vlastnich pochybnosti.

Denzio pfi utvareni svého libreta zietelné vychazi z Corra-
diho, coz je patrné z hlavni osy pfibéhu i nékolika dil¢ich detaild
(napt. Pfemyslovo uvedeni na scénu se zpévem slavika ¢i jeho
pochybovaéna reakce na povolani k vlad&). Snaha o za¢lenéni co
nejvice prvka premyslovské povésti oviem vede k nékterym nece-
kanym déjovym zvratim. Logice déje nepfispiva ani nutnost pfi-
zpUsobit se pfanim zpévakd — nejmarkantné;ji se to projevi ve tre-
tim aktu, kdy se Pfemysl po svém prvnim opravdovém statnickém
aktu prekvapivé obraci k Libusi s vyznanim lasky, coz plsobi jako
nasilna spojka k arii vyZadované sélistkou (pfipomefime, Ze je to
slavna Vivaldiho La cervetta timidetta).

Oproti své benatské predloze Denzio zavadi nové postavy:
¢estného rytite Ctirada (tuto roli ztvarnil impresario osobné), dvor-
ni damu Sarku a Pfemyslovu sluzku Déviru. Ta pIni namisto Ersilly
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Glohu Premyslovy konverzaéni partnerky pfi jeho uvedeni na scénu,
béhem néhoz zazni dokonce i nékolik vét v ¢estiné. Postava bojovné
Vlasty ziskava na dulezitosti, nebot se jako stinova vladkyné stava
hlavni osobou protistatniho spiknuti. To je oviem diky osobam
cizich knizat Clodomira a Gustava vedeno ze zahranici, nebot, jak
spravné podotkl jiz Vladimir Helfert, predvadét v Praze vzpouru
proti pravoplatnému vladafri by bylo nevkusné.¢

Vyraznou proménu prodéla i hlavni panovnicka dvojice.
Denziova Libuse ani v nejmensim nepfipomina Corradiho sebe-
jistou vladkyni, naopak se zda byt vladnutim unavena, kdyz se
nechava v dudleZitych statnickych zalezitostech zastupovat Vlas-
tou. Pochybné jsou i Libusiny véstecké schopnosti, jeji proroc-
tvi pfipomina spiSe barokni scénu Silenstvi. Také Premysl se pfilis
nepodoba onomu Corradiho prostému venkovanovi nadaném
skrytymi vladarskymi schopnostmi. Diraz je spiSe kladen na jeho
charakter nézného pastoralniho milovnika, i kdyz dvorsky stylizo-
vaného. Jeho pasivni stézovani na kruty osud jde ruku v ruce s jeho
charakteristikou u¢eného pana, ktera se také v drivéjsich libretech
neobjevuje, a tedy byla ohlasem domacich kronik (Pfemysl coby
,premyslivy™).

Zavérem je treba upozornit na komické prvky, objevujici se
zejména v Denziové libretu. Pfedobrazem sluhy Lesbina je Corra-
diho Breno, jehoz charakter ziskuchtivého $ejdire vychazi z tradice
benatskych komickych postav. V prazském libretu oviem Gloha
této role znac¢né nardsta, ocividné pod vlivem mistni hanswurs-
tovské tradice. Lesbino se stava jakymsi privodcem celym déjem,
karikujicim zejména vrcholné panovnické akty (Libusina promluva
k lidu, Pfemyslovo rozvaZovani nad nastévajici korunovaci). Nad
tim, Ze jako hudebnik ma piedstavovat hluchého a némého, se
nikdo nepozastavuje; nakonec je on sam tim jedinym, kdo vyvazne
po prozrazeni spiknuti bez trestu.

Barokni libreta o Libusi predstavuji premyslovsky mytus pouze
okrajové, tvofi v nich jen jakysi cizorody ramec dobové oblibené
milostné zapletce. Jednotlivé elementy jsou sice pFitomny, avsak
v rozli¢né mife a v rozmanitych transformacich. Podobné promé-
ny prodélava i sama postava Libuse, od vasnivé milujici zeny pres
chladnou, statickou panovnici az k pragmatické vladkyni dobre
si védomé své Zenské slabosti i vyhod manzelského stavu. Nic-
méné, navzdory své ¢asové i kulturni vzdalenosti od naslednych

HELFERT, Vladimir. Barokni zpracovani povésti o Libusi a Pfemyslovi.
In: SESTAK, Antonin — DOKOUPIL, Antonin (eds.). Shornik praci
vénovany pamdtce profesora dra P. M. Haskovce. Brno: Krouzek brnénskych
romanistd pfi Jednoté Ceskych filologt, 1936, s. 155-180, zde s. 167.

zpracovani povésti v némecké romantické libretistice mohou
byt pojednavana barokni libreta vnimana v Sir§im kontextu jako
jakasi lihen motivQ, které byly naplno rozvinuty v dobé po na-
poleonskych valkach.

P

Némecka libreta o Libusi

Po roce 1734, kdy byla v Praze uvedena Denziova Praga nascente da
Libussa e Primislao, postava Libuse z opernich produkci na pfibliz-
né osmdesat let mizi. Znovu se objevuje az ve druhém desetileti
19. stoleti v némeckojazycné opere. V rozmezi pouhych nékolika
let vznikla tfi libreta, z nichz dvé byla zhudebnéna. Jak dale uvidi-
me, doba jejich zverejnéni se od doby vzniku ponékud lisi.”

Autorem prvni opery Libussa, Béhmens erste Koniginn (Libuse,
prvni kralovna Cech) byl Heinrich Eduard Josef, svobodny péan
von Lannoy (1787-1853). Dnes jiZ zapomenuty hudebni sklada-
tel, autor a prekladatel libret plsobil ve Vidni jako organizator
zdejsiho hudebniho Zivota. V pracovni verzi partitury i v divadelni
ceduli k premiére v brnénské Reduté, ktera se konala 8. Gnora
1819, je jako libretista uveden jinak neznamy Cesarini. V Cistopisu
partitury vsak jméno chybi, je tedy pravdépodobné, Ze slo o malou
mystifikaci, kterou motivovala zaliba obecenstva v italské opere.
Premiéra, poradana jako benefice zpévaka Josepha Augusta Roc-
kela, neméla zadny vétsi ohlas a opera ziejmé jiz nikdy nebyla
znovu provedena. O nékolik let pozdéji, 4. prosince 1822, doslo
ve videfiském Karnthnerthortheater (Divadle U Korutanské bra-
ny) k premiére dalsi opery s libuSovskym namétem. Autor textu
Libussa Joseph Karl Bernard (1781-1850) pochazel jako jediny
z libretist( z Cech. Ukazky ze svého dila anonymné otiskl jiZ roku
1812 v ¢asopise Thalia, po del$i dobé a uritych peripetiich (mezi
mozZnymi zajemci figuroval Ludwig van Beethoven) text nakonec
zhudebnil Conradin Kreutzer (1780-1849). Pro skladatele 3lo
o prvni velky dspéch — jeho opera se hrala na mnoha némeckych
scénach (mj. roku 1823 v Praze), dokonce i v Déansku. Posledni
libreto predstavuje Libussa, Herzogin von Béhmen (Libu3e, vévod-
kyné ¢eskd) drazdanského lékare Johanna Ludwiga Choulanta
(1791-1861). Autor svj rukopis zaslal roku 1818 Carlu Marii
von Weberovi, skladatele viak neoslovil a po ¢ase mu jej vratil.
Libreto proto Choulant vydal anonymné roku 1823, zhudebnéni

Podrobnéji viz FRANEK, Michal - FUTTERA, Ladislav. Postava knéZny
Libuse v némeckych a Ceskych opernich libretech 19. stoleti. Hudebni
véda 58 (2021), ¢. 4. Online: HV_04_21_web.indd (hudebniveda.cz).


https://hudebniveda.cz/2021/04/article-2cs.pdf

se vsak ani poté nedockalo a jeho autor se nadale vénoval pouze
lékarské kariére.

Pribéhy o Libusi patfily v této dobé v némeckojazycném
prostfedi k oblibenym a hojné variovanym namétim v proéze,
na divadle i v poezii. Velmi silné pusobil zejména prozaicky text
Libussa od vymarského osvicenského spisovatele Johanna Karla
Augusta Musaa, jenz byl zafazen do tretiho svazku jeho souboru
Volksmdrchen der Deutschen (Lidové pohadky Némcti, 1784). Autor
ve svém zpracovani vychazel predevsim z Chronicon Bohemorum
(Kronika ¢eska) Giovanniho di Marignolli, kronikare Karla IV.
(1. polovina 14. stolet{). Na jedné strané respektoval Zanrova
pravidla pohadky (véetné kouzelnych predmétii jako granatové
jablko), na druhé pfibéh vypravél s mnoZstvim hravé ironickych
narazek, prozrazujicich jeho osvicenské smysleni. Musadv vliv se
v rzné mite projevil ve viech trech sledovanych libretech.

Libuse v pojeti Eduarda von Lannoye ztélesiuje ideal ne-
stranné vladkyné, jez cti rovnost lidi pred bohy a pred zakonem
bez ohledu na jejich pdvod. VelmozZe Svatopluka proto - k po-
horseni pfitomnych pand — za dmysiné zniceni Grody jeho nevol-
nikd odsoudi k penézité skodé, Ladislava za loupeznou vrazdu
dokonce k trestu smrti. Libreto zde reflektuje napéti mezi tradicni
spoleénosti zalozenou na poddanstvi a moderni spole¢nosti ob-
¢and s rovnymi pravy, k niz sméroval Vseobecny obéansky zakonik
z roku 1811. V osobni roviné Libuse proziva rozpor mezi vladar-
skymi povinnostmi a laskou k Premyslovi. Dramaticky vyhroceny
konflikt mezi Libusi a vzpurnymi velmozi-napadniky je v posled-
ni chvili vyfesen nadpfirozenym zasahem boht na pfimluvu jeji
matky vily ukryté v dubu (tento motiv pfevzal Lannoy z Muséovy
pohadky).

Od Musdova pojeti se Lannoy nejvice odchylil u postavy
Premysla. U Lannoye pfichazi Pfemysl jako rytif ze Saska, cesSti
velmozi jej proto jakozto cizince odmitaji. Jiz Jan Trojan poukazal
na podobnost s dramatem Zachariase Wernera Wanda, Konigin der
Sarmaten (Vanda, Kralovna Sarmatti) z roku 1808, jeZ se odehrava
v Polsku a v roli Vandina napadnika zde vystupuje — rovnéz coby
cizinec — ryti¥ Ridiger Rujansky.® Premysl jako z ciziny prichaze-
jici outsider mohl pfirozené vzbuzovat sympatie publika, jeho
narodnost se vSak neslucovala s funkci zakladatele premyslovské
dynastie, a dostala se tak do kolize s kli¢covym prvkem libusov-
ského mytu.

8 TROJAN, Jan. Libuse poprvé na operni scéné 19. stoleti. Hudebni véda
45 (2007), €. 1, s. 35-50, zde s. 47.

Vedle Premysla hraje dllezitou roli dvojice napadnikd, které
Libude odmita — tvofi zde tradi¢ni protipdl Istivosti (Sventibald)
a sily (Vladomir). Pfemysliiv sluha Ulfo je postavou podobné-
ho raZeni jako Lesbino v Denziové opere, jeho vystupy paroduji
predvadény déj: zatimco o Libusi se uchazeji dva napadnici, kteri
na Premysla nevrazi coby cizince, o Ulfa se naoko pretahuje dvo-
jice napadnic, Libusinych druzek. Snad na Lannoye pusobil vzor
Schickanederova a Mozartova Papagena, Ulfo vSak zabiha k hru-
bosti. Pokud vezmeme v potaz, Ze cenzura mnohem citlivéji reago-
vala na moralistni prohfesky nez na politické narazky, pochopime
nékteré Lannoyovy — autocenzurni — skrty v rukopise libreta.

Zatimco Eduard von Lannoy zachazel s kli¢covymi prvky ces-
ké povésti o Libusi velmi volné (zvlasté pokud jde o postavu Pre-
mysla), Joseph Karl Bernard je respektoval v mnohem vétsi mite,
snad i proto, Ze sdm pochézel z Cech. Také on se vyrazné inspiroval
Musaovou pohadkou — motiv kouzelného granatového jablka je
zde transformovan ve Sperk, , fissky klenot”, ktery Libuge svéfi svym
dvéma napadnikdim, Domoslavovi a Turskovi. Rovnéz Premysl je
stejné jako u Musaa syn otce vyhnaného zlym sousedem.

S baroknimi operami o Libusi spojuje Bernardtv text (patr-
né neuvédoméle) motiv zachrany Libuse Pfemyslem béhem tvodni
lovecké scény, zvlasté vsak motiv , kukleni”: Pfemysl nezna svou
skute¢nou identitu — vystupuje pod jménem Vladislav jako syn
Botaka, teprve v zavérecném rozuzleni se dozvi, Ze jeho pravé
jméno je Premysl a jeho otcem vladyka Sima. Libuge se pred nim
vydava za Dobru, élenku své druziny a Simovu dceru, aby provéfila
opravdovost jeho lasky, a Dobru mu naopak predstavi jako panov-
nici Libusi. K dovrseni zmatku se Dobra, jez se vydava za Libusi,
do Vladislava/Premysla zamiluje, aniz by tusila, Ze je jeho sestrou.
V prvni, ¢asopisecké verzi otisténé v Thalii se Dobra jmenovala
Vlasta a motiv div¢i valky zde mél hrat evidentné vétsi Glohu.
Ve finalni verzi jej vsak libretista vyrazné potladil.

