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Tato kniha je obrazovym zastavenim u patnacti inscenaci oper LeoSe Janacka realizovanych
v Narodnim divadle moravskoslezském v Ostravé. Pomoci fotografii z vybranych inscenaci
se pokousime evokovat inscenacni pohled na skladatelovo operni dilo v pribéhu ¢asu na
ostravském jevisti.

Na&s vybér je limitovan skutecnosti, Ze zdaleka ne ke v8em inscenacim, jeZ zde byly uvedeny
od roku 1919, existuje dostateéné vypovidajici obrazova dokumentace. Vyjimku z obdobi
mezi dvéma svétovymi valkami tvofi scénické navrhy vytvarnika Vladimira Kristina pro prvni
ostravské nastudovani opery Z mrtvého domu v roce 1932, které knihu oteviraji. Pfehled

pak navazuje az v roce 1958 — teprve od tohoto data mame dnes k dispozici priikaznou

a obsahlejsi fotografickou dokumentaci, i kdyz v riizné kvalité a mnozstvi.

Na realizaci oper Leose Janacka se podilela cela fada vyznacnych ceskych rezisér

a scénografd. Dosud pouze ve dvou pfipadech byli osloveni reziséfi zahranicni. V roce 1994
to byl anglicky reZisér David Sulkin, ktery nastudoval Pfihody lisky Bystrousky, a v roce 2010
pripravil slovinsky tviirce ROCC Sdrku.

VSechny zde uvedené inscenace, az na jedinou vyjimku, byly premiérovany v divadelni budove,
ktera je sidlem ostravského operniho souboru a od roku 1990 nese jméno Divadlo Antonina
Dvoraka. Tato neobarokni stavba, oteviena v roce 1907, je dilem videriského architekta Alexandra
Grafa a oproti opernim domiim v Praze a Brné disponuje ponékud komorné;j$im hledistém a téz
jevistém mensich rozmérd. Toto usporadani umoznuje na jednu stranu blizsi a intenzivnéjsi
kontakt divakd s interprety, a to i na vzdalenéjSich mistech hledisté, na stranu druhou je pak
mensi jevisté pro inscenatory vyzvou hledat jinou miru stylizace scénického obrazu.

Nase volba je ryze subjektivni, ale zodpovédné vybirame z inscenaci, které dle naSeho nazoru
nejen vhodné dokumentuji proménu divadelniho jazyka za uplynulych Sedesat let, ale zaroven
nam pfipadaji v mnoha ohledech inspirativni i pro sou¢asnost. Nékteré z nich je pak mozno
povazovat za ve své dobé zlomové. Rovnéz pfitom vénujeme pozornost scénické podobé vSech
oper, které v obdobi po roce 1945 zaznély v Ostravé poprvé: Vylety pané Bouckovy (1959),
Sdrka (1978), Poédtek romdnu (2000) a Osud (2018). Subjektivni je do jisté miry i textova ¢ast
publikace. Jedna se bud o komentare rezisért zde prezentovanych inscenaci, anebo o dil¢i
postrehy a Uvahy nad dostupnym fotografickym materialem, nékdy spojené i s osobnimi
vzpominkami a dojmy.

Kvalitni divadelni fotografie jsou jednim z mala médii (dlouhou dobu to byvaly pouze ony),
ktera jsou schopna alespori ¢asteé¢né uchovat zpravu o vizualni podobé a estetickém vyrazu
inscenace. Dobry divadelni fotograf dokaZe zachytit prchavy dojem a napéti konkrétniho
okamziku a zaroven je jakymsi jedine¢nym i obecné platnym zplsobem petrifikovat.

Snazili jsme se v nasem archivu nalézt presné takovéto snimky a s jejich pomoci podat

na nasledujicich strankach zpravu o inspirativni podobé vybranych inscenaci oper Leose
Janacdka na ostravském jevisti.

This book is a pictorial accompaniment to the fifteen stagings of the operas by Leo$
Janacek performed at the National Moravian-Silesian Theatre in Ostrava. By means of
photographs from selected performances, we attempt to evoke the staging perspective on
the composer’s opera works on the Ostrava stage over the course of time.

Our selection is limited by the fact that by far not all of the stagings, which were presented
as of the year 1919, have sufficient relevant pictorial documentation. Exceptions, from the
period between the world wars, are the staging designs by the artist Vladimir Kristin for
the first Ostrava rendition of the opera From the House of the Dead in 1932, which open up
the book. The overview only continues in 1958, as only from this date do we have available
demonstrative and more extensive photographic documentation, although of varying quality
and amounts.

An entire range of excellent Czech stage directors and scenographers contributed

to the stagings of Leo$ Janacek's operas. Only two foreign directors have been invited

for participation up until now, these were the English director David Sulkin who staged

The Cunning Little Vixen in 1994, and the Slovenian director ROCC with Sdrka in 2010.

All of the performances mentioned here, with only one exception, premiered in the theatre
building which is the seat of the Ostrava opera company, and which bears the name Antonin
Dvorak Theatre as of the year 1990. This Neo-Baroque structure, opened in 1907,

is the work of the Viennese architect Alexandr Graf and, in contrast to opera houses in
Prague and Brno, it has a somewhat more intimate auditorium as well as a stage of smaller
dimensions. This arrangement enables, on the one hand, closer and more intimate contact
between the audience and the interpreters, and this in even more distant parts

of the auditorium. The smaller stage is, on the other hand, a challenge for the performers
to seek out another level of stylization for the staging picture.

The choice of performances is purely subjective, but intentionally chosen from stagings which,
in our view, not only appropriately document the changes to theatre language over the last
sixty years, but also serve, in many respects, as inspirational for the present day. A number

of them can be viewed as groundbreaking for their time. We will also draw attention to the
staging appearances of all the operas which were first performed in Ostrava after the year
1945: The Excursions of Mr Broucek (1959), Sarka (1978), The Beginning of a Romance (2000)
and Fate (2018). The textual part of the publication is also subjective to a certain extent. These
consist of either the commentaries by the directors of the performances presented here as well
as other observations and thoughts concerning the available photographic material, at times
even linked with personal recollections and impressions.