Ve srovnani s Lannoyem, uvadéjicim na scénu vilu v kouzel-
ném dubu, jejimz zasahem je Pfemysl vysvobozen ze zajeti, zaujme
v Bernardové libretu vyrazna redukce nadpfirozena. V opere se sice
predvadi scéna obéti bohdim, ktera je ma pohnout k tomu, aby ur¢ili
budouciho knizete. Vysledek jejich Gradku, ktery Libuse tlumodi,
Ze vévodou se ma stat ten, v jehoZ rukou se nachazi jablko, je ale
prostym zopakovanim tkolu, ktery Domoslav a Tursko dostali jiz
drive, dokonce jesté pred zacatkem predvadéného déje. Sima pak

X1



XIv

toto jednani oznaduje za spoléhanina ,nahodu”. Neznamena to, Ze
by Bernard primo pfitakaval osvicenskym racionalistm, ktefi sdileli
skepsi vaci Libuginé vésteckému nadani, formulovanou jiz v Kos-
mové Kronice Cechii, a predvadéli ji jako podvodnici, predstirajici
véstecké vytrzeni. Bernardova Libuse pevné véri tomu, Ze jablko se
dostalo do Vladislavovych/Premyslovych rukou dilem boht, stejné
tak vsak nechava otevrenou i racionalistickou interpretaci tohoto
déjového vyvoje jako nahody. Bernard vypravi pribéh romanticky,
ne vsak romanticky fantasticky, ale pravdé-podobny.

Johann Ludwig Choulant je ve svém libretu nejvice ze vsech
tfi libret zavisly na Musdové pohadce. Z ni prevzal nejen jména
Libusinych napadnikd Vladomira a Mizislava, ale i postavu Libu-
Siny zIé sestry Therby, o niz je fec na zacatku, i dalsi déjové motivy
(vojenské tazenf proti Luzickym Srbiim a darované jablko). Autor
jako zacatecnik na poli opernich libret nedokazal udrzet jednotli-
vé déjové prvky pohromadé, jako se to podafilo Bernardovi. Ther-
ba se tak v dé&ji viibec neobjevi, motiv vzpoury Libusinych napad-
nikd nakonec vyzni do ztracena. Libreto naproti tomu obsahuje
nékteré zdafilé poetické pasaze, napt. v Mizislavové arii (1/4).

Ve srovnani s Bernardovym libretem Choulant vice respek-
tuje mytické, resp. nadpfirozené prvky povésti. Dilezitou roli zde
hraji véstby a véstecké sny — praveé sen privadi Pfemysla na zacatku
za Libusi. Zasadnim prvkem je pak Pfemyslova véstba, pfi niz pro-
rokuje budoucnost ¢eské vlasti — poté, co jeho rod vymre, zemé
se spoji az do konce vékl s habsburskym trinem. Politicky roz-
mér Pfemyslovy véstby je zde podtrzen motivem lidové vzpoury
vidi pravoplatné panovnici (kterou oviem podnécuje z osobnich
divodi Vladomir a Mizislav). Obé strany projevi ochotu ke kom-
promisu — LibusSe projevi ochotu vdat se, lid zase pfijme panov-
nika, i kdyz nepochazi z kruhu velmozi. Hrozba revoluce je tak
zazehnana. Libreto tak odrazi naladéni méstanstva po Videnském
kongresu roku 1815, jenz mél po napoleonskych valkach konecné
prinést mir a stabilitu.

Autor libreta v textu zjevné zarodil své zkusenosti divaka
kouzelnych her a oper. Ve scénickych poznamkach pocital s boha-
tou divadelni masinérii a zanechal v nich také podrobné pokyny
budoucimu skladateli, jak ma vypadat hudba. Dobovym ¢tenarim
tyto poznamky mohly umocnit dojem z textu a povzbudit jejich
fantazii, na potencialniho skladatele by vsak podrobny navod
patrné pusobil ponékud nadbyte¢né.

Vsechna tii némeckojazyéna libreta dobie odrazeji atmosféru bé-
hem napoleonskych valek a po jejich skonceni. Jejich motivika jes-
té Casto pripomina tradi¢ni zapletky italskych libret se zaménami
identit protagonistd. VSichni autofi tematizuji Libusin konflikt
mezi laskou a povinnosti, vladnutim a soukromym Zivotem. Za-
roven sem vsak jiz vyrazné vstupuji aktualni otazky politického
usporadani spolecnosti a role panovnika, resp. panovnice v ném.
Idealu panovnice, ktera cti zakony a jedna podle nich spravedlivé
bez ohledu na socialni pdvod svych poddanych, se nejvice priblizil
Eduard von Lannoy. Naproti tomu Bernard vice zdlraznil tradici
osvicenského paternalismu s dirazem na hodnotové vzorce bie-
dermeieru. Choulant pak explicitné vyzdvihl klicovou roli Habs-
burkt v ¢eskych zemich, a potazmo i ve stfedni Evropé.

P

Ceska libreta o Libusi
Zatimco vsechna tfi némeckojazycna libreta o Libusi vznikla
v rozmezi jedné dekady (1812-1822), vznik tfi, resp. ¢tyf es-
kych libusovskych libret se pohybuje v rozpéti témér sta let.
Chronologicky prvni je libreto Josefa Krasoslava Chmelenského
(1800-1839) Libusin sriatek; hotovo bylo dle autorova svédectvi
roku 1828, knizné je autor vydal roku 1832. Zhudebnéni se chopil
FrantiSek Skroup, v ramci svého benefi¢niho predstaveni ve Sta-
vovském divadle 6. listopadu 1835 z opery provedl treti déjstvi,
premiéru celého dila v§ak odloZil na pozdé;jsi dobu. Libusin sriatek
Skroup prepracoval az na konci ¢tyficatych let, premiéru méla
opera 11. dubna 1850 (v obou pfipadech koreluje Skroupova
prace na opere s o¢ekavanou korunovaci nového panovnika, nelze
proto vylouit skladatelovu motivaci napsat korunovaéni operu).
Také v pripadé dalSiho libreta uplynula pomérné dlouha doba
od vzniku po realizaci. Josef Wenzig (1807-1876) vytvofil své né-
mecky psané libreto Libusa’s Urtheilsspruch und Vermdhlung (Libugin
soud a siatek) roku 1866, Bedfich Smetana je v ¢eském prekladu
Ervina Spindlera dokondil roku 1872; na svou premiéru muselo
dilo pod nazvem Libuse ¢ekat az do otevieni Narodniho divadla
roku 1881, po jeho vyhorteni pak dalsi dva roky. Do tretice vytvori-
la Ema Destinnova (1878-1930) rukopis svého nepublikovaného
a nezhudebnéného libreta Knézna Libuse v letech 1910-1913, jeji



libreto dramatické scény Nastoleni Libusino ve zhudebnéni Rudolfa
Zamrzly (1869-1930) pak mélo premiéru v Praze pod Vysehrad-
skou skalou v ramci mezisletovych sokolskych slavnosti roku 1923.
Vidime zde tedy pomérné dlouhou dobu mezi napsanim libreta
a jevistnim uvedenim opery — v pripadé Chmelenského Libusina
stiatku je to vice neZ dvacet let (cca 1828-1850), u Wenzigovy Li-
buse patnact let (1866—1881) a v pfipadé Knézny Libuse, resp. jeho
prepracovani do scény Nastoleni Libusino Emy Destinnové trinact
let (1910-1923).

Pro autory némeckého jazyka predstavovala postava Li-
buse a jeji osudy lakavé téma, nabizejici rizné moznosti pristupu
od osvicensky ironického az po romanticky exaltovany. Zaroven
jim nabizelo prilezitost nové uchopit prostrednictvim libusovské-
ho mytu otazku muzské a zenské vlady c¢i konec mytického ,zla-
tého véku"“. Vztah rodici se novodobé éeské spole¢nosti k Libusi
vsak byl podstatné odlisny — chapala ho predevsim jako vypravéni
o polatcich Ceské statnosti. Cedti autofi proto nemohli zachazet
s libuSovskymi motivy libovolné tak jako literati mimo ceské zemé
(dodejme, ze i Némci z Cech a Moravy vii&i Libusi zachovavali vét-
Si Uctu, jak o tom svédcinapr. almanach Libussa, vydavany v letech
1842-1860). Vedle stfedovékych pramend ovlivnil éeské pojeti
Libude nové ,nalezeny” Libusin soud (teprve od roku 1859 zacal
byt nazyvéan podle mista nalezu Rukopis zelenohorsky), prestoze jej
Josef Dobrovsky okamzité prohlasil za padélek. Na rozdil od Ces-
kych kronik, jez si mnohdy neodpustily lascivni narazky na Li-
businu Gdajnou necudnost, zde knézna vystupuje jako distojna
reprezentantka svého kmene. Majetkovy spor dvou sousedu se
zde promeénil ve pfi o dédictvi po otci mezi dvéma bratry, jez mélo
dokazat nezavislost starého ceského prava na pravu némeckém.
Rukopis zelenohorsky — jeho déjova zapletka i pojeti Libuse — v raz-
né mite ovlivnil vSechna Ceska libreta o Libusi.

Cesti libretisté stali pred problémem, jak zachovat vérnost
kronikarskym podanim pribéhu, kde Pfemysl vystoupi az poté, co jej
Libuse povola na trin, a zaroven respektovat zakonitosti vystavby
dramatu, kde by se protagonisté méli objevit jiz v prvnim jednani.
ItalSti a némecti libretisté, kteri se necitili kronikarskymi predlohami
vazani, problém vétsinou vytesili tak, Ze Pfemysl nezna (pfipadné
skryva) svou pravou identitu, jeZ je odhalena teprve v zavéru. To
zde viak neprichazelo v tvahu, Chmelensky proto Pfemysla umistil
aZ do tretiho aktu. Déjova zapletka je v prvnich dvou jednanich

nesena sporem dvou rolnikd, Rozhoné a Milovce, o meze jejich poli,
a zarovei soupefenim mezi vladyky (zvlasté Zarlivym Domaslavem)
o Libusinu ruku. Tyto motivy prejal autor z Hajkovy kroniky, do-
plnil je dalsimi postavami a dimysIné skloubil do jednoho celku.
V libretu tak nechybfi zapletky typické pro starsi operni zpracovani
(lovecka scéna, spiknuti proti Libusi), jeZ jsou viak nové uchopeny:
Libusi zachrani pred vrazednym tGtokem vladyka Bojorad, ktery se ji
predtim dvoril. Bojorad vsak kdysi miloval Mladu, ¢lenku Libusiny
druziny, jiz po letech znovu poznava a k niz se zase kajicné vraci.
Libusinu siatku s Pfemyslem tak nestoji nic v cesté.

KnézZnu Libusi Chmelensky pojal jako moudrou soudkyni
a vladkyni, pecujici s materskou laskou o svdj lid. Jista mira sa-
kralizace vyplyva jak z jejiho vladarského Gradu, tak z panenské
cudnosti, s niz odmita nabidky k shatku. Vedle materské laska-
vosti, s jakou se chova k Mladé, vsak dokaze projevit také odva-
hu a rozhodnost (na dorazZejiciho Rozhoné se neohrozené vrha
jako sebevédoma Amazonka). Ve tfetim déjstvi vak u ni dochazi
k prekvapivé proméné — z vladkyné se postupné stava nevésta,
s radostnym rozechvénim ocekavajici svého zZenicha Premysla. Jeji
laska k nému sice s vladarskymi povinnostmi ponékud koliduje,
je véak na hony vzdalena dramaticky nosnému svaru mezi laskou
a povinnosti. Libuse se rada smifuje se svym novym stavem a tési
se na néj, nebot pochopila, Ze laska je vic nez moc.

Premysl po svém pozdnim vstupu do déje svymi iny, zvlasté
divacky atraktivnimi magickymi ikony (zasazeni otky do zemé, zmi-
zeni voli ve skale), dominuje celé posledni tietiné opery. V zavéru
v8ak dochazi k jistému paradoxu. PfestoZe je ve finalni scéné (111/8)
divak pripraven sledovat predani moci z rukou Zeny do rukou muze,
P¥emyslav prvni &in v roli vladafe nesvédéi o tom, Ze by holubi-
ci vysttidal jestrab, jak Libuse Cech@im na konci druhého jednani
prorokuje (11/7). Poté, co se na Pfemysla obrati kajicny Domaslav
(odsouzeny predtim Libui do vyhnanstvf), totiZ pfekvapeny Pre-
mysl o jeho osudu nerozhodne sam, ale odvede jej k Libusi, aby jej
omilostnila.

Ostatni muzské postavy jsou spise ploché. Bojorad jako by
primo presel z baroknich libret, ve kterych ¢asto nesmél chybét
byvaly milenec zhrzené Zeny (k naemu tématu se v tomto ohle-
du pfimo vaze ke dvojici Bojorad — Mlada par Roberto — Ersilla
z Corradiho Primislaa).
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Exkurs: LibuSe mimo operni scénu

Drive nez prejdeme k Wenzigovu libretu, je tieba se alespoii stru¢-
né zminit o tfech dilech, jez dokumentuji posuny ve vnimani po-
stavy Libuse v padesatych a Sedesatych letech 19. stoleti. Prvnim
z nich je text Josefa Bayera (1827-1910) Libusa’s Prophezeihung
(Libusino proroctvi), zhudebnény jako kant4ta Augustem Wilhel-
mem Ambrosem (1816-1876). Oba autofi patfili do okruhu mla-
dych prazskych hudebnich nad3encd, tzv. Davidovcl. Kantata
méla premiéru 7. dubna 1850 na dobrodinném koncertu v Pra-
ze na Zofinég, tedy jen ¢tyfi dny pred premiérou Chmelenského
a Skroupova Libusina sriatku. Zatimco opera odraZi poklidnou
atmosféru biedermeieru dvacatych a tficatych let, kantata jiz re-
flektuje revolu¢ni rok 1848. Text je narodnostné neutralni, Cechy
ani Némce nezminuje — v duchu osvicenskych ideald humanity
klade diraz na liberalni obéanskou svobodu, jez je v protikladu
k negativné vnimané revoluci. Toto vyznéni je v pIném souladu
s politickym presvédcenim Ambrose, ktery patfil k liberalnimu
kfidlu obhajct narodni tolerance v ramci konstitu¢ni monarchie.
Kantata je zaroven priznacné poslednim zhudebnénim libusovské
tematiky na némecky text — Wenzigovo némecky psané libreto jiz
muselo byt komponovano na cesky preklad.

Posun k pfivlastnéni Libuse ¢eskym vlasteneckym diskurzem
se naplno projevil v Sedesatych letech. Svéd¢i o tom jedna z umé-
leckého hlediska okrajova udalost, jez vSak vymluvné ilustruje
dobovou atmosféru. V nedéli dne 28. kvétna 1865 méla v jihoces-
kém Tabote v ramci dobrocinné akademie studentt mistniho gym-
nazia premiéru Libusina véstba. Jeji text napsal profesor taborského
gymnazia FrantiSek Patocka, hudbu slozil mistni varhanik a skla-
datel Alberto (Vojtéch) Rastrelli (1830-1884). Tiskem skladba
vydana nebyla; partitura je pravdépodobné ztracena. Patocklv
text neprozrazuje velky basnicky talent, zato vsak Skoleného filo-
loga. Basen volbou metra i motivicky navazuje na Rukopis zeleno-
horsky. V prvni strofé svého proroctvi vésti slavu Prahy, ve druhé
vyzdvihuje Karla V., spojeného se zaloZenim univerzity, ve treti
pak oslavuje samotny Tabor a jeho skolstvi. Spojeni Libusiny véstby
s Karlem IV. a zvla3té s Taborem, symbolem husitstvi (mésto bylo
zaloZeno roku 1420 husity), zjevné vychazi z Pato¢kovy snahy
o zdiraznéni vzdélani i oslavy mésta, kde pedagogicky pusobil,
zaroven vsak text priblizuje do tésné ideové i motivické blizkosti
Wenzigova libreta, které vzniklo pouhy rok poté.

Do tretice se postava Libuse uplatnila téz pfi velkolepé
slavnosti polozeni zakladniho kamene k Narodnimu divadlu
16. kvétna 1868. Vecer se v prazském Novoméstském divadle
konalo slavnostni predstaveni Smetanovy opery Dalibor. Pied
vlastnim provedenim na Uvod zaznéla Smetanova nové slozena
Slavnostni predehra C dur, jez uvedla dramatickou scénu zakonce-
nou zivym obrazem, kterou slozil zaslouzily dramatik a spisovatel
Josef Jifi Kolar (1812-1896). V Gvodu vystoupi z Vy3ehradské
skaly Miaza dramatického uméni, jeZz s radosti vita stavbu Na-
rodniho divadla a poté ze skaly vyvola Libusi. Ta nejprve opévuje
zlaty vék Rekd, k némuz p¥irovnava Cechy za doby, v niz Zila. Pak
prorokuje budouci slavu Narodnimu divadlu a ¢eskému narodu.
Nakonec Libuse vyvola zjeveni praotce Cecha, ten pak pozehni
divadlu, Praze i éeskému narodu. Kolarova ,slavnostni pfedehra”,
jak ji autor sam nazval, predstavuje koncentrat ceské vlastenecké
ideologie 19. stoleti. Cechové jsou zde vyli¢eni jako mirumilovni
a mizi¢ti obyvatelé, ktefi se zcela vyrovnali starym Rekdm. Diiraz
je kladen také na pravo, jimz se upeviiuje slava vlasti.

Na rozdil od viech ostatnich text( zarazenych do této antologie
predstavuje Wenzigova Libuse v piekladu Ervina Spindlera obec-
né znamé dilo. Jeho specifika vyniknou ve srovnani s drivéjsimi
zpracovanimi Libuse na operni scéné. Také Wenzig musel vyresit
dilema mezi vérnosti kronikarskym podanim a pozadavky moder-
niho dramatu. Stejné jako Chmelensky umistil postavu Premysla
az do druhé poloviny opery (proména ve druhém jednanf) a vlast-
ni dramatickou zapletku presunul na vedlejsi postavy. Na rozdil
od Chmelenského, ktery vychazel predevsim z Hajkovy kroniky a Ru-
kopisem zelenohorskym se inspiroval spiSe v jednotlivych detailech,
zvolil Wenzig za svij hlavni pramen pravé tento domnéle nejstarsi
pisemny zaznam o Libusi, jehoz prestiz v Ceskych vlasteneckych
kruzich od doby ,,nalezu” mezitim vyrazné vzrostla. Zapletka spo-
&ivajici ve sporu dvou bratrGi Chrudo3e a Stahlava o dédictvi viak
nebyla dostate¢né dramaticky nosna, predevsim ale neodpovidala
predstavam o slovanské mirnosti a Stédrosti (ziskuchtivost byla pfi-
pisovana spiSe Germantim). Wenzig proto pouZil osvédéeny motiv
milostného trojuhelniku. Milostna zapletka mezi Krasavou, pred-
stirajici lasku k Stahlavovi, aby vzbudila Zarlivost Chrudo3e, mohla
soudobym divakim pripominat zapletky francouzskych mravoli¢-
nych komedii (comédie de maeurs), jez byly u Ceského obecenstva



divacky velmi oblibené, vzbuzovaly vsak svou ,nemravnosti” &as-
to kontroverze mezi literarnimi kritiky. Tim, Ze Wenzig milostnou
véasen presunul na Krasavu, Chrudose a Stahlava (podobné jako
Chmelensky u dvojice Bojordd — Mlada), viak zarovei umoznil
oprostit od ni Gstfedni dvojici, Libusi a Pfemysla, a zdtraznil tak
Cistotu jejich ,statnického shatku”.

Potlaceni milostné zapletky u LibuSe skute¢né napomohlo
jeji sakralizaci. Ve Wenzigové pojeti vystupuje jako distojna re-
prezentantka naroda a dava jen velmi omezené prichod svym ci-
tlm. Libuse nesvadi vnitini boj mezi laskou a povinnosti; poté, co
preda moc Pfemyslovi, se u ného pokorné primlouva za Chrudose
(v libretu Chmelenského je tomu naopak, Pfemysl se pfimlouva
u Libuse za zradného Domaslava). Své zaniceni si Libu3e 3etfi az
na vrcholnou scénu proroctvi, a zdGrazhuje tak nepfimo povznese-
nost nad ,,obycejnymi” lidskymi city. Veskera jeji snaha je upfena
k narodu, jehoz blaho klade na prvni misto.

Dramaticky problematickou postavu predstavuje Premysl.
Ve druhém déjstvi pasivné sni o Libusi a pouze jeho deklarova-
né odhodlani branit Libusi i vlast pred imaginarnimi neprateli
a posléze pred realnym Chrudosem jej zachranuje pred smésnosti.
Ve tretim jednani se ddstojné ujima moci, avsak pozornost viech
se zahy upina na Libusino proroctvi a Pfemysl se stava soudasti
napjaté poslouchajici stafaze.

Tyto dramatické nedostatky se vsak jevi pouze v pfipadé, ze
nevnimame Libusi prizmatem slavnostniho tableau, o které Wenzi-
govi a Smetanovi $lo predevsim. Pokud Wenzig usiloval o nasto-
leni vize idealniho narodniho spoledenstvi, ve kterém neni mista
pro vylozené zly element, ve srovnani s librety o Libusi z 19. sto-
leti nalezl vyborné feseni. Kolem Libuse se u predchozich libret
vzdy pohybuji dva napadnici, jednoho charakterizuji valecnické
sklony, druhého Istivost. V pripadé Wenzigovy Libuse motiv sou-
peficich napadnikt chybi, protoze by tim potladil jeji nedotknu-
telnost. Wenzig ponechal u Chrudose drsnou slupku a rozvaznéjsi
pél transformoval do Chrudo3ova bratra Stahlava, takZe jeden
z dvojice stoji od zacatku na strané Libuse. Takova konstelace
postav podporuje vyznéni ptibéhu jako holdu narodni jednoté;
resp. navzdory dodasnému rozkolu uvnitf jedné spolecnosti je
znovu nastoleno rodinné stésti a stabilni vlada.

Ve srovnani s predchozimi librety je napadné vyrazné po-
tlaceni mytickych prvkd. Pfemysl neni zastiZen pfi orani (jeho pluh

pouze leZi vedle) ani nezasazuje do zemé otku apod. O¢ méné byl
v libretu zastoupen plvodni mytus, zachyceny ve stfedovékych
kronikach, o to vice se projevil moderni mytus naroda 19. stoleti.
Je pfitomen jednak prostrednictvim narodni symboliky, jednak
skrze historicka témata v Libusiné proroctvi. Velmi ddleZitou roli
zde hraje lipa, symbolicky privlastnéna jiz na pocatku 19. stoleti
Ceskymi vlastenci jako narodni strom. Pod lipou se odehrava soud-
ni scéna prvniho jednani a je téz explicitné jmenovana v Libusiné
soudni feci, v Pfemyslové arii ve druhém jednani.

Do znacné miry originalni Wenzigdv vklad do zpracovani
libusovskych témat predstavuje Libusino proroctvi. Sled Zivych ob-
razl reprezentuje peclivy vybér slavnych postav ¢eskych déjin s da-
razem na roli statopravni a narodné obrannou. Wenzigovo pojeti
vyjadfuje chapani eskych dejin z pohledu méstanského liberalismu
spojeného s nacionalni ideologii, je pIné v souladu s koncepci déjin
historika a politika Frantiska Palackého. Jakozto libreto pro operu
k zamyslené, ale nakonec nikdy neuskutecnéné korunovaci Frantiska
Josefa I. éeskym kralem predstavuje Wenziglv text pozoruhodny
doklad toho, jak si ceské vlastenecké elity piedstavovaly spolecen-
skou smlouvu mezi panovnikem a lidem. Libuse je na triin zvolena
kmety, lechy a vladyky, soudni scéna se snémem predstavuje diva-
kdm kyzenou konstituéni parlamentni monarchii.

Libuse jako slavnostni tableau je dilo uréené pro ceské pu-
blikum, Smetana se zahrani¢nim uvedenim z pochopitelnych di-
vodU nepodital. Presto se ve druhé poloviné devadesatych let ob-
jevil preklad do némdiny. Roku 1897 vyslo v nakladatelstvi Josefa
Weinbergra v Lipsku Wenzigovo libreto v prepracovani Ludwiga
Hartmanna (1836-1910), némeckého skladatele a hudebniho pu-
blicisty. Publikace libreta zi'ejmé souvisela se zamyslenym prove-
denim Libuse ve Vidni pod taktovkou Gustava Mahlera, k némuz
viak nakonec nedoglo. Hartmann(v ptevod Spindlerova prekladu
zpét do némdiny tak zdstal zajimavym dokumentem své doby —
v souladu s manyrou konce stoleti Hartmann vyplhoval opakuji-
ci se verse novym textem, ktery je tak o néco delsi nez original.
Z ideového hlediska zaujme predevsim finalni Zivy obraz, kde je
namisto ¢eského naroda Libusi oslavovana ¢eska zemé.

Na Wenzigovo pojeti navazala i Ema Destinnova. Z jejiho
nepublikovaného rukopisu Knézna Libuse se zachovalo pouze prvni
a tieti jednanti, ve druhém mél (podle soupisu postav) vystupovat
také Chrudos a Stahlav. Oproti predchozim operam o Libusi se
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vsak autorka soustredila jednak na okolnosti Libusina nastolenfi
na trdn, jednak na jeji umirani, smrt a véstbu tfi roky po svatbé
s Premyslem. Jeji pristup je tedy zna¢né inovativni, alespoii co se
tyce opernich zpracovani (Libuse umira nap¥. v Grillparzerové
dramatu Libussa z roku 1848 ¢i v Zeyerové cyklu epickych basni
VySehrad z roku 1879).

Destinnova do popredi jednoznacné stavi postavu Libuse,
ktera ovlada podstatnou ¢ast déni. Je fizena tajemnym Hlasem, jako
pouha poslusna prostfednice mezi bohy a svym lidem; prinasi lidu
nadéji ve svém sebeobétovani, resp. osobni $tésti spojuje s blahem
naroda. Na konci prvniho jednani je naznaden dramaticky konflikt,
ktery byl ziejmé rozvinut ve druhém déjstvi — zatimco vétsina lidu
je nadsena poté, co se prohlasi za vladkyni, muzi jeji viadu pfijimaji
s rozpaky. Ve tretim déjstvi vnima Libuse svou prichazejici smrt jako
trest za poruseni slibu panenstvi. Libuse v pojeti Destinnové je tak
jednoznacné nejtragictéjsi postavou ze vsech opernich zpracovani.
Zatimco u Chmelenského a Wenziga je jeji volba Pfemysla vnimana
jednoznacné kladné, u Destinnové sledujeme v jejim osudu tradicni
sti‘et mezi laskou a povinnosti, jenz také prispiva k vétsi psycholo-
gizaci hlavni hrdinky. Ostatni postavy maji vidi Libusi podfizenou
roli, at uz jde o jeji sestry Kazi a Tetku, barda Slavoje ¢i sbor.

Libreto je prosyceno tradiéni vlasteneckou symbolikou, zfor-
movanou v obdobi romantického nacionalismu: Libuse je oznado-
vana za holubici, Cesi za holubi¢i plémé. Také zde se jako u Wenziga
objevuje lipa. Nehraje zde vsak jen roli narodniho symbolu, v zavé-
re¢ném Libusiné proroctvi je , Svaté Lipy kmen” s ndrodem pfimo
ztotoznén. Narozdil od Wenzigova pojeti zde nejsou uvedeny kon-
krétni historické osobnosti, autorka si vystaci se symbolikou stro-
mu. Narodnf katastrofa je symbolizovana bourkou a bleskem, ktery
roztfisti ,Svatou Lipu”, po tfech staletich viak lipa-narod znovu
vzkvete; Libuse své proroctvi koni ahistorickou citaci svatovaclav-
ského choralu. Stejné jako u Wenziga jsou zde vyrazné zastoupeny
motivy z Rukopisu krdlovédvorského a Rukopisu zelenohorského.