Quality theatre photographs are one of the few media (for a long time being the only medium)
which are able to at least partially capture the news concerning the visual form and aesthetic
character of the staging. A good theatre photographer is able to record the fleeting impression
and tension of the concrete moment, and at the same time, he is able to preserve them

in a unique and generally valid way. We tried to find exactly those kinds of photographs in

our archive and by their means to provide information on the following pages about the
inspirational character of selected stagings of Leos$ Janacek's operas on the Ostrava stage.
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Z MRTVEHO DOMU
FROM THE HOUSE OF THE DEAD

1932

Dirigent — Conductor Jaroslav Vogel

ReZie — Stage director Jaroslav Vogel

Scéna a kostymy — Set and costume designer Vladimir Kristin
Premiéra— Premiere 12. 2. 1932

Méstské divadlo — City Theatre


https://www.ndm.cz/cz/opera/inscenace/2532-z-mrtveho-domu/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Scénické navrhy Vladimira Kristina k opere
Z mrtvého domu z roku 1932 jsou stéZejnimi
doklady vytvarného feseni inscenaci
Janackovych oper na scéné NDMS v obdobi
mezi dvéma svétovymi valkami. Navrhy té
doby rozvijeji mimoradnou tvarci schopnost
vizualni podpory inscenovaného dila

a sméruji k emancipaci a rovnocennému
postaveni s ostatnimi inscenaénimi
slozkami. Misto déje opery Z mrtvého
domu, vézeniv odlehlé ¢asti carského
Ruska, preduréuje podobu i atmosféru
scény. Vladimir Kristin pracoval napadité

s Utvary v prostoru, vyuzil charakteristické
drevéné konstrukce a palisady typické

pro ruské venkovské pribytky a zarover
navrhl komplex neprostupnych studenych
betonovych budov. Volbou pevného

a tvrdého materialu se sice odklonil od
autentické verze, ale zamérné tim podtrhl
tizivou atmosféru vézenského prostiedi

i pocit beznadéjného osudu Zivota

v odlouéeni, ze kterého neni tniku.

Lenka Cernikova

-Z MRTVEHO DOMU (1932)
Navrh scény Vladimira Kristina, Ostravské muzeum
FROM THE HOUSE OF THE DEAD (1932)
Stage design by Vladimir Kristin, Ostrava Museum

The stage designs by Vladimir Kristin for
the opera From the House of the Dead
from 1932 are the crucial documentation
concerning the artistic design of
Janacek's opera stagings on the NDMS
stage in the period between the two World
Wars. The designs of that time develop

the remarkable creative ability of the
staged work's visual support, and they

lead toward emancipation and an equal
status with the other staged elements.
The plot location of the opera From the
House of the Dead, a prison in a distant
part of Tsarist Russia, serves to define both
the look and atmosphere of the stage.
Vladimir Kristin worked in inventive fashion
with shapes in space, making use of the
characteristic wood construction and

palisades typical for Russian rural dwellings.

He also designed a complex of impassable
cold concrete buildings. The choice of the
firm and hard material differed from the
authentic version, but thereby intentionally
underlined the stifling atmosphere of the
prison environment as well as the feeling of
the hopeless fate of a life in isolation, from
which there is no escape.

Lenka Cernikova
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7 Z MRTVEHO DOMU (1932)
Navrh scény Vladimira Kristina, 1. a 4. jednani, Slezské zemské muzeum
FROM THE HOUSE OF THE DEAD (1932)
Stage design by Vladimir Kristin, Act 1 and 4, Silesian Museum

7 Z MRTVEHO DOMU (1932)
Névrh scény Vladimira Kristina, 2. jednani, Slezské zemské muzeum
FROM THE HOUSE OF THE DEAD (1932)
Stage design by Vladimir Kristin, Act 2, Silesian Museum

-+ Z MRTVEHO DOMU (1932)
Soubor opery v kostymech opery Z mrtvého domu (1932),
Ostravské muzeum
FROM THE HOUSE OF THE DEAD (1932)
The opera company in costumes from the opera
From the House of the Dead (1932), Ostrava Museum




JEJI PASTORKYNA

Dirigent — Josef Kuchinka

Rezie — llja Hylas

Scéna a kostymy — Jan Sladek
Premiéra — 15. 6. 1958

Divadlo Zdenka Nejedlého —


https://www.ndm.cz/cz/opera/inscenace/1529-jeji-pastorkyna/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Scénograf Jan Sladek je spojen

s ostravskym divadlem jiz od poc¢atku

30. let, pravidelné zde tvofil zejména

do roku 1945. Vedle scénografii pro

operu intenzivné spolupracoval pfedevs§im
s ¢inohrou. Vypravu k Jeji pastorkyni
pripravil celkem tfikrat. Kromeé oné realizace
zroku 1958 jesté také v roce 1934 pro reZiséra
Karla Kiiglera a o Sest let pozdéji pro
reziséra Karla Palouse. Ve své treti ostravské
vypraveé k této Janackoveé opere rozviji
malif'sky zaklad scénografie do expresivné
rozloZeného architektonického feseni.

- JEJI PASTORKYNA (1958)
2. jednani - Zderika Divakova (Jentfa), foto Frantisek Krasl
JENUFA (1958)
Act 2 - Zderika Divakova (Jentfa), photo by Frantisek Kras/

The scenographer Jan Sladek is linked
with the Ostrava theatre from the beginning
of the 1930s, having worked here regularly
up to the year 1945 in particular. Apart
from scenography for opera, he worked
intensively with drama. The stage set for
Jenlifa was prepared three times in all.
Apart from the design from the year 1958,
he also worked with the director Karel
Kiigler in 1934 and with the director Karel
Palous six years later. He developed the
painting foundation of the scenography
into an expressively arranged architectural
design for the third Ostrava stage set for
this opera by Janacek.