Nékolik let po vzniku Ceskoslovenska se Destinnové na-
skytla pfileZitost realizovat svij plvodni zamér sice v redukované,
avsak o to velkolepéjsi podobé. V roce 1923 se v Praze konaly me-
zisletové sokolské slavnosti a Destinnové se podafrilo s podporou
Ceskoslovenské obce sokolské a prazského magistratu provést své
libreto scénicky na VySehradské skale pod Sirym nebem. Hudbu
k libretu zkomponoval zkuseny skladatel a dirigent Rudolf Zamrzla

(1869-1930). Namisto celovelerni tfiaktové opery libretistka pre-
pracovala 1. déjstvi, jez oznadila jako scénu s nazvem Nastoleni Li-
busino. Dé&jova osnova v hrubych rysech odpovida pdvodni verzi
libreta, zarovei viak doslo k vyznamnym zménam. Vyskrtnuti sélo-
vych partt Kazi a Tetky je oddvodnitelné z hlediska rovnomérného
rozloZeni hlast — v pdvodnim 1. déjstvi totiz dominuji Krokovy
dcery a z muzu se s6lové uplatni pouze Slavoj. V Nastoleni Libusiné
naopak sélové vystoupi pouze Libuse, doprovazena muzskou trojici
Radvan, Vitoraz a Slavoj, ¢imz vynikne jeji jedine¢nost.

K podstatné vyznamnéjsim posundim doslo v roviné ideové.
Zatimco v pavodni verzi Libuse pouze pini vali tajemného Hlasu,
ktery ji vnuknul myslenku vlady, a prekvapenému lidu ji prosté
oznami, v nové verzi tento navrh (pod dojmem jejiho proroctvi)
vyrkne Radvan, po ném nadseny lid zvoli Libusi jednohlasnou
aklamaci (vzdalené pfipominajici prvni volbu Tomase Garrigue
Masaryka za prezidenta 14. listopadu 1918 poslanci Revoluéniho
narodniho shroméazdéni) a bohové jeho viili pouze potvrdi. Toto
demokratické pojeti 1épe odpovida zasadam sokolského hnuti
i ideam ceskoslovenského statu, ale téz Smetanové Libusi.

Destinnova se ziejmé nechtéla vzdat dramaticky cinné scé-
ny Libusina proroctvi, jimz logicky vrcholi jeji plvodni tfiaktové
libreto, proto jej zaradila do scény vésteckého vytrzeni. Z pdvod-
niho textu prevzala a upravila pouze nékolik versd, nebot véstba
o konci tfistaleté poroby se mezitim naplnila. Naproti tomu pridala
sloku véstici slavu Prahy, jez dobfe odpovidala zamyslenému pro-
vedeni pod VysSehradskou skalou. Véstba o slavé Prahy, vychazejici
ze staroceskych kronik, je spojena s varovanim pred Némci, jez je
piitomno i v bezprostiedné predchazejicich versich. Narodné po-
vzbuzujici charakter libreta byl ostatné hlavnim diivodem, pro¢ celé
provedeni podpofila Ceskoslovenska obec sokolska, jak je patrné
i z predmluvy k tisténé verzi libreta. Nacionalni ideologie Nastole-
ni Libusina tak pokracovala ve stopach Smetanovy Libuse, odkazy
na Rukopis krdlovédvorsky a Rukopis zelenohorsky zistaly nedotéeny &i
jen mirné upraveny.

Pf¥es monumentalni provedeni a divacky Uspéch se vétsina
kritiky postavila k dilu Emy Destinnové a Rudolfa Zamrzly od-
mitavé. Nechybély hlasy vyditajici autorce profanaci Smetanovy
Libuse, ale téz ironické poznamky vici snaze znovuoZzivovat staré
Ceské baje a povesti. Ukazalo se, Ze pro nova romanticky pateticka
ztvarnéni Libuse jiz v ¢eské kulture dvacatého stoleti neni misto.



Nikdo dalsi se proto o vazné hudebné-dramatické zpracovani
latky o Libusi nepokusil.

Teprve na sklonku Sedesatych let 20. stoleti se rozhodl br-
nénsky skladatel Josef Berg (1927-1971) znovu vtahnout Libusi
do hry. Autor byl od pocatku Sedesatych let ve své tvorbé silné
ovlivnén epickym divadlem Bertolta Brechta, jez se v té dobé vy-
razné uplatiiovalo v brnénském Mahenové divadle. Bergtv dezilu-
zivni pohled na déjiny a jeho snaha o demytizaci postav, vnimanych
jako hrdinskych, souznél s dobovou atmosférou Sedesatych let.
Bergovou reakci na sovétskou okupaci v roce 1968 byla mj. snaha
o vytvoreni skladby Obrazy z déjin ndroda ceského. Nazev si vypdj-
Cil ze stejnojmenné knihy spisovatele Vladislava Vancury, ktery ji
chtél béhem nacistické okupace povzbudit cesky narod. Na rozdil
od Vancury se viak za nazvem skryvala szirava satira, pojata v in-
tencich Bergova tzv. Nového humoru a dovadéjici ad absurdum
motivy Ceské narodni mytologie a zvlasté panslavistického mytu.
Dilo v3ak ztstalo pouhym torzem. |iz rozvrzeni jednotlivych obra-
z{ naznaduje satiricky zamér: 1. Libuse na soutoku Vltavy a Labe,
2. Hlavni vé&tba (5 minut), 3. Vedlej3i vétba (3 vtefiny), 4. Bivoj
a tur, 5. Sv. Vaclav vésti pfichod Vykupitele (Mesiase), 6. Osudny
rozkol Slovanstva. Rozstéhovani, 7. Ranni poboznost na Déving,
8. U Premyslovy tabule, 9. Vitava.

Dochovany strojopis libreta ukazuje velmi neobvyklé obsa-
zeni, které predstavuje Hlasatel — ¢inoherec (H), Varyto — canto
basso (V) a ,etnograficky” orchestr (O). Varyto zde tedy nefi-
guruje jako fiktivni nastroj z Rukopisu krdlovédvorského, nybrz jako
postava pévce-barda (ten je ovSem striktné doprovazen harfou).
Vse graduje ve zfetelnych narazkach Hlasatele na sovétskou oku-
paci. Dochované torzo partitury se od strojopisu libreta znacné lisi,
oproti nému obsahuje mj. komicky dlouhy vy&et (pra)slovanskych
kmend, mezi nimiz na konci figuruje kmen ,Rusak(”, coZ v ¢edtiné
napadné pfipomina tvar ,Rusakd”, hanlivé oznaceni pro Rusy. Po-
stava Libuse zde — jesté vice nez ve strojopisném libretu — figuruje
spise jako fikovy list, zakryvajici politicky rozmér dila.

Josef Berg kvili nemoci a pred¢asné smrti nemohl své Ob-
razy z déjin ndroda ceského dokoncit. Vzhledem k protisovétskému
zaméteni skladby by ji v Ceskoslovensku stejné nebylo moZné pre-
miérovat. V roce 2009 partituru rekonstruoval Peter Marek,’ ani

? MAREK, Peter. Josef Berg a jeho dosud nezndmé Obrazy z déjin ndroda ceského —

rekonstrukce partitury, libreto a interpretacni pozndmky. Bakalarska diplomova
prace. Masarykova univerzita, Filozoficka fakulta, Brno, 2009; IDEM. Josef
Berg a jeho dosud neznamé Obrazy z déjin naroda ¢eského. Opus musicum
41 (2009), ¢. 5, 5. 4-9.

poté vsak dilo az dosud nebylo provedeno, a¢koli ani v 21. stoleti
bohuZel neztratilo nic ze své politické aktualnosti.

Ve srovnani s némeckymi operami o Libusi je na prvni pohled roz-
dilna funkce eskych libusovskych oper. Prestoze i v némeckych
libretech Ize najit urcité nabéhy presahujici béznou dobovou pro-
dukci (Libusino proroctvi v Choulantové libretu, prokomponova-
na finale v Kreutzerové opete), v ¢eskych jednoznaéné prevazuje
tendence k reprezentativnosti. Ceska libreta nepodavaji primarné
napinavy romanticky déj plny intrik, sméruji k oratornimu patosu
¢i primo ke korunovaéni opere. Politické poselstvi se obraci jak
k vladcim, tak predevsim k narodu, jenz jejich prostrednictvim
sleduje sebe sama, svou minulost, pfitomnost i budoucnost. Pravé
tendenci k reprezentativnosti se od Bernardova libreta zfetelné
odlisuje jiz Chmelenského text, tato tendence pak vrcholi ve Wen-
zigové libretu a dozniva u Emy Destinnové v dobé, kdyz jiz byla
vétinou kritiky (nikoli v3ak divaky) vnimana jako anachronismus.

Reprezentativnost umociuje politické poselstvi dél —
Chmelenského Libuse se rada vzdava vlady ve prospéch milova-
ného manzela, harmonie panovnického paru je zarukou rozkvétu
vlasti. Wenzig zamérné potlacuje mytické prvky pribéhu, jeho
pojeti akcentuje idealy konstituéni monarchie vidéné prizmatem
méstanského liberalismu Sedesatych let 19. stoleti. Ema Destinno-
va v prvni, pfedvale¢né verzi svého libreta (Knézna Libuse) klade
dlraz na osudové vyvoleni hlavni hrdinky, ve druhé, povale¢né
verzi (Nastoleni Libusino) posiluje demokrati¢nost volby Libuse
za knéznu, zaroveh varuje Cechy pred némeckou rozpinavosti. Jeji
chapani Libuse je v protikladu k narodnostné tolerantnimu pojeti
Josefa Bayera a Augusta Wilhelma Ambrose v kantaté Libusa’s
Prophezeiung (1849), kde je Libu3e hlasatelkou svobody lidu bez
ohledu na narodnost. Neprimo tak dokumentuje obtiznost dosa-
Zeni miru, svobody a narodnostniho souladu v politicky nestabil-
nim ¢eském, potazmo stfedoevropském prostoru. Tuto obtiZnost
v podstatné jiném politickém kontextu ilustruji i Bergovy Obrazy
z déjin ndroda ceského predstavujici ironickou (a zatim poslednf)
tecku za Libusi.
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Foreword

For more than a thousand years, the story of the mythical princess
LibuSe has been one of the fundaments of “the old Bohemian
tales”. Throughout the centuries, is has not only inspired both
Bohemian and foreign chroniclers to adapt it and enrich it with
complementary plots, but also motivated a number of artistic
adaptations. Libuse has become the heroine of various genres of
literary texts in multiple languages, and in the late 17th century,
the character also entered the opera stage. Following several op-
eratic adaptations in Italian from the Baroque period, the charac-
ter of Libuse reappeared in the first decades of the 19th century
in German romantic opera. Subsequently, the topic was taken up
by Czech authors, who gave the character of Libuse the form that
has been petrified — at least in the Czech environment — until the
present. The remnants of interest in the Libuse myth still lingered
in musical-dramatic production until the 20th century.

Our team of authors has attempted to accomplish a new,
comprehensive research study of the character of Libuse in opera
in the 17th—20th centuries in the international context. The out-
comes of the research are the collective monograph The Singing
Libuse: An Ancient Bohemian Myth on the Opera Stage (Regensburg:
ConBrio Verlagsgesellschaft, 2025), and an anthology of librettos
about Libuse (complemented with other texts that were mostly
designed to be set to music), which the reader is now holding
in their hand. Its aim is to gather all the available texts in their
original form and provide their parallel modern Czech philologi-
cal translations, which enables us to show the many fascinating

transformations of LibusSe in various historical periods and dif-
ferent languages. Although librettos have traditionally been con-
sidered less valuable literary works, in many cases they succeeded
in providing an aesthetically impressive rendering of pressing is-
sues of the time, particularly ones related to ideal governance
and the ideal sovereign. An in-depth analysis of the Libuse myth
in opera, including the cultural and historical context, and analy-
sis of individual librettos, music, and their reception at the time
is provided in the above-mentioned monograph. This foreword
therefore presents only a brief commentary regarding the texts
included in our anthology, which is designed to facilitate the
reader’s orientation in the historical context and provide them
with cues for the interpretation of these works.

The elaboration of the present edition of the librettos was
only made possible thanks to the invaluable help of many of our
colleagues and friends. At this point, we would like to thank par-
ticularly the translators of the librettos, Ondrej Macek and Vlasta
Reittererova (the latter also deserves our thanks for a number of
valuable pieces of advice and observations). We would like to
thank Peter Marek for kindly permitting us to make use of his
edition of Berg's Obrazy z déjin ndroda ceského [Tableaux from the
History of the Czech Nation]. We also owe our thanks for the
proofreading of the manuscript to both of our expert reviewers,
Michal Charypar and Jana Perutkova.

The editorial team
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The Transformation of the
LibuSe Myth in Musical-
-Dramatic Adaptations over
the Course of Three Centuries

Michal Franek, Ladislav Futtera, Jifi Kopecky, Jana Spacilova

The Libuse myth has been part of Bohemian culture for more
than a thousand years. In the earliest documented version (Kris-
tidnova legenda [ Christian’s Legend], probably from the late 10th
century),! Libude appears as a nameless soothsayer whom the
Bohemians ask for advice about the prevention of the plague.
She advises them to build a castle to be called Praha [Prague]
and to make a ploughman called Premysl their prince; eventually,
the soothsayer is married to him. In Cosmas’s Chronica Boemorum
[Chronicle of the Bohemians] (approximately 1120), the name
“Libuge"” is already attributed to the soothsayer. Following the
death of her father Krok, she holds the office of a judge. She is
wise and has prophetic powers. At one point, she makes a ruling
in a dispute of two men concerning the border between their
properties. The man who lost the case contemptuously rejects
her legitimacy as a judge. The offended Libuse tells the assembly
gathered for the court hearing where to find the future prince
whom she shall marry. The envoys, led by Libuse’s horse, find
a man called Premysl ploughing a field. Following magical and
prophetic acts (the planting of his staff into the ground, where
it starts growing leaves, etc.), Pfemysl and the envoys come to
Libuse. Following the marriage, Libuse prophesies the founding
of Prague Castle.?

1 LUDVIKOVSKY, Jaroslav (ed.). Kristidnova legenda. Zivot a umuéeni svatého

Vdclava a jeho bdby svaté Ludmily = Legenda Christiani. Vita et passio sancti
Wenceslai et sancte Ludmile ave eius. Praha: Vy$ehrad, 1978, p. 16, 18.