JEJI PASTORKYNA (1958)

1. jednani - Franti$ek Janda (Laca), Jii Pavli¢ek (Steva), spole&né se &leny
operniho sboru na scéné Jana Sladka, foto Frantisek Kras/

JENUFA (1958)

Act 1- Franti$ek Janda (Laca), Jifi Pavlidek (Steva) together with the opera
company in the set by Jan Sladek, photo by Frantisek Krasl|




 JEJI PASTORKYNA (1958)
3. jednani - Frantisek Janda (Laca), Rudolf Juza (Rychtar), Milada Safrankova
(Jen(ifa), Helena Zemanova (Stafenka) a ¢lenové operniho shoru, foto Frantisek Krasl
JENUFA (1958)
Act 3 - Franti$ek Janda (Laca), Rudolf Juza (Mayor), Milada Safrankova (Jen(ifa),
Helena Zemanova (Grandmother) and members of the opera company, photo by
FrantiSek Krasl




I E' 5 E' VYLETY PANE BROUCKOVY
THE EXCURSIONS OF MR BROUCEK

Dirigent — Conductor Bohumil Gregor
Rezie — Stage director llja Hylas

Scéna — Set designer Vladimir Sramek

Kostymy — Costume designer Ladislav Brané
Premiéra — Premiere 28. 6.1959

Divadlo Zdefka Nejedlého — Zdenek Nejedly Theatre


https://www.ndm.cz/cz/opera/inscenace/1508-vylety-pane-brouckovy/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Prvni ostravské nastudovani Vyletii pané
Brouckovych bylo v rukou domaciho tymu.
RezZisér llja Hylas a scénograf Vladimir
Sramek stvorili inscenaci, na niz je patrné
estetické a vyrazové uvolfiovani, které
nastalo v ¢eském kulturnim prostredi

od konce 50. let dvacatého stoleti.

S postupnym opousténim svazujicich
aideologicky pfisné stfezenych doktrin
socialistického realismu, a to nejen

v ¢eském divadle, kone¢né mizelai Sikana
vyplyvajici z jejich nedodrzovani. Uvolnéni
drive nasilné zadrZzované tvirci energie je
silné patrné i na této inscenaci. Scénograf
tu vychazi z principl kolaze, ktera jako

by odkazovala k scénografické hravosti

a poeti¢nosti mezivale¢né avantgardy

a zaroveri je silné ovlivnéna i polyekranem -
principy nedavno vzniklé Laterny magiky, jez
slavila spolu s celou ¢eskou expozici velky
mezinarodni Uspéch na Svétové vystavé
Expo 1958 v Bruselu. | zde jsou pouzity
projekce, byt statické. Na zavéSenych
projekénich plochach jsou vyfezy siluet
Prazského hradu. V mési¢nim obraze,

v opileckém snu, pak visi naopak, vézemi
smérem dolU. Je to prevraceny, na hlavu
zde uvedené fotografie s tanec¢nicemi

je inspirace Laternou magikou a jeji
tehdejsi originalni estetikou patrna.
Pegase v mési¢ni scéné nahrazuje maketa
automobilu poukazujici k tehdy médni

a popularni novince ¢eskoslovenského
automobilového priimyslu, Skodé Felicii

z roku 1958.

- VYLETY PANE BROUCKOVY (1959)
1. éast — Lubomir Prochazka (Broucek), foto Frantisek Kras!
THE EXCURSIONS OF MR BROUCEK (1959)
Part 1- Lubomir Prochézka (Broucek), photo by Frantisek Krasl|

The first Ostrava staging of The Excursions
of Mr Broucéek was in the hands of

a domestic team. The director llja Hylas
and the scenographer Vladimir Sramek
created a staging expressing the distinct
aesthetic and expressive liberalization which
had become evident in the Czech cultural
environment as of the end of the 1950s.
With the gradual abandonment of the
binding and ideologically strict guarded
doctrines of Socialist Realism, and this not
only within Czech theatre, the suppression
resulting from a lack of adherence also
finally disappeared. The liberation from

the earlier forced restraining of creative
energy is also clearly apparent in this
staging. The scenographer works with

the principles of collage, which seems

to make reference to the playfulness of the
staging and the poetic character of the
interwar avant-garde, while at the same time
being strongly influenced by polyecran —
the principles of the recently established
Laterna magika (Magician's Lantern),

which met with great international success
along with the entire Czech exposition

at the World Fair Expo 1958 in Brussels.
Projections are also used here, although
static in character. There are cut-outs of
Prague Castle silhouette on the suspended
projection surfaces. However, these hangin
the opposite direction, with spires upside
down, in a lunar picture, in the drunk dream.
Itis the inverse world turned on its head.
The props are minimal, clear inspiration from
Laterna magika and its original aesthetics
of the day are obvious from the photograph
with dancers presented here. Pegasus in
the lunar scene is replaced by a model of
an automobile referring to the fashionable
and popular novelty of the Czechoslovak
automobile industry of the day, Skoda Felicia
from the year 1958.




VYLETY PANE BROUCKOVY (1959)

1. 8ast - Elenky baletniho sboru, foto Frantisek Krasl!

THE EXCURSIONS OF MR BROUCEK (1959)

Part 1—members of the ballet company, photo by Frantisek Kras/

P

; # VYLETY PANE BROUCKOVY (1959)
e 1. 84st - scéna Vladimira Sramka, foto Frantisek Kras!
e | J THE EXCURSIONS OF MR BROUCEK (1959)
7 ¥ I..l' | Part 1-set by Vladimir Sramek, photo by Frantisek Krasl
e O



 VYLETY PANE BROUCKOVY (1959)
1. 8ast — scéna Vladimira Sramka, foto Frantisek Kras!
THE EXCURSIONS OF MR BROUCEK (1959)
Part 1-set by Vladimir Sramek, photo by Frantisek Kras/
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2. &4st - scéna Vladimira Srémka, foto Frantigek Kras!
THE EXCURSIONS OF MR BROUCEK (1959) [E——— — ——
Part 2 - set by Vladimir Sramek, photo by Frantisek Kras/ - -

e




e Divadlo Zderika Nejed|ého, 1957, foto FrantiSek Krasl




1960

KATA KABANOVA

Dirigent — Bohumil Gregor

Rezie — llja Hylas

Scéna — FrantiSek Troster

Kostymy — Bedfiska Ustohalova
Premiéra — 1.10.1960

Divadlo Zdenka Nejedlého —


https://www.ndm.cz/cz/opera/inscenace/1458-kata-kabanova/

Jeden z nejvétsich ¢eskych scénografti

20. stoleti Frantisek Troster poprvé
spolupracoval s Narodnim divadlem
moravskoslezskym v roce 1947, kdy spole¢né
s rezisérem Hanu$em Theinem, kmenovym
tvlrcem opery prazského Narodniho divadla,
predstavili Boufi Zderika Fibicha. V roce