BAK, Janos M. — RYCHTEROVA, Pavlina (eds.). Cosmae Pragensis Chronica
Bohemorum = Cosmas of Prague the chronicle of the Czechs. Budapest — New
York: Central European University Press, 2020, p. 18—43.

The story, which has a number of analogies in Indo-Euro-
pean mythology, may be understood as a myth describing the
beginning of governance and the state; as a result, the story had
a strong political aspect from the very beginning.?> Cosmas de-
veloped the story that was based on the traditional oral narra-
tion that was still alive at the time; at the same time, he adjusted
it according to ancient and biblical literary works. He told the
story of Libuse with affection, but being a Christian, he could
not take the pagan aspects of the plot seriously — this applies
particularly to Libuse's prophesies. The story of Libuse became
part of all Bohemian chronicles as a Pfemyslid dynastic myth. In
the course of the centuries, the story underwent many political
updates reflecting the particular period, and the conception of
Libuse was transformed from a sorceress and prophetess into a
princess.* The character of Libuse also spread beyond Czech folk
literature. Foreign chroniclers were not bound to such an extent
by the Bohemian domestic political affairs that are present in the
myth; therefore, they embellished the storyline with many details
that are not included in the Bohemian chronicles. These subse-
quently spread into various foreign literary adaptations of the
Libuse myth, particularly German-language ones, and were also
significantly reflected in opera librettos.

TRESTIK, Du3an. Myty kmene Cechii (7.-10. stoleti). Tri studie ke “Starym
povéstem Ceskym”. Praha: Lidové noviny, 2003, p. 99-167.

GRAUS, FrantiSek. Knézna Libuse. Od postavy baje k narodnimu sym-
bolu. Ceskoslovensky casopis historicky 17 [67] (1969), 6, p. 817-844.
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Libuse in Italian Librettos
The journey of Libuse within the opera world begins in the 1690s,
when two operas used the motif of the Libuse myth.> The first of
them, bearing the indicative name La Libussa, was staged in De-
cember 1692 in Wolfenbiittel under the patronage of the Crown
Prince, Wilhelm von Braunschweig-Wolfenblittel. The libretto was
authored by the court poet Flaminio Parisetti and set to music by
the ducal “maestro di cappella” Clemente Monari (c 1660-after
1728). The second opera was Primislao, primo re di Boemia, with a
libretto by Giulio Cesare Corradi (¢ 1645-1702) and music by
Tomaso Albinoni (1671-1751), premiered in the autumn of 1697
in the Venetian San Cassiano theatre. Within several years, the
motif therefore appears in both court opera and the commercial
theatre — both cases are, nevertheless, distant from the place of
the origin of the Pfemyslid myth, both territorially and culturally.

In the Bohemian environment, Libuse appeared soon after
the year 1700. Somewhere between 1702 and 1705, the impresario
Giovanni Federico Sartorio prepared the second staging of Pariset-
ti's libretto La Libussa for his newly-opened opera theatre in Prague.
The music was authored by the Bolognese composer Bartolomeo
Bernardi (c 1660-1732). The character of Libu3e thus symbolically
starts the long succession of public performances of Italian opera
in Prague. The impresario complemented the opera, apparently to
promote its publicity, with a prologue rhapsodising Libuse's glory
and celebrating the Bohemians as her offspring and heirs.

The last Baroque adaptation of the Libuse myth is Praga
nascente da Libussa, e Primislao, created in the year 1734. This opera
is also the only one created directly for the Prague audience. The
impresario Antonio Denzio (1689-after 1763), who also authored
the libretto, attempted to use it to save his own opera business,
which was approaching its definitive end after ten years of opera-
tion. For this reason, he complemented his libretto with a very
extensive dedication to all the prominent representatives of the
Kingdom of Bohemia, as well as the final licenza in which in servile
manner he thanked the local nobility for their support. However,
not even the character of the mythical princess could save him
from a debtors’ prison, where he ended up just several days after
the last performance. The majority of his creditors were members

5 For detailed information, see SPACILOVA, Jana. Zpracovani povésti

o Libu3i v italské barokni opefe, Musicologica Brunensia 57 (2022), 1,
p. 89-113.

of his vocal ensemble; for this reason, the preparation of the opera
was simplified even with regard to the musical element - it was
arranged mostly as a pasticcio from arias that the individual solo-
ists already had in their repertoire.

The circumstances of the creation of the individual librettos
resulted in various approaches to the story; this was also condi-
tioned by the different resources available to the individual libret-
tists. Flaminio Parisetti, the author of the oldest libretto for the
court theatre in Wolfenbiittel, did not explain his choice of topic
in any way. Libuse is used only as his intercessor that should ensure
the favour of the dedicatee. On the evidence of several sentences
cited in the Latin original in the opera’s argomento, the original
source may be determined as the treatise Wandalia, authored by
Albert Krantz and first published in Cologne in 1519. However,
Parisetti was certainly inspired by a later edition (or perhaps its
citation or paraphrase), since its first edition uses the form of the
name “Prislaus”, while the later version is “Pribislaus”. This later
version inspired the form of the name “Pribislac” used in the li-
bretto of La Libussa. An interesting fact is that the prologue that
was later added to the libretto for the Prague staging already uses
the correct Italian version of the name, “Primislao”.

Some motifs used in the libretto imply that the choice of
this rather distant topic was motivated by political and dynas-
tic reasons. For the House of Welf, operas using medieval motifs
(whether from actual history or from parahistory) represented
a kind of manifestation of their legitimate claim to a certain
amount of power in Europe at the time. What is more, the Braun-
schweig-Wolfenbiittel branch of the House found itself in a very
difficult situation, facing the threat of there being no male heir.
The request that Libuse should produce offspring is therefore the
strongest argument that is repetitively used to make her choose a
husband for herself. However, despite these serious motives, the
libretto of La Libussa was a typical amorous opera full of disguises,
misunderstandings, and court schemes.

In contrast, many more features of a “political” opera can
be found in the libretto Primislao, primo re di Boemia, despite the
fact that it was intended for a public opera theatre, so a more
lightweight approach would be expectable. The libretto was
authored by Giulio Cesare Corradi, an experienced Venetian
librettist, who showed extraordinary respect for the works that
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inspired him: according to references in the argomento, these
sources of inspiration were the works authored by Eneas Silvio
Piccolomini and Raffaele Maffei, also known as Volaterranus.
Especially the former one, the famous Historia Bohemica, became
an important source for the narration of the story. Some pas-
sages suggest that Corradi worked with its Italian translation,
first published in 1545: in particular, Libuse’s famous speech to
the people is not only presented verbatim in the argomento, but
also arranged in verses in the initial scene of the opera. Other
elements strengthening the political aspect of the work are the
ballet depicting world domination, as well as the manner in
which the character traits of the main characters are shaped, as
mentioned below. The emphasis on the manifestation of power
could possibly also be related to the dedicatee of the libretto,
the British military engineer Jacob Richards, who was at the time
cooperating with the Venetians against the Turks. However, in
the context of the Venetian production of the time, the motif it-
self is purely exotic, referring to stories of the mythical Amazons
rather than Bohemian mythology.

The greatest number of elements from the Premyslid myth
can be found in the libretto for Praga nascente. It is obvious that
its author, Antonio Denzio, had good information from Bohe-
mian sources. An illustrative example is the miracle scene in Sta-
dice with the attractive moments where leaves start growing on
Primislao’s staff and his oxen fly through the air. However, the
individual motifs of the story are blended together and some
of them are merely hinted at (the onset of the Maidens' War),
while others are significantly changed (the final prophecy con-
cerning the future glory of Prague that is delivered by Stirado).
The effort to gain the favour of the local audience drove the
librettist to the very boundaries of good taste (let us point out
especially the bedroom scene with the slippers, the bed warmer,
and the chamber pot; I1/10). Denzio's note at the end of the
argomento therefore seems much more believable than a mere
conventional librettist’s statement of the insufficient qualities
of his own work.

All three librettos belong to the dramma per musica genre,
which developed in the Baroque period in accordance with rather
schematic principles. The main factor driving the plot is a love affair
or love between the main characters (prima donna and prim‘uomo);

its accomplishment is hindered by various unfavourable circum-
stances — mostly the presence of a love rival, or a conflict of the
duty towards parents, the nation, an old promise, the will of the
gods, etc. In the Libuse myth, there is no such aspect, which is why
it was necessary to supply other motifs to make the story more at-
tractive. After all, the author of the first libretto, Flaminio Parisetti,
reveals in the argomento that the plot is a completely fictional
one. For this reason, the main “obligatory” part is the character
of Pfemysl’s love rival, whether depicted as Libuse’s military com-
mander (Rosalbo), her first advisor (Roberto), or a foreign prince
(Clodomiro). Another important aspect of dramma per musica is a
younger couple of lovers (seconda donna, second’uomo), whose love
drama constitutes a counterpoise to the main characters’ serious
struggle in love (Flerida — Fernando, Valasca — Ergildo, in a certain
sense also Vlasta — Gustavo).

The conventions of the time are also manifested in the
shift in the social status of the main characters. While Libuse is
promoted to become the queen, Pfemysl’'s low status becomes
a problematic aspect. Each of the librettists found his own solu-
tion to the socially unacceptable mésalliance. For Parisetti and
Denzio, Pfemysl became a nobleman disguised in the clothes of
a peasant; Corradi maintained his low status strengthened by
the reference to his bast shoes in the argomento. However, the
lower the status of the Venetian version of Pfemysl, the stronger
his character traits.

In spite of the outlined common features, the three Ba-
roque librettos stand in contrast to each other, particularly con-
cerning the shaping of the storyline and the main characters. The
love triangle is best manifested in Parisetti’s libretto, where Pribis-
lao is presented as Libussa’s former lover who was cast out from
the court by Rosalbo’s scheming. In the course of the opera, he
successively turns into a shepherd, a gardener, a prisoner, a sol-
dier, a deserter, a shepherd once again, and finally into the king
chosen by the gods. Particularly this multiple change of identity
is a distinctive feature of Parisetti’s libretto. The main motif of
the myth is, however, considerably distorted. The prophecy is not
delivered by Libussa; instead, its source is the oracle invoked by
the priest Sagramisto; Pribislao is not a ploughman - he coinci-
dentally comes across the plough in the forest. While Libussa is
near him all the time, she only recognises him at the end of the
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opera as a consequence of his miraculous summons. Her character
traits deviate from the image of a wise sovereign: she is strongly
feminine, driven by her emotions, and confused by the conflict
between intuition and sense. Rosalbo, the commander of the
queen’s army, is determined to use even military power to gain
Libussa’s hand in marriage; his affirmation of love for Libussa at
the end of the opera rings hollow.

With Corradi, the love triangle involving Libussa, her advi-
sor Roberto, and Primislao, who was summoned by the gods, is
complemented with the character of a Hungarian princess dis-
guised as Primislao’s protégé Ersilla. Here, Libuse is a stable char-
acter, a true icon of a sovereign gifted with supernatural powers.
Primislao is, in line with the myth, a commoner who gradually
achieves his own dignity as a sovereign throughout the entire
opera. Roberto is a full-fledged villain: in his desire for the throne
he is willing to resort to an assassination attempt. Ersilla is, com-
pared to Libussa, a lively and plastic character; her relationship
to Roberto, who had once seduced her, undergoes a remarkable
transformation from hatred through confusion concerning her
love and desire for revenge to eventual redemption. Despite these
amorous motifs, the main topic of the libretto is sovereign power,
whether explicit in the case of Libussa or hidden in the case of
Primislao, who needs to overcome a number of trials and his own
doubts to achieve it.

Denzio's version is apparently based on Corradi’s adapta-
tion, which is especially obvious in the main storyline and several
details (for instance, Primislao entering the stage accompanied
by the song of a nightingale, as well as his doubts when he is sum-
moned in order to reign). The effort to incorporate as many ele-
ments from the Premyslid myth as possible nevertheless resulted
in some unexpected turns. The logical development of the plot
is also hindered by the necessity to satisfy the wishes of the solo
singers — this is most obvious in Act 3, where Primislao, following
his first actual act of statesmanship, surprisingly turns to Libussa
with a confession of his love for her, which appears to be a rather
unnatural bridge leading to the aria required by the female soloist
(let us note that the aria is Vivaldi's famous La cervetta timidetta).

Contrary to his Venetian inspiration, Denzio introduced
new characters: the honourable knight Stirado (performed by
the impresario himself), the maid of honour Sarca, and Primislao’s

maid Dievira, who replaces Ersilla in the role of Primislao’s partner
in the dialogue where he is first introduced on the stage — this
scene also contains several sentences in Czech. The character of
the belligerent Vlasta gains greater importance because she is
the power behind the throne who becomes the main actor in the
treasonous scheme. Thanks to the foreign nobles Clodomiro and
Gustavo, there is a foreign power realising the scheme — as cor-
rectly mentioned by Vladimir Helfert, it would be indecent for a
rebellion against the sovereign ruler to be performed onstage in
Prague.®

The ruling couple also undergoes a significant change. Den-
zio's Libussa does not resemble Corradi’s self-confident ruler in
the slightest. In contrast, she seems exhausted by governance,
as she lets Vlasta act in her name in important affairs of state.
Libussa’s prophetic powers are also dubious: her prophecy rather
resembles the mad scenes typical of Baroque-period opera. Pri-
mislao is also far from Corradi’'s commoner gifted with hidden
qualities of a sovereign. The emphasis is put on his nature of a
gentle pastoral lover, although transformed to fit the court envi-
ronment. His passive lamentation over the cruelty of fate goes
hand in hand with his characteristics of an educated man, which
is another feature that is missing from the previous librettos and
as such is a reflection of the domestic chronicles (Pfemysl as a
thinker, i.e. “pfemyslivy” in Czech).