1949 zde pak oba tito umélci pfipravili
inscenaci Kati Kabanové. K této realizaci se
doposud bohuzel nenalezla zadna obrazova
dokumentace. Stejny tym inscenoval tuto
operu uz dva roky predtim v prazském
Narodnim divadle a jen p(l roku pfed
ostravskym uvedenim méla svou premiéru
jejich Kata Kabanova v Plzni. Od své

prvni scénografie k této Janackové opere

v roce 1947 v prazském Narodnim divadle
mél FrantiSek Troster moznost vytvofit
vypravu pro toto dilo v nasledujicich dvou
desetiletich jesté nékolikrat, naposledy

v roce 1968 pro Teatro Col6n v Buenos
Aires. V roce 1941 pak v prazském Divadle
na Vinohradech vypracoval scénografii

pro drama A. N. Ostrovského Boure, které
se Janackovi stalo predlohou libreta Kati
Kabanové. V ni predstavil zakladni stavebni
principy svého scénografického pfistupu

k tomuto sugestivnimu pfibéhu. Dvé
diagonalné uprostred jevisteé se kfizici Sikmy
a na pylonech zbudované drevéné chodniky
z palkulatiny stoupajici zepfedu dozadu.
Nad celou scénou je pak na tazich zavésena
Losudova” vétev, shora nasvicena tak, aby
vrhala stiny aktivné dramatizujici prostor
jevisté. Scénografie je na to¢né, pootocenim
cesty je moZno vytvaret s doplnénim

o nezbytny nabytek a minimalni scénicky

V ostravskeé inscenaci z roku 1960, kterou
FrantiSek Troster realizoval s rezisérem

lljou Hylasem, neni to¢na pouzita. Zakladni
pudorys tvofi tfi Sikmy. Prvni zacina u levého
portalu tésné nad orchestrem a pretina
jevisté do jeho poloviny, od ni se vraci Sikma
zpét dale do hloubky jevisté a na ni navazuje
dal$i Sikma jdouci zpét jesté do vétsi vysky
zleva doprava. Sikmy jsou vyabstrahované
Uzké lichobézniky a tentokrat nemaji

povrch dfevénych chodnikd. Zavésena velka
Losudova” vétev ovsem nechybi.

- KATA KABANOVA (1960)
Milada Safrankova (Katé&rina), foto Frantisek Kras!
KATYA KABANOVA (1960)
Milada Safrankova (Katerina), photo by FrantiSek Krasl

One of the greatest Czech scenographers

of the twentieth century FrantiSek Troster
worked with the National Moravian-Silesian
Theatre for the first time in 1947, where

he along with the director Hanus Thein,

a key opera figure of the National Theatre

in Prague, presented The Tempest by Zdenék
Fibich. Both of these artists prepared the
staging of Katya Kabanova here in 1949.
Unfortunately, no pictoral documentation
has been found yet for this realization.

The same team had staged this opera

at the National Theatre in Prague two

years earlier, and only half a year before

the Ostrava performance their Katya
Kabanova premiered in Plzeri. As of his first
scenography for this Janacek's opera in 1947
for the National Theatre in Prague, Frantisek
Troster had the possibility to create the
stage set for this work several more times
over the following two decades, for the last
time in 1968 for Teatro Colon in Buenos Aires.
In 1941, he prepared the scenography for the
drama by A. N. Ostrovsky The Storm at the
Vinohrady Theatre in Prague, which became
the basis for the libretto for Janacek's Katya
Kabanova. In this piece he presented

the basic construction principles of his
scenographic approach for this suggestive
story. There are two diagonal slanting lines
that cross each other in the middle of the
stage and wooden half-circular pathways
rising from the front to the back built on
platforms. A “fatal” branch hangs on lines
over the entire stage, lit up from above, in
order to cast shadows and actively dramatize
the space of the stage. The scenography
revolves, and by a slightly turned path, and
with the use of essential furnishings and

a minimal staging hint, the further plot of the
story might be created. The revolving stage
is not used in the Ostrava staging from 1960,
which FrantiSek Troster designed with the
director llja Hylas. Three slanting lines make
up the basic floor plan. The first begins at the
left portal directly above the orchestra pit
and divides the stage up to its middle. The
slanting line returns back from it further to
the depth of the stage, with the last slanting
line connecting with it leading back even
further to the depth of the stage from the left
to the right. The lines are abstracted narrow
trapezoids that do not have the surface

of wooden pathways this time. The large,
hanging “fatal” branch is still there, of course.




KATA KABANOVA (1960)

Scéna Franti$ka Trostera

uprostfed Milada Safrankova (Kat&rina)
foto Frantisek Krasl!

KATYA KABANOVA (1960)

Set by Frantisek Troster

Milada Safrankova (Katerina) in the middle
-‘[ .“._;JJ# ;"; 4 k‘- r T \ {‘ N F"J!‘- -y photo by Frantisek Kras!
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» KATAKABANQVA (1960) » KATA KABANOVA (1960)

Zavér opery — Karel Préiga (Dikoj), Milada Safrankova

(Katérina), Alice Spohrova (Kabanicha),

foto Frantisek Krasl

KATYA KABANOVA (1960)

Concluding scene - Karel Priisa (Dikoj),

Milada Safrankova (Katerina), Alice Spohrova

(Kabanicha), photo by Frantisek Kras!




1964

VEC MAKROPULOS
THE MAKROPULOS AFFAIR

Dirigent — Conductor Zdenék Kosler

ReZie — Stage director llja Hylas

Scéna — Set designer Zbynék KolaF

Kostymy — Costume designer BedFi§ka Ustohalova
Premiéra — Premiere 13. 6. 1964

Divadlo Zdenka Nejedlého — Zdenek Nejedly Theatre


https://www.ndm.cz/cz/opera/inscenace/1369-vec-makropulos/

Scénografické gesto vytvarnika Zbyrka
Kolare pro inscenaci reziséra Ilji Hylase je
dodnes naprosto fascinujici a v mnohém
neprekonatelné. Napad pouzit jako
scénickou dominantu divadelni rekvizitu
vychazejici z podoby prazského
staroméstského orloje, mimochodem
tretiho nejstarsiho orloje na svété, obohatil
ve vytvarnikové suverénnim zpracovani tuto
inscenaci celou fadou vyznamovych rovin.
Orloj je jednim z obecné znamych emblému
mésta Prahy, kde se déj opery odehrava

a kde také zacina historie pribéhu dila.

V hlavnim mésté se v roce 1585 UstFedni
hrdinka Elina Makropulos narodila, tady
byla ve svych Sestnacti letech donucena

na zkousku vypit elixir dlouhovékosti.
Staroméstsky orloj méfi ¢as od pocatku

15. stoleti dodnes. Nezbytnou soucasti jeho
figuralni vyzdoby je i Smrt, které je pfitomna
i v této scénografii, jez ale neni néjakou
doslovnou kopii staroméstského orloje,
nybrz kolazi s vybérem jeho zasadnich

a charakteristickych prvka. Ihned po
otevieni opony je pou¢enému divakovi

(a takovych byla v hledisti nepochybné
vétsina) jasné, o¢ se jedna! Orloj je pfitomen
po celou dobu inscenace, v jednotlivych
déjstvich je pak doplnén jen nejnutné;jsim
mobiliafem. Pro doslovny scénicky popis
konkrétnich prostiedi zde neni misto. Toto
originalni scénografické pojeti v souladu

s Janaékovym hudebnim zpracovanim
umochnilo cely pfibéh konverzacni fantaskni
komedie Karla Capka, jeZ se stala ptedlohou
libreta k existencialné filosofické opere

o lidské koneénosti a pomijivosti.

-+ VEC MAKROPULOS (1964)
1. jednani - Jiti Zahradnicek (Albert Gregor),
Eva Gebauerova-Phillips (Emilia Marty), foto FrantiSek Krasl
THE MAKROPULOS AFFAIR (1964)
Act 1- Jifi Zahradnicek (Albert Gregor),
Eva Gebauerova-Phillips (Emilia Marty), photo by Frantisek Kras/

The scenographic gesture by the artist
Zbynék Kolar for the staging directed

by llja Hylas is still deeply fascinating

up to the present and in many respects
unsurmountable. The idea to use theatre
props based on the Prague Old Town
astronomical clock, this being the third
oldest astronomical clock in the world, as
the central figure of the staging enriched the
artist's confident treatment of this staging
with an entire range of levels of meaning. The
astronomical clock is one of the generally
known symbols of the city of Prague, where
the plot of the opera takes place, and where
the history of of its story also begins. It is the
capital city where the central heroine Elina
Macropulos was born in 1585 and where
she was forced to drink the elixir of eternal
life at the age of sixteen. The Old Town
astronomical clock has been measuring
time from the beginning of the fifteenth
century up to the present. An essential

part of its figural decoration creates Death,
which is also present in this scenography,
but which is not a literal copy of the the

Old Town astronomical clock but a collage
with a selection of its key and characteristic
elements. As soon as the curtain opens, the
educated viewer (and undoubtedly there
were plenty of them in the audience) is
amazed at what they see! The astronomical
clock is present throughout the entire period
of the performance and supplemented

with the most essential furnishings in the
particular acts. Here is no room for a word
for word scenic description of the concrete
environment. This original staging concept,
in accordance with Janacek's musical
arrangement, enhanced the entire story

of the conversational fantastic comedy by
Karel Capek, which became the basis for
the libretto of this existential, philosophical
opera on human conventionality and
ephemerality.




» VEC MAKROPULOS (1964)
3.jednani—na scéné Zbyiika Kolare zleva
Véra Novakova (Kristina), Oldfich Lindauer
(Solicitator Vitek), Jifi Zahradnicek (Albert Gregor),
Eva Gebauerova-Phillips (Emilia Marty), Karel Hanu$
(Dr. Kolenaty), Cen&k MIgak (Jaroslav Prus),
foto Frantisek Kras!
THE MAKROPULOS AFFAIR (1964)
Act 3 - in the set by Zbynék Kolar from the left
Véra Novakova (Kristina), Oldfich Lindauer
(Clerk Vitek), Jifi Zahradnicek (Albert Gregor),
Eva Gebauerova-Phillips (Emilia Marty), Karel Hanus
(Dr Kolenaty), Cenék MIgak (Jaroslav Prus),
photo by Frantisek Kras!
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PRIHODY LISKY BYSTROUSKY
THE CUNNING LITTLE VIXEN

Dirigent — Conductor Jifi Pinkas

ReZie — Stage director Miloslav Nekvasil

Scéna — Set designer Vladimir Sramek

Kostymy — Costume designer BedFi§ka Ustohalova
Premiéra — Premiere 28.1.1967

Divadlo Zdefika Nejedlého — Zdenek Nejedly Theatre


https://www.ndm.cz/cz/opera/inscenace/1287-prihody-lisky-bystrousky/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Ve druhé poloviné Sedesatych let nas ¢ekal
opét krasny tkol: Janackovy Pfihody lisky
Bystrousky. VSe obklopujici pfiroda. Les.
Jednou vidény zraky lidi, podruhé o¢ima
zviratek. Tedy jednou stromy, jednou trava.
Portaly se méni ve stromy a pruzné gumy,
obklopujici scénu, jsou v nasviceni nékdy
kmeny stromd, jindy travou. Na to¢né je
postavena todita cesta a na zadnim jevisti
veliky reflektor, G¢innéjsi pocit slunce nez
jakykoliv jiny vytvarny prostifedek. Hloubka
jevisté ma svou poezii a skyta mnoho
moZznosti pro cestu, po nizZ jdou lidé i zvifata
.Za slunec¢nicemi” az k smrti, v niz je ,les
divukrasny”.