Finally, it is necessary to point out the comical elements
that appearing particular in Denzio’s libretto. The source of inspi-
ration for the servant Lesbino is Corradi’s Breno, whose character
of a profiteer and a cheat is based on the tradition of Venetian
comic characters. In the Prague libretto, the importance of this
role increases, clearly under the influence of the local tradition of
Hanswurst comedies. Lesbino becomes a certain guide navigat-
ing the audience throughout the entire storyline and mocking
particularly the serious acts of statesmanship (Libussa’s speech to
the people, Primislao’s pondering of the upcoming coronation).
Nobody seems to be puzzled by the fact that he is a musician who
is supposed to be deaf and mute; in the end, he is the only one
who escapes punishment once the scheming has been revealed.

The Baroque librettos about Libuse represent the Pfemyslid myth
only marginally; it constitutes a mere exotic framework for the

HELFERT, Vladimir. Barokni zpracovani povésti o Libusi a Pfemyslovi.
In: SESTAK, Antonin — DOKOUPIL, Antonin (eds.). Sbornik praci
vénovany pamdtce profesora dra P. M. Haskovce. Brno: Krouzek brnénskych
romanistt p¥i Jednoté éeskych filologl, 1936, p. 155-180, here 167.



drama of love that was popular at the time. While its individual
elements are present in the librettos, they are transformed in
various ways and to varying extents. The character of Libuse also
undergoes similar transformations: from a passionately loving
woman to a reserved and stable sovereign or a pragmatic ruler
who is well aware of her female weakness and the advantages of
a married life. Nevertheless, despite their temporal and cultural
distance from the subsequent adaptations of the myth in German
romantic librettos, the Baroque librettos presented above may be
understood in a wider context as a certain cradle of motifs that
were fully developed in the period after the Napoleonic Wars.

*®

Libuse in German Librettos

After the year 1734, when Prague saw Denzio's Praga nascente da
Libussa e Primislao, the character of Libuse disappeared from opera
productions for about eight decades. It reappeared in the 1820s
in German-language opera. In the course of just a few years, the
operatic world gave rise to three librettos, two of which were set
to music. As documented below, there is a gap between the time
of their creation and their staging.”

The first opera was Libussa, Bohmens erste Koniginn [Libussa,
the first Queen of Bohemia], authored by Heinrich Eduard Josef
Freyherr von Lannoy (1787-1853). This forgotten composer, au-
thor, and translator of librettos worked in Vienna as an organiser
of local musical life. The draft of the score and the theatre banner
announcing the premiere in the Reduta in Brno, which took place
on 8th February 1819, state that the author of the music was
the otherwise unknown Cesarini. In the clean copy of the score,
however, there is no mention of the name, so it was probably a
slight mystification motivated by the audience’s fondness for Ital-
ian opera. The premiere, which was a benefit performance of the
singer Joseph August Rockel, did not raise any greater interest,
and the opera was apparently never reprised. Several years later,
on 4th December 1822, the Viennese Kirnthnerthortheater [The
Carinthian Gate Theatre]| hosted a premiere of another opera
that used the Libuse myth. The author of the libretto of Libus-
sa, Joseph Karl Bernard (1781-1850), was the only one of the

7 Formore information, see FRANEK, Michal - FUTTERA, Ladislav.

Postava knézny Libuse v némeckych a ¢eskych opernich libretech
19. stoleti. Hudebni véda 58 (2021), 4. Online: HV_04_21_web.indd
(hudebniveda.cz).

German-speaking librettists who came from Bohemia. Excerpts
from his work were already printed anonymously in the magazine
Thalia in 1812. Following a considerable time gap and a number
of peripeties (one of the composers considered for setting the
libretto to music was Ludwig van Beethoven), the libretto was
eventually set to music by Conradin Kreutzer (1780-1849). This
composition was the author’s first major success — his opera was
staged in many German opera houses (for instance, there was a
Prague staging in 1823) and even in Denmark. The last libretto
is Libussa, Herzogin von Béhmen [Libussa, the Bohemian Duch-
ess], authored by the Dresden doctor Johann Ludwig Choulant
(1791-1861). In 1818, the author sent his manuscript to Carl
Maria von Weber, but the composer was not interested in it and
returned the manuscript to its author after some time. Choulant
therefore published his libretto anonymously in 1823; however,
even then the opera was not set to music and the author subse-
quently focused on his medical career.

The stories incorporating the Libuse myth were popular
in the German-language environment of the time and the myth
became a frequently employed motif in prose, poetry, and theatri-
cal works. An exceptionally influential work was the prose story
Libussa written by a Weimar writer of the Enlightenment period,
Johann Karl August Musédus; the story was a part of the third
volume of his collection called Volksmdrchen der Deutschen [ German
Folk Tales], published in 1784. Musius'’s adaptation was based
primarily on the Chronicon Bohemorum [Chronicle of Bohemia]
by Giovanni di Marignolli, the chronicler of Charles IV (the first
half of the 14th century). While following the genre principles of
fairy tales (including magical objects such as the “granate apple”,
i.e. pomegranate), he narrated the story using a number of play-
fully ironic allusions that documented his enlightened thinking.
To a various extent, Musaus influenced all three of the librettos
that are analysed.

In the adaptation authored by Eduard von Lannoy, Libus-
sa represents the ideal of an impartial ruler who believes in the
equality of all people before the gods and the law, regardless of
their background. The nobleman Swatopluk is therefore — much
to the offence of the nobles who are present — sentenced to
provide financial compensation for intentionally destroying the
crops of his serfs; Ladislaw is sentenced to death for committing

XXV


https://hudebniveda.cz/2021/04/article-2cs.pdf
https://hudebniveda.cz/2021/04/article-2cs.pdf

XXVl

a robbery-homicide. Here, the libretto reflects the tension be-
tween a traditional society based on serfdom and a modern
society of citizens with equal rights, which was sought by the
General Civil Code of 1811. On the personal plane, Libussa en-
counters a conflict between her duties as a sovereign and her
love for Primislas. A dramatic conflict between Libussa and the
rebellious nobles — her — suitors is resolved in the nick of time by
a supernatural act of the gods on the basis of a request from her
fairy mother hidden in an oak tree (Lannoy adopted this motif
from Musaus's fairy tale).

Lannoy’s greatest deviation from Musaus’s work was his
conception of the character of Primislas. In Lannoy’s text, Primislas
is a knight who comes from Saxony, which is why the Czech nobles
reject him as a foreigner. The resemblance between Lannoy’s opera
and the drama Wanda, Kénigin der Sarmaten [Wanda, the Queen of
the Sarmatians] from 1808, authored by Zacharias Werner, was first
pointed out by Jan Trojan. Werner's drama takes place in Poland
and Wanda'’s suitor is another foreigner, the knight Riidiger of Rii-
gen.® Primislas, being a foreign outsider, could naturally arouse the
sympathy of the audience, but his nationality prevented him from
being the founder of the Pfemyslid dynasty and therefore was in
conflict with the key element of the Libuse myth.

Characters of the same importance as Primislas are the two
suitors whom Libussa rejects — they create a traditional counter-
poise of the cunning (Swentibald) and the forceful (Wladomir).
Primislas’s servant Ulfo is a character similar in nature to Lesbino
in Denzio's opera. His numbers present a parody of the main plot:
while Libussa has two suitors with a grudge against Primislas, a
foreigner, Ulfo is seemingly being fought over by two female ad-
mirers, Libussa's companions. Lannoy was perhaps influenced by
Papageno, created by Schikaneder and Mozart, but Ulfo’s actions
are crude. Taking into account the fact that censorship was much
more sensitive to transgressions against morality compared to
political allusions, we can understand Lannoy's self-censorship —
i.e. omissions in the manuscript of his libretto.

While Eduard von Lannoy used the key elements of the
Bohemian Libuse myth very loosely (especially concerning the
character of Pfemysl), Joseph Karl Bernard respected them to a
much greater extent, perhaps because he actually came from Bo-
hemia. He was also significantly inspired by Musaus’s fairy tale. In

8 TROJAN, Jan. Libuse poprvé na operni scéné 19. stoleti. Hudebni
véda 45 (2007), 1, p. 35-50, here 47.

his adaptation, the motif of the magical “granate apple” is trans-
formed into a jewel, the “jewel of the realm”, which Libussa en-
trusts to her two suitors, Domoslaw and Tursko. Also, Przemislaw
is the son of a man who had been cast out by his evil neighbour,
as in Musaus's adaptation.

The link between the Baroque operas about Libuse and
Bernard's text lies (apparently unintentionally) in the motif of
LibusSe being saved by Pfemysl in the opening hunting scene,
particularly in the motif of the “pupation”: Przemislaw does not
know his true identity — he uses the name Wladislaw and presents
himself as the son of Botak; eventually, in the final denouement, he
finds out that his true name is Przemislaw and his father is Schima,
anobleman. In the presence of Przemislaw, Libussa pretends to be
Dobra, her companion and Schima's daughter, in order to verify if
his love is true; in contrast, Dobra is introduced by her as Libussa,
the ruler. On top of all the confusion, Dobra, who pretends to be
Libussa, falls in love with Wladislaw/Przemislaw without know-
ing that she is his sister. In the first version, which was printed in
Thalia, the character of Dobra was called Wlasta and the motif of
the Maidens’ War was supposed to play a much greater role in
the plot. However, in the final version, the librettist decided to
suppress it significantly.

Compared to Lannoy, who introduced a fairy in a magical
oak tree whose actions save Primislas, an interesting element in
Bernard’s libretto is the significant reduction of the supernatural.
The opera does present a sacrifice to the gods that is supposed to
make them choose the future prince. The gods’ will, presented by
Libussa, that the man in possession of the apple is to become the
duke is a mere repetition of the task Domoslaw and Tursko had
been given earlier on, before the plot’s beginning. Schima calls
this a reliance on “coincidence”. This does not mean that Bernard
directly agreed with the Enlightenment-period rationalists who
shared the scepticism regarding Libuse’s prophetic power, already
estabilished in Cosmas’s Chronica Boemorum, and presented her
as a fraud who pretends to fall into a prophetic trance. Bernard’s
Libussa strongly believes that the apple ended up in the hands of
Wiladislaw/Przemislaw by the will of the gods, but she still does
not reject the rationalist explanation of this plot twist as a coin-
cidence. Bernard narrates a romantic story, but not a romantic-
fantastic one, but rather one that is plausible.



Johann Ludwig Choulant’s libretto is the one of the three
that is most inspired by Musaus’s fairy tale. Choulant took from
it not only the names of Libussa’s suitors Wladomir and Mizisla,
but also the character of Libussa’s evil sister Therba, who is men-
tioned at the beginning of the story, and other motifs (a military
campaign against the Sorbs and the apple given as a gift). Unlike
Bernard, the author, being a beginner in the field of opera libret-
tos, did not manage to keep the individual elements of the plot
in a coherent shape. As a result, Therba does not appear in the
plot at all, and the motif of the rebellion of Libussa's suitors is not
developed either. On the other hand, the libretto contains several
well-conceived poetic passages, such as Mizisla's aria (1/4).

Compared to Bernard’s libretto, Choulant manifested
greater respect for the mythical or supernatural elements of the
myth. Prophecies and prophetic dreams form important aspects of
his text — it is a dream that leads Premislas to Libussa at the begin-
ning of the story. Another crucial element is Premislas’s prophecy
foretelling the future of Bohemia — once his kin has died out, the
country will be joined to the Habsburg throne until the end of
time. The political dimension of Premislas’s prophecy is under-
lined by the motif of a people’s rebellion against the rightful ruler
(which is, however, incited by Wladomir and Mizisla because of
their personal interests). Both parties show willingness to make
a compromise — Libussa is willing to marry, and the people are
willing to accept their future ruler although he is not a nobleman.
The threat of a revolution is eliminated. In this way, the libretto
reflects the mood of the bourgeoisie following the Congress of
Vienna in 1815, which was supposed to bring peace and stability
after the Napoleonic Wars.

The author of the libretto clearly made use of his experience
as a spectator of magic plays and magic operas. In his scenic notes,
he supposed that extensive theatrical machinery would be avail-
able and left detailed instructions for the future composer as to
how the music should be composed. While for the readers of the
time, these notes would have been able to enhance their impres-
sion and stimulate theirimagination, a potential composer would
possibly feel that such detailed instructions were superfluous.

All three German-language librettos are good reflections of the
atmosphere in the period of the Napoleonic Wars and after them.

Their motifs still frequently resemble the traditional plots of the
Italian librettos, including the confusion of identities of the indi-
vidual protagonists. All the authors use Libuse’s conflict between
love and duty, governance and private life. At the same time, how-
ever, the librettos already significantly reflect the matters of the
political setup of the society and the role of the sovereign in it.
Eduard von Lannoy got closest to the ideal of a female ruler who
abides by the law and follows it justly and regardless of the social
background of her subjects. In contrast, Bernard emphasised the
tradition of enlightened paternalism underlining the values of the
Biedermeier style. Choulant explicitly stressed the key role of the
Habsburgs for the Czech lands and Central Europe.

PN

Libuse in Czech Librettos
While all three German-language librettos about Libuse were cre-
ated within one decade (1812-1822), the time span between
the individual Czech librettos about Libuse stretches over almost
a hundred years. Chronologically, the first libretto was Libusin
sriatek [Libuse’s Marriage], authored by Josef Krasoslav Chme-
lensky (1800-1839); according to the author’s account, it was
finished in 1828, and the author subsequently published it in print
in 1832. The libretto was set to music by Frantidek Skroup. At his
benefit performance in the Estates Theatre, which took place on
6th November 1835, he staged its third act, but the premiere of
the entire work was postponed. Skroup reworked Libusin siiatek in
the late 1840s, and the opera was finally premiered on 11th April
1850 (in both cases, Skroup’s work on the opera correlates with
the awaited coronation of a new ruler, so we cannot rule out the
possibility that the composer intended to compose a coronation
opera). With the next libretto, there was also a rather long gap
between its creation and its staging. Josef Wenzig (1807-1876)
created his German-language libretto Libusa’s Urtheilsspruch und
Vermdhlung [Libude’s Judgement and Marriage] in 1866. Bedfich
Smetana finished his composition using the Czech translation of
the libretto by Ervin Spindler in 1872, and the work had to wait
for its premiere as Libuse until the opening of the National Theatre
in 1881; following the fire there, it had to wait for two more years.
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The third adaptation, by Ema Destinnova (1878-1930), was a
manuscript of the unpublished libretto KnéZna Libuse [Princess
Libu§e], which was not set to music; the libretto was created in
1910-1913. Subsequently, Destinnova’s libretto of a dramatic
scene called Nastoleni Libusino [The Enthronement of Libu§e],
which was set to music by Rudolf Zamrzla (1869-1930), was
premiered in VySehrad in Prague on the occasion of a Sokol event
held between two Sokol “Slet” festivals in 1923. We can observe
a rather long time span between the completion of the librettos
and their stagings — with Chmelensky's Libusin sfiatek it was more
than twenty years (approximately 1828-1850), with Wenzig's
Libuse it was fifteen years (1866-1881), and with KnéZna Libuse
and its reworked version Nastoleni Libusino by Ema Destinnova it
was thirteen years (1910-1923).