Miloslav Nekvasil

(napséano pro publikaci Magie divadelniho
prostoru vénovanou zivotu a dilu
scénografa Vladimira Sramka, 2011)

- PRIHODY LISKY BYSTROUSKY (1967)
3. jednani - Véra Novakova (Liska Bystrouska)
foto Frantisek Krasl
THE CUNNING LITTLE VIXEN (1967)
Act 3 - Véra Novakova (Sharp-Ears, the Vixen)
photo by Frantisek Kras!

We were faced with an attractive task

once again in the second half of the

1960s: Janacek's The Cunning Little Vixen.
Everything is surrounded by nature. A forest.
Once seen by the sight of people, the second
through the eyes of animals. Once a tree,
that is, and another grass. The portals are
changed into trees and the flexible tires,
which surround the stage, are sometimes
the lit-up trunks of trees, other times grass.
A winding path is built on the rotating stage
and a large spotlight on the rear stage, this
being more effective sense of sunlight than
any other artistic device. The depth

of the stage has its own poetry and provides
a number of opportunities for a path along
which both people and animals walk
“seeking sunflowers” all the way to death,

in which “the forest is spectacular”.

Miloslav Nekvasil

(written for the publication Magie divadelniho
prostoru dedicated to the life and work of the
scenographer Vladimir Sramek, 2011)




» PRIHODY LISKY BYSTROUSKY (1967)
Karel Prisa (Revirnik), foto Frantisek Kras!
THE CUNNING LITTLE VIXEN (1967)
Karel Priisa (Forester), photo by Frantisek Kras!

-




PRIHODY LISKY BYSTROUSKY (1967)

3. jednani - Véra Novakova (Liska Bystrouska),
Miloslav Tola$ (Harasta), foto Frantisek Kras/
THE CUNNING LITTLE VIXEN (1967)

Act 3 - Véra Novakova (Sharp-Ears, the Vixen),
Miloslav Tolas (Harasta), photo by Frantisek Kras!




7 PRIHODY LISKY BYSTROUSKY (1967)
2. jednani - Jifi Herold (Farar), Karel Hanus (Revirnik),
Karel Kozusnik (Rechtor), foto Frantisek Krasl!
NING LITTLE VIXEN (1967)
Herold (Priest), | Hanu$ (Foreste
, photo by Frantisek Kras/

THE CUNNING LITTLE VIXEN (1967)
et by Vladimir Sramek, photo by Frantisek Krasl

- PRIHODY LISKY BYSTROUSKY (1967)
Karel Hanus (Revirnik), foto Frantisek Kras!
THE CUNNING LITTLE VIXEN (1967)
Karel Hanus (Forester), photo by FrantiSek Krasl




JEJI PASTORKYNA

Dirigent — Jifi Pinkas

Rezie — llja Hylas

Scéna — Zbynék Kolaf

Kostymy — Bedfiska Ustohalova

Premiéra — 30.9.1967

Premiéra obnoveného nastudovani — 27.10.1973

Divadlo Zdenka Nejedlého —


https://www.ndm.cz/cz/opera/inscenace/1250-jeji-pastorkyna/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Druha ostravska inscenace Jeji pastorkyné
reziséra llji Hylase nasleduje devét let

po premiére té predchozi. Tentokrat
spolupracuje s genera¢né spfiznénym
scénografem Zbyrikem Kolarem, s nimz

v letech 1963-1967 pfipravil v Ostravé
celkem devét opernich inscenaci. Kolafovo
scénografické feseni Jeji pastorkyné je
ryze architektonické. V souladu s pozadavky
rezie zachovava pro vSechna jednani jasny
popis prostredi, v nichz se pfibéh odehrava,
tak aby umoznil v podstaté realistické
feseni situaci. Ze scény mizi témér vse
dekorativni, ze zobrazované reality je
vybrano, ve strohych tvarech a bez zbyte¢né
narace, jen to, co je bezprostfedné nutné.
Scénicky prostor v po¢ateénim déjstvi
ohranicuji z levé strany prudké vysoké
schody, od portalu v mirné diagonale
sestupujici podél svétlé stény mlyna do
hloubi jevisté, z pravé strany pak prostor
déni vymezuje coby protilehla diagonala
vysoka (jeji konec divak nevidi) roubena
drevéna sténa jakoby od stodoly. Jevistni
podlahu tvofi mirn, svétlym kobercem
potazena Sikma, v pozadi je dfevéna lavka
sméfujici za sténu. Jeden stylizovany

maly strom bez listi, velka vétev visici

z provazisté, dvé mlynska kola, nalevo stojici
Zebfinak. Pomérné maly pocet scénickych
prvkl bez dekoraénich ozdob uréuje hraci
prostor a naznacuje venkovské prostiedi.
Zbynék Kolar zaroven hyperbolizaci
nékterych motivd (vy$ka schodU a protilehlé
stény, pouziti Sikmy) dodava scénografii
expresivni vyraz a vesnickému pfibéhu
rozmé&r osudového dramatu. Stejnym
zpUsobem pracuje pfi realizaci scénografie
svétnice v malém pribytku Kostelnicky, opét
expresivni diagonaly stén sméruji k zadni
drevéné sténé s dvermi. Prostor pro JenGfu
je ohranicen, okenic¢ka uzaviena. Dva tézké
a naddimenzované dievéné tramy ukotvené
v provazisti nejsou jen dekorativnim
dokreslenim prostiedi, ale pfedevsim
symbolickym obrazem tihy nadchéazejicich
udalosti a osudovych rozhodnuti, ktera visi
nad protagonisty pfibéhu...

- JEJI PASTORKYNA (1967)
1. jednani - Eva Randova-Téluskinova (Kostelnicka)
se sborem opery, foto FrantiSek Krasl
JENUFA (1967)
Act 1- Eva Randova-Téluskinova (Kostelnicka)
together with the opera company, photo by Frantisek Krasl

The second Ostrava staging of Jentifa by the
director llja Hylas followed eleven years after
the premiere of the previous one. He worked
this time with a similar in age scenographer
Zbynék Kolar, with whom he prepared nine
opera stagings in all in Ostrava over the years
1963-1967. Kolar's stage design of Jentifa is
purely architectural. In accordance with the
requirements of the director, he maintained
a clear description of the environment for

all of the acts in which the story takes place
so as to essentially enable a realistic design
of the situation. Practically everything
decorative has disappeared from the stage,
and only what is immediately needed

is chosen in sober shapes and without
unnecessary narration. From the left side,
steep high stairs demarcate the stage space
in the initial act leading downward to the
depth of the stage in a slight diagonal along
the light walls of the mill. An elongated
diagonal high timber wood wall of something
like a barn (whose end the viewer cannot
see) divides the space of the action from

the right side. The stage floor is slightly
skewed and covered with light carpet,

while a wooden bridge faces out behind

the wall in the rear. There is one stylized
small tree without leaves, a large branch
hanging from the fly system, two mill wheels,
and a hay wagon on the left. The relatively
small number of stage elements without
decorative features serves to define the
acting space and indicates the rural setting.
By means of the hyperbolic treatment of
certain motifs (the height of the stairs and
the opposite walls, the use of skewed angles),
Zbynék Kolar also lends the scenography

an expressive look and gives the village tale
the dimension of a fateful drama. He worked
in a similar fashion when implementing the
scenography for the second and third acts of
the opera. The scene is a room in the small
house of Kostelnicka, once again with the
expressive diagonals of the walls leading
toward the rear wood walls with a door.

The space for Jen(fa is closed off, and the
window is shuttered. Two heavy and over-
dimensional wooden beams, anchored in the
fly system, hold up not only the decorative
features of the environment, but first and
foremost, through a symbolic picture, the
burden of the forthcoming events and fatal
decisions which hang over the protagonists
of the story...




JEJI PASTORKYNA (1973)

1. jednani — scéna Zbyrika Kolare
foto Frantisek Krasl/

JENUFA (1973)

Act 1-set by Zbynéek Kolar
photo by FrantiSek Krasl




JEJI PASTORKYNA (1973)

3. jednani - scéna Zbyiika Kolare
foto Frantisek Krasl

JENUFA (1973)

Act 3 - set by Zbynék Kolar
photo by Frantisek Kras!



 JEJI PASTORKYNA (1967)
3. jednani - Karel Priisa (Rychtar), Jaroslav Hlubek (Laca),
Drahomira Drobkova (Stafenka Buryjovka), Jitka Kovafikova
(Jentfa), Alena Havlicova-Jak$ova (Rychtarka), foto Frantisek Krasl
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I 7 4 Z MRTVEHO DOMU
9 FROM THE HOUSE OF THE DEAD

Dirigent — Conductor Jifi Pinkas

Rezie — Stage director llja Hylas

Scéna a kostymy — Set and costume designer Otakar Schindler
Premiéra— Premiere 26.10.1974

Divadlo Zdefika Nejedlého — Zdenek Nejedly Theatre


https://www.ndm.cz/cz/opera/inscenace/1107-z-mrtveho-domu/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Hlavnim prvkem scénografie Otakara The main element of the scenography

Schindlera je velka sit z hrubych provaz( by Otakar Schindler is a large net of rough
visici nad celym jevistnim prostorem. cords hanging over the entire stage space.
Jevisté je nepravidelné vyskové ¢lenéno, The stage is irregularly divided in terms of
rozbity svét na konci svéta, narusena je height, a broken locale at the end of the

i rovnd plocha jevisté. Praktikably jsou world, with even the flat surface of the stage
pokryty jakousi drapérii z hrubé pytlové disturbed. The stage props are covered

latky a podobné drapérie ohraniéuji hraci in a kind of drapery from rough sackcloth
prostor i po stranach. Pfitomen je pouze with similar drapery also dividing the
nezbytny mobiliaF charakteristicky pro performance space along the sides. Only the
jednotliva prosttedi - stlll, zidle ¢i studna most necessary furnishings, characteristic

a zejména pak dievéné palandy coby for the particular environment, are present:
typicky prvek vézeriské nemocnice, to ve atable, chairs and a well, and in particular

z hrubého a zaslého Sedohnédého dreva. the wooden plank-beds as a typical element
Celkoveé nevlidné a neurcité prostredi, ve of a prison hospital, all from rough and
kterém neesteticky pfitomné fragmenty tarnished grey-brown wood. It is a somewhat
véci a nabytku pozbyvaji svou hodnotu: inhospitable and indefinite environment in
Saty se méni v hadry a cary, boty v pouhé which the present unaesthetic fragments
lapté. Bezvychodnost ruského vézeni kdesi of things and the furniture lose value: the

na Sibifi (Rusko je evokovano zejména clothes are transformed into rags and lines,
detaily kostymu), na konci svéta, na hranici boots into mere lapti. The hopelessness
v8ech hodnot a vsi krasy. Do velké sité of a Russian prison somewhere in Siberia

se na pocatku inscenace chyti orel, ktery (Russia is evoked particularly with details

je na konci opery vypustén trestanci na of the costumes), at the end of the world, at
svobodu. Ale na vézné, sledujici dravce, jak the edge of all values and all beauty. An eagle
mizi na obloze, pada - po jejich plsobivém, is caught in a large net at the beginning of
svobodu opévujicim sborovém zpévu - se the performance, only to be released by the
zavére¢nymi takty opery praveé tato sit. Lidé prisoners at the end of the opera. The net falls
jsou osudoveé lapeni do tenat jako zvifata. on the prisoner as they watch the bird of prey
Marné vzpinaji ruce nahoru k nebestim. disappear into the sky, after their powerful,
Jsou dozivotné odsouzeni k bidé na konci freedom-celebrating choral song, along with
svéta, k pozemskému otroctvi, z néhoz neni the final bars of the opera. The people are
Uniku. Jasny a silny jevistni obraz! fatally captured in the snare like animals. They

helplessly reach their hands upward toward
the skies. They are condemned to a life of
misery at the end of the world, to earthly
slavery, from which there is no escape. A clear
and strong stage picture!

- Z MRTVEHO DOMU (1974)
Pavel Cervinka (Alexandr Petrovi& Gorjanéikov), Véra Novakova (Aljeja)
a ¢lenové operniho sboru, foto Frantisek Kras/
FROM THE HOUSE OF THE DEAD (1974)
Pavel Cervinka (Alexandr Petrovi& Gorjanéikov), Véra Novakova (Aljeja)
and members of the opera company, photo by Frantisek Kras/
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© Z MRTVEHO DOMU (1974)
3. jednani — Maria Turriova (Aljeja),

to FrantiSek Kras/

FROMa#HE HOUSE OF THE DEADMI974)

Act 3= Maria Turtiova (Aljeja), photo by FrantiSek Kras!