For German-language authors, the character of Libuse and
her story posed an attractive topic offering various approaches,
from an ironic Enlightenment period view to a romantically ex-
alted one. At the same time, the topic enabled them to make use
of the Libuse myth and address the matter of male and female
rule, as well as the end of the mythical “golden era”. However,
the relationship of the emerging modern Czech society towards
Libuse was significantly different — the Libu$e myth was under-
stood primarily as a story describing the beginning of Czech
statehood. The Czech authors therefore could not use the motifs
from the Libuse myth as freely as authors outside the Czech lands
could (at this point, it is worth noting that even Germans coming
from Bohemia and Moravia showed greater respect for Libuse, as
documented, for instance, by the almanac Libussa, published in
1842-1860). Apart from the medieval sources, the Czech view
of Libuse was also influenced by the newly “found” Libusin soud
[Libu3e’s Judgement] (after 1859 called the Rukopis zelenohorsky
[the Green Mountain Manuscript] on the basis of the place of
its origin), although it was immediately determined to be a for-
gery by Josef Dobrovsky. Unlike the Bohemian chronicles, which
frequently included lascivious references to Libuse’s alleged lack
of chastity, this work presents the princess as a dignified repre-
sentative of her people. A dispute between two neighbours over
property was transformed into a conflict between two brothers
concerning their father’s inheritance; it was intended to prove
the independence of the old Bohemian law of German law. The

Rukopis zelenohorsky, its plot, and its conception of Libuse influ-
enced all the Czech librettos about Libuse to varying extents.

The Czech librettists had to face the challenge of maintain-
ing fidelity to the chroniclers’ versions of the story, where Premysl
only emerges after Libuse has summoned him to the throne, and
at the same time respecting the principles of dramatic develop-
ment, where the protagonists are supposed to emerge in the first
act. The solution employed by the Italian and German librettists,
who did not feel bound by the chronicles, was commonly that
Pfemysl does not know (or hides) his true identity, which is only
revealed at the end of the story. However, this was not an option
for the Czech librettists. Chmelensky therefore introduced Premys|
as late as the third act. The plot of the first two acts revolves
around the dispute between two farmers, Rozhon and Milovec,
regarding the boundary between their fields, and the compe-
tition between two lords (especially the jealous Domaslav) for
Libuse’s hand in marriage. These motifs were taken from Hajek’s
chronicle, complemented with other characters, and merged in-
ventively into a single whole. The libretto therefore includes plots
that are typical of the older operatic adaptations (the hunting
scene, the scheming against Libu3e), but these are approached
from a new perspective: Libuse is saved from assassination by the
lord Bojorad, her suitor. However, Bojorad used to love Mlada, a
member of Libuse’s company; after years, he meets her again and
penitently returns to her, so there are no obstacles to the marriage
of Libuse and Premysl.

In Chmelensky's adaptation, Princess Libuse is presented as
a wise judge and sovereign who cares for her people with maternal
love. A certain degree of sacralisation results from both her posi-
tion as the ruler and the virginal modesty with which she rejects
her suitors. However, apart from maternal kindness, which she
shows towards Mlada, she also manifests bravery and decisiveness
(she bravely faces the attacking Rozho like a confident Amazon).
Nevertheless, in Act 3 she undergoes a surprising transformation —
from the ruler, she becomes a thrilled bride awaiting her groom,
Premysl. While her love for him slightly clashes with her duties as
the sovereign, it is far removed from the dramatically fundamental
conflict between love and duty. Libuse happily accepts her new
position and enjoys it because she has understood that love is
greater than power.



Following his late appearance onstage, Pfemysl dominates
the last third of the opera with his actions, particularly the attrac-
tive magical acts (planting the staff into the ground, the oxen
disappearing into the rock). However, a certain paradox occurs
towards the end: although in the final scene (111/8), the audience
is ready to witness the transfer of power from a woman into the
hands of a man, Premysl’s first act in the role of the ruler does not
document that a dove would be replaced by a falcon, as proph-
esied to the Bohemians by Libuse at the end of Act 2 (11/7). When
the repentant Domaslav (who had been sentenced to exile by
Libuse) turns to Pfemysl, the surprised Pfemysl does not decide
about his fate himself; instead, he leads him to Libuse so that she
may grant him clemency.

The remaining male characters are rather flat. Bojorad
seems to have come directly from the Baroque librettos in which
a former lover of a lovelorn woman could not be missing (in this
regard, the couple Bojorad — Mlada is directly linked to the couple
Roberto - Ersilla from Corradi’s Primislao).

Excursion: LibusSe outside Opera Stages

Before we proceed to Wenzig's libretto, it is necessary to make
a brief mention of three works that document the shifts in the
perception of the character of Libuse in the 1850s and 1860s.
The first one is the text Libusa’s Prophezeihung [Libu3e’s Proph-
ecy], authored by Josef Bayer (1827-1910) and set to music as a
cantata by August Wilhelm Ambros (1816-1876). Both authors
were among the group of young musical enthusiasts from Prague
known as the Davidsbiindelei [David’s Conspiracy]. The cantata
was premiered on 7th April 1850 at a charitable concert in Zofin
in Prague, i.e. only four days before the premiere of Libusin sfiatek
by Chmelensky and Skroup. While the opera reflects the peace-
ful Biedermeier-style atmosphere of the 1820s and 1830s, the
cantata already reflects the revolutionary year 1848. The text is
neutral with regard to the matter of nationality: it mentions nei-
ther Czechs nor Germans. In line with the Enlightenment ideals
of humanity, it emphasises liberal civic freedom in contrast to the
negatively perceived revolution. This attitude fully corresponds to
Ambros’s political beliefs: he belonged to the liberal wing of the
proponents of national tolerance within the constitutional mon-
archy. Furthermore, the cantata is symptomatically also the last

musical adaptation of the Libuse myth with a German-language
text: Wenzig's libretto, written in German, already had to receive
a Czech translation before it was set to music.

The shift in which the Czech patriotic discourse started
to perceive Libuse as its own symbol was fully manifested in the
1860s. This is documented by an event which, although a marginal
one from the artistic perspective, illustrates the atmosphere of the
time. On Sunday, 28th May 1865, there was a charitable perfor-
mance organised by secondary school students in Tabor, a town
in southern Bohemia, featuring a premiere of Libusina véstba
[Libuse’s Prophecy], with a libretto created by a teacher of the
Tabor secondary school, FrantiSek Patoc¢ka, and music composed
by the local organist and composer Alberto (Vojtéch) Rastrelli
(1830-1884). The work was not published in print and the score
is probably lost. Patocka's text does not reveal any great poetic
talent; rather, it is a work of an educated philologist. The chosen
metre and motifs are inspired by the Rukopis zelenohorsky. In the
first strophe, Libuse prophesies the glory of Prague; in the sec-
ond, she praises Charles IV in relation to the establishment of the
university; in the third, she celebrates Tabor and its educational
facility. The link of Libusina véstba with Charles IV and particularly
with the town of Tabor, a symbol of the Hussite movement (the
town was established in 1420 by the Hussites), apparently reflects
Patocka's effort to emphasise the importance of education and
to celebrate the town where he worked as a teacher. At the same
time, concerning both the ideological aspect and the motif, this
connection brings the poem close to Wenzig's libretto, which was
created one year later.

The third case where the Libuse myth was employed was
the grand ceremony of the laying of the foundation stone of the
National Theatre on 16th May 1868. In the evening, the Prague
New Town Theatre hosted a festive performance of Smetana’s
opera Dalibor. The opera itself was preceded by Smetana’s newly
composed Festive Overture in C major, which introduced a dramatic
scene ending with a tableau vivant composed by the renowed
playwright and writer Josef Jifi Kolar (1812-1896). At the begin-
ning, the Muse of dramatic art comes out of the Vysehrad rock,
joyfully welcoming the construction of the National Theatre and
invoking Libuse out of the rock. Libuse first celebrates the golden
era of the Greeks, comparing it to Bohemia during her lifetime.
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Subsequently, she prophesies the future glory of the National
Theatre and the entire nation. At the end, Libuse invokes the ap-
parition of our forefather Cech, who blesses the theatre, Prague,
and the Czech nation. Kolar's “festive overture”, as the author
himself called it, represents the essence of Czech nationalist ideol-
ogy of the 19th century. It presents the Bohemians as peaceful and
art-loving people who could stand comparison with the ancient
Greeks. Emphasis is also placed on the law, which strengthens the
nation’s glory.

Unlike the rest of the texts included in this anthology, Wenzig's
Libuse in the translation created by Ervin Spindler is a widely-known
work. Its specifics stand out in comparison with the previous op-
eratic adaptations of the Libuse myth. Wenzig also had to tackle
the dilemma concerning respect for the chroniclers’ narration and
the requirements or modern drama. Like Chmelensky, Wenzig also
placed the character of Pfemysl in the second half of the opera (the
set shift in Act 2) and the dramatic plot was transferred to second-
ary characters. But unlike Chmelensky, whose primary source of
inspiration was Hajek's Chronicle and who used the Rukopis zeleno-
horsky mostly as a source of individual details, Wenzig's main source
was particularly this allegedly oldest written source narrating the
Libuse myth, whose prestige in the Czech patriotic community had
increased significantly since the time of its “discovery”. However,
the plot capturing the dispute between two brothers, Chrudos
and Stahlav, over the inheritance was not sufficiently dramatically
robust and it also did not correspond to the expectations of Sla-
vonic placidity and generosity (profiteering was mostly attributed
to Germans). Wenzig therefore used the well-established motif of
the love triangle. The love story involving Krasava, who pretends
to be in love with Stahlav in order to make Chrudo$ jealous, may
have reminded the audience of the time of the plots of the French
comedy of manners (comédie de meeurs): these were very popular
with the Czech audience but raised controversy in the circles of
literary critics because of their “immorality”. The fact that Wenzig
set the love affair aside for Krasava, Chrudo$, and Stahlav (as with
Bojorad and Mlada in Chmelensky's adaptation) enabled him to
avoid it with the main couple, Libuse and Premysl, and empha-
sise the purity of their “statecraft marriage”. The inhibition of the
amorous storyline with respect to Libuse actually facilitated her

sacralisation. In Wenzig's conception, she is presented as a digni-
fied representative of the nation, showing her emotions to a very
limited extent. LibuSe does not encounter the internal conflict be-
tween love and duty; having handed over her power to Pfemysl, she
humbly puts in a good word for Chrudos (in Chmelensky's libretto,
this happens vice versa — Premysl intercedes for the treacherous
Domaslav with Libuge). Libuse saves her passion for the final scene
of the prophecy, emphasising indirectly that she is above “ordinary”
human emotions. All her efforts are targeted at the nation, whose
good comes first for her.

From the dramaturgical point of view, Pfemysl is a problem-
atic character. In Act 2, he dreams passively about Libuse, and only
his declared determination to defend Libuse and the nation from
imaginary enemies and subsequently from the real danger repre-
sented by Chrudos saves him from being perceived as ridiculous.
In Act 3, he assumes power with dignity, but everyone’s attention
is soon turned to Libuse’s prophecy and Pfemys| becomes a part
of the intently listening crowd.

However, these dramaturgical deficiencies only emerge if
we do not perceive Libuse from the viewpoint of a ceremonial
tableau, which is the conception Wenzig and Smetana both in-
tended to achieve. If Wenzig attempted to present the vision of
an ideal national community with no room for pure evil, he found
an excellent solution, compared to the librettos about Libuse
from the 19th century. In the previous librettos, Libuse always
had two suitors: a warrior and a cunning one. In Wenzig's Libuse,
the motif of rival suitors is missing because it would suppress her
unattainability. With Chrudos, Wenzig kept the tough personal-
ity, and the more prudent counterpart was transformed into his
brother Stahlay, so that one of the two supports Libuse from
the beginning. Such a constellation of characters supports the
interpretation of the story as a tribute to unity; despite a tempo-
rary conflict within one community, family happiness and stable
governance are restored.

Compared to the earlier librettos, Wenzig's adaptation is
distinctive in its suppression of mythical elements. Pfemysl is not
met by the envoys while ploughing (the plough is merely present
on set), he does not plant the staff, etc. The less the original myth
from the medieval chronicles is represented in the libretto, the more
the modern 19th-century myth of the nation is manifested. It is



represented in the national symbols as well as in the historical top-
ics in Libusino proroctvi [ Libuse’s Prophecy]. A very important sym-
bolis the lime tree, already symbolically adopted by Czech patriots
as a national tree in the early 19th century. The court scene in Act
1 takes place under a lime tree, and the tree is also explicitly men-
tioned in Libuse's speech at the court and in Pfemysl’s aria in Act 2.

Libuse’s final prophecy represents Wenzig's highly origi-
nal input concerning adaptations of the Libuse myth. A series of
tableaux vivants represents a carefully chosen selection of famous
personalities from Bohemian history, particularly emphasising the
constitutional and national-defence role.

Wenzig's conception captures the perception of Bohemian
history from the viewpoint of burgher liberalism connected to
national ideology. It fully corresponds to the conception of his-
tory presented by the historian and politician Frantisek Palacky.

Wenzig's text, a libretto intended for an opera performed
on the occasion of the intended coronation of Franz Joseph | as
the King of Bohemia, which eventually never took place, provides
remarkable evidence of the idea of the Czech patriotic elites con-
cerning the social contract between the sovereign and the people.
Libuse is elected to the throne by elders, chiefs, and lords; the
court scene involving the assembly presents the audience with the
desired constitutional parliamentary monarchy.

Libuse, a ceremonial tableau, is a work intended for the
Czech audience. For obvious reasons, Smetana did not consider
foreign stagings. Despite this fact, a translation into German
was created in the second half of the 1890s. In 1897, the pub-
lishing house of Josef Weinberger in Lepizig published Wenzig's
libretto adapted by Ludwig Hartmann (1836-1910), a German
composer and musical journalist. The publication of the libretto
was apparently related to the intended staging of Libuse in Vi-
enna, to be conducted by Gustav Mahler; the staging eventually
never took place. Hartmann's adaptation of Spindler’s transla-
tion back into German therefore remained an interesting piece
of evidence of the particular time — in line with the trends of
the end of the 19th century, Hartmann filled the repeated verses
with new text, so his version is longer than the original. From
the ideological perspective, an especially intriguing part is the
final tableau vivant, where Libuse celebrates Bohemia instead
of the Czech nation.

Wenzig's adaptation served as inspiration for Ema Destin-
nova. Concerning her unpublished manuscript of KnéZna Libuse
[Princess Libuse], only Acts 1 and 3 have been preserved. Act 2
also included (according to the list of characters) Chrudo$ and
Stahlav. Compared to the older operas about Libu3e, the author
focused on the circumstances of Libuse's enthronement, as well as
her approaching death and the prophecy made three years after
her marriage to Pfemysl. Her approach is therefore significantly
innovative, at least compared to the other operatic adaptations
(Libu3e dies, for instance, in the drama Libussa by Franz Grillparzer
from 1848, or the cycle of epic poems Vysehrad authored by the
Czech poet Julius Zeyer from 1879).

Destinnova obviously foregrounds the character of Libuse,
who controls a substantial part of the events. She is governed by
the mysterious Voice, thus being a mere obedient intermediary
between the gods and her people. She brings hope to the people
through her self-sacrifice; her personal happiness is linked to the
prosperity of the nation.

The end of Act 1 outlines a dramatic conflict that was ap-
parently developed in Act 2: while the majority of the people
are happy to have Libuse proclaim herself the ruler, the men are
hesitant. In Act 3, Libuse perceives her approaching death as a
punishment for her breaking her vow of virginity. The Libuse in
Destinnova’s adaptation is therefore clearly the most tragic ver-
sion of the character from all the operatic adaptations. While
Chmelensky and Wenzig designed the perception of her choice
of Pfemysl as an unambiguously positive one, with Destinnova,
the fate of Libuse involves the traditional conflict between love
and duty, which also contributes to the more pronounced psycho-
logical aspect of the main character. The remaining characters —
Libuse's sisters Kazi and Tetka, as well as the bard Slavoj and the
choir — are subordinate to Libuse.

The libretto is full of traditional patriotic symbolism shaped
in the period of Romantic nationalism: Libuse is labelled as a dove
and the Czechs as the kin of doves. As with Wenzig, Destinnova
also makes use of the lime tree. Here, its role is more than a mere
national symbol: in the final prophecy, the “Sacred Lime tree”
directly represents the nation. Unlike Wenzig, Destinnova does
not list any particular historical personalities; instead, she uses the
tree as a symbol. A storm and the lightning that splits the “Sacred
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Lime tree” represent a national tragedy. However, three centuries
later, the lime tree, i.e. the nation, shall flourish again. Libuse fin-
ishes her prophecy with a non-historical quotation from the Saint
Wenceslas Chorale. As with Wenzig, Destinnova also frequently
uses the motifs from the Rukopis krdlovédvorsky [ The Queen's Court
Manuscript] and the Rukopis zelenohorsky.

Several years after the establishment of Czechoslovakia, Des-
tinnova had the opportunity to realise her original intention in a
reduced, but even more magnificent shape. In 1923, Prague hosted
a Sokol event held between two Sokol “Slet” festivals. Destinnova,
with support from the Czechoslovak Sokol Community and the
Prague city hall, managed to have her libretto performed in the
open air in Vy$ehrad. The music was composed by Rudolf Zamrzla
(1869-1930), an experienced composer and conductor. Instead
of a full-length three-act opera, Destinnova adapted Act 1 and
labelled it as a “scene” called Nastoleni Libusino.

The storyline generally corresponds to the original version
of the libretto, but some important changes were also made. The
omission of the solo parts of Kazi and Tetka is justifiable with re-
spect to the balance in the representation of voices — in the original
Act 1, Krok’s daughters prevailed, and the only solo male part was
Slavoj. In contrast, the only solo part in Nastoleni Libusino is Libuse,
who is accompanied by three male characters: Radvan, Vitoraz, and
Slavoj. This arrangement underlines her special importance.

Shifts of much greater importance occurred with regard
to the ideological aspect. While in the original version Libuse
only fulfils the will of the mysterious Voice which gave her the
idea of becoming the ruler and Libuse simply announces it to the
surprised people, in the new version the proposal is put forward
by Radvan (impressed by her prophecy) and the thrilled people
unanimously elect Libu3e through acclamation (which slightly
resembles the first election of Tomas Garrigue Masaryk as the
President by the members of the Revolutionary National Assembly
on 14th November 1918); the gods merely confirm the people’s
will. This democratic conception corresponds in a better way to
the principles of the Sokol Movement and the idea of the Czecho-
slovak state, as well as Smetana’s Libuse.

Destinnova obviously did not want to omit the dramatically
spectacular scene of Libuse’s prophecy, which is the logical climax
of her original three-act libretto. For this reason, she included it

in the scene of her prophetic trance. She took and adjusted only a
few verses from the original text because the prophecy concerning
the end of three hundred years of oppression had come true in the
meantime. In contrast, she added a strophe prophesying the glory
of Prague, which matched the intended performance in Vysehrad
very well. The prophecy addressing the glory of Prague, based on
old Bohemian chronicles, is complemented by a warning against
the Germans mentioned in the immediately preceding verses.

In fact, the nationally uplifting nature of the libretto was
the primary reason why the performance was supported by the
Czechoslovak Sokol Community, as is obvious from the foreword
of the printed libretto. The nationalist ideology of Nastoleni
Libusino therefore followed in the footsteps of Smetana’s Libuse;
the references to the Rukopis krdlovédvorsky and the Rukopis zeleno-
horsky remained untouched or were only slightly changed.

Despite the monumental staging and the positive reception
from the audience, the adaptation authored by Ema Destinnova
and Rudolf Zamrzla received dismissive reviews from most critics.
There were also those who reproached the author for desecrating
Smetana’s Libuse, as well as ironic comments regarding the effort
to bring old myths and legends back to life. It became appar-
ent that in the Czech culture of the 20th century, there was no
longer any room for romantically pathetic adaptations of Libuse.
Therefore, no-one else has attempted to create any other serious
musical-dramatic adaptation of the Libuse myth.

Eventually, in the late 1960s, the Brno composer Josef Berg
(1927-1971) tried to bring the Libuse myth back. Since the early
1960s, the author had been strongly influenced by Bertolt Brecht's
epic theatre, which was significantly employed in the Mahen Thea-
tre in Brno. Berg's disillusioned view of history and his attempt
at de-mythologising the characters that are perceived as heroic
ones was in line with the atmosphere of the 1960s. Berg's reaction
to the Soviet occupation of 1968 included, among other things,
the effort to create a composition called Obrazy z déjin ndroda
Ceského [Tableaux from the History of the Czech Nation]. The
name was borrowed from a book authored by Vladislav Vanéura;
the book was intended to boost the morale of the Czech nation
in the period of the Nazi occupation. However, unlike Vandura,
Berg's composition used it as a poignant satire along the lines
of Berg's so-called New Humour and developed the motifs from



Czech national mythology and particularly the Pan-Slavic myth
ad absurdum. However, the work remained unfinished. The criti-
cal intentions are documented by the outlines of the individual
tableaux: 1. Libuse at the confluence of the Vltava and the Labe;
2. the main prophecy (5 minutes); 3. the additional prophecy
(3 seconds), 4. Bivoj and the bovine; 5. Saint Wenceslas prophesy-
ing the arrival of the Redeemer (Messiah); 6. the fatal schism of
the Slavs. The moving-out; 7. the morning service in Dévin; 8. at
Premysl’s banquet; 9. the Vltava.

The preserved typescript of the libretto shows a very unu-
sual cast consisting of the Announcer — a dramatic artist (H),
Varyto — canto basso (V), and an “ethnographic” orchestra (O).
Obviously, “Varyto” does not refer to the fictional musical instru-
ment mentioned in the Rukopis krdlovédvorsky; it is the character
of a singer — the bard (who is accompanied strictly by a harp).
The increasingly clear allusions made by the Announcer are tar-
geted against the Soviet occupation. The preserved torso of the
score significantly differs from the libretto typescript; among
other things, the score contains a comically long list of (Proto-)
Slavonic tribes with the “Rusak” tribe at the end: in Czech, this
form conspicuously resembles the word form “Rusak”, which is a
pejorative label for the Russians. In fact, the presence of the char-
acter of Libuse serves here merely as a fig leaf hiding the political
aspect of the work — even more so in the score than the typescript
of the libretto.

Because of his illness and subsequent untimely death, Josef
Berg could not complete his Obrazy z déjin ndroda ceského. Because
of its anti-Soviet tone, the composition could not be premiered in
Czechoslovakia in any case. In 2009, the score was reconstructed
by Peter Marek,’ but the composition has not been performed
until the present, although it remains politically topical even in
the 21st century.

Compared to the German operas about Libuse, the function of
the Czech Libuse adaptations is obviously different. Although
even the German librettos show certain features deviating from
the common operatic production of the time (Libuse’s proph-
ecy in Choulant’s libretto, the through-composed finales in
Kreutzer's opera), the tendency in the Czech operas is clearly a

MAREK, Peter. Josef Berg a jeho dosud nezndmé Obrazy z déjin ndroda
Ceského — rekonstrukce partitury, libreto a interpretacni pozndmky. Bachelor's
diploma thesis. Masarykova univerzita, Filozoficka fakulta, Brno,

2009; IDEM. Josef Berg a jeho dosud neznamé Obrazy z déjin naroda
&eského. Opus musicum 41 (2009), 5, p. 4-9.

prevalent representative function. The primary objective of the
Czech librettos is not to present a romantic story full of intrigues;
they are designed with oratorio-like pathos or directly as corona-
tion operas. Their political message turns not only towards the
rulers, but primarily to the nation: through these compositions,
the nation can reflect upon itself and observe its past, present,
and future. It is particularly this tendency towards the repre-
sentative function that makes the Czech adaptations different
from Bernard's libretto. This tendency, already apparent in Chme-
lensky's text, peaks with Wenzig's libretto, and it still echoes in
Destinnova's adaptation, which was created at a time when this
tendency was already prevalently perceived as an anachronism
and consequently became the target of criticism (from reviewers,
not the audience).

The representative function emphasises the political mes-
sage in the works: Chmelensky's Libuse gladly hands over the
governance to her beloved husband and the harmony of the gov-
erning couple guarantees the nation’s prosperity. Wenzig deliber-
ately suppresses the mythical aspects of the story; his conception
emphasises the ideals of a constitutional monarchy seen from the
perspective of the burgher liberalism of the 1860s. Concerning
Ema Destinnova, in the first, pre-war version (Knézna Libuse) of her
libretto, she emphasises the heroine’s predestination to rule; in
the second, post-war version (Nastoleni Libusino), she accentuates
the democratic choice of Libuse as the ruler and warns the Czechs
about German expansionism. Her understanding of Libuse stands
in contrast to the nationally tolerant conception that Josef Bayer
and August Wilhelm Ambros presented in their cantata Libusa’s
Prophezeiung (1849), where Libuse becomes the proponent of
people’s freedom, regardless of their nationality. Destinnova
therefore indirectly documents the difficulty of achieving peace,
freedom, and harmony among nations in the politically unstable
Czech and Central European region. In a substantially different
political context, this difficulty is illustrated even by Berg's Obrazy
z déjin ndroda Ceského, which represents an ironic (and so far the
last) word on the Libuse myth.

XXXV






La Libussa
Libuse

Flaminio Parisetti (1692 /c. 1702)




La Libussa / LibuSe, Flaminio Parisetti (1692 / c. 1702)

Wolffenbiittel 1692
La
LIBUSSA.

Drama per Musica
Da
rappresentarsi nel
TEATRO DUCALE
di
WOLFFENBUITEL
Consacrato
All’ Altezza Serenissima
del Sig.™ Principe

AUGUSTO
GUGLIELMO
Duca di Bronsuich Luneburgo, &c.
da
FLAMINIO PARISETTI G. d. C.
del Serenissimo Sig.” Duca

ANTONIO ULERICO
di Brons. Luneb. Wolffenb. &c.
In VVOLFFENBUTTEL,
Per GASPARO GIOVANNI BISMARCK,
L’ANNO 1692.

LIBUSE

Hudebni drama
provedené
ve
VEVODSKEM DIVADLE
ve
WOLFFENBUTTELU
vénované
Jeho Nejjasnéjsi Vysosti
panu vévodovi

AUGUSTU
VILEMOVI,

vévodovi z Brunsviku, Lineburgu atd.

od
FLAMINIA PARISETTIHO, komornika
nejjasnéjsiho pana vévody

ANTONINA OLDRICHA

z Brunsviku, Liineburgu, Wolfenbiittelu atd.

Ve WOLFENBUTTELU
u KASPARA JANA BISMARCKA
ROKU 1692



Vazeni Ctenafi, prave jste docetli ukazku z knihy LibuSe. Edice libret / Edition of Libretti.
Pokud se Vam ukazka libila, na nasem webu si miiZete zakoupit celou knihu.