» Z MRTVEHO DOMU (1974)

Scéna Otakara Schindlera, foto Frantisek Kras/
FROM THE HOUSE OF THE DEAD (1974)
Set by Otakar Schindler, photo by Frantisek Kras|



1978

SARKA

Dirigent — Jifi Pinkas

ReZie — lljaHylas

Scéna a kostymy — Otakar Schindler
Premiéra — 7.5.1978

Divadlo Zdenka Nejedlého —


https://www.ndm.cz/cz/opera/inscenace/1057-sarka/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Popisované ostravské nastudovani Sdrky se
stalo prvni inscenaci této rané opery Leose
Janacgka mimo mésto Brno. Sdrka jesté
nepredstavuje onen specificky originalni
Janacklv hudebné-dramaticky jazyk,

jak jej ve své operni tvorbé poprvé pred
posluchaci pfedestrel v Jeji pastorkyni.
Sdrka, skladatelova tpIné prvni opera, je
dilo hudebné zcela zaloZzené v atmosfére
kon¢iciho 19. stoleti. Pfi znalosti dal$iho
tvaréiho vyvoje hukvaldského rodaka
miZeme vnimat Sarku coby jakési
Janackovo rozlouceni s jednim mizejicim
svétem a zaroven i jako nadechnuti pred
branami nového podinajiciho stoleti a pred
proménami skladatelova hudebniho vyrazu.
RezZisér llja Hylas s vytvarnikem Otakarem
Schindlerem nasli kli¢ k tomuto dilu,

jehoz libreto vychazi z eské mytologie, ze
starych béji a povésti, pfes vytvarny pristup
inspirovany estetikou doby vzniku opery,

z niz prameni i jeji pozdné romanticka
atmosféra — v secesi, symbolismu

a dekadenci. Scénicky prostor jevisteé je
pro v8echna tfi jednani ve svém zakladu
totoZzny: na to¢né je z praktikablovych
stupnd vystavéna jakasi mohyla pfistupna
po schodech ze vSech stran. Tato
dominanta je LibuSinym hrobem, mistem
osudového setkani Ctirada a Sarky a také
hranici, na niz je ke spaleni polozeno mrtvé
Ctiradovo télo a kde spolu s nim ukonc¢i sv(j
Zivot i Sarka. Na zavér z mohyly vystoupa
dym jako znak ocistného pohrebniho ohng,
ktery posléze zahali cely prostor jevisté
coby mytologicky oblak baji davného véku.
Mohyla je pokryta jakousi pevnou drapérii
z Sedé latky, stejnym zplisobem je pojednan
i zadni horizont. Barevna atmosféra
scénickych prvkd je Seda, cernd a stfibrna.
Sviceni je potemnélé, scénicky obraz

je doplfiovan projekci. Temna mysticka
atmosféra koresponduje s povahou

a naladami uméleckych smér( aktualnich
na konci 19. stoleti. Pidorysné feseni,

tedy schody smérujici k mohyle, umoznilo
vytvaret prehledné a silné estetizované
kompozice sboru, ktery ma v opere
dalezité misto. Celkovy rezijni koncept

této inscenace byl vysoce stylizovany

a ndznakovy, s minimem rekvizit posunut az
na hranici jakéhosi scénického oratoria.

- SARKA (1978)
Eva Kinclova (Sarka), foto Vladimir Dvordk
SARKA (1978)
Eva Kinclova (Sarka), photo by Vladimir DvoFdk

The described Ostrava stagings of Sarka
became the first performances of this early
opera by Leos Janacek outside the city of
Brno. Sdrka does not yet represent that
specific original music-dramatic language of
Janacek, which was presented to the public
for the first time in his opera production

with Jendifa. Sarka, the composers first full
opera, is a music work completely based

on the atmosphere of the concluding
nineteenth century. By means of a knowledge
of the further creative development of

the Hukvaldy native, one can view Sdrka

as Janacek's bidding goodbye to one
disappearing world as well as a kind of taking
a breath before the gates of the new emerging
century and prior to the transformations

of the composer's musical expression. The
director llja Hylas along with the artist Otakar
Schindler found a key to this work, the libretto
of which comes from Czech mythology,

from old legends and tales using the artistic
approach inspired by the aesthetic period of
the opera emergence, which is also the source
of its later Romantic atmosphere —in the Art
Nouveau, Symbolism and Decadence.The
scenic space of the stage is essentially the
same for all three acts: a kind of burial mound
is exhibited on levels accessible via stairs from
all sides on the revolving stage. This prominent
feature is Libuse's grave, the site of the fatal
meeting between Ctirad and Sarka, and also
the funeral pyre on which the body of dead
Ctirad is burned and where the life of Sarka
comes to an end as well. Smoke rises from

the mound at the conclusion as a sign of the
purification of the burial fire, which gradually
shrouds the entire space of the stage as

a kind of mythological cloud of legends from

a bygone era. The burial mound is covered
with a kind of firm drapery from grey material,
the rear horizon is designed in the same
manner. The colour atmosphere of the scenic
element is grey, black, and silver. The lighting is
subdued with the stage picture supplemented
by projections. The mysterious, mystical
atmosphere corresponds with the character
and mood of the artistic movements prevailing
at the end of the nineteenth century. The
original design, that is stairs heading up to the
burial mound, enable the creation of a clear
and powerfully aesthetized composition of
the choir, which has an important role in the
opera. The overall directorial concept of this
staging was highly stylized and suggestive with
a minimum of props, practically on the border
of some kind of a scenic oratorio.







——

SARKA (1978)

3. jednani - Jan Kyzlink (Pfemysl), Jozef Abel (Lumir)
a ¢lenové operniho sboru, foto Vladimir Dvordk
SARKA (1978)

Act 3 - Jan Kyzlink (Pfemysl), Jozef Abel (Lumir)

and members of the opera company,

photo by Vladimir Dvordk



I 4 PRIHODY LISKY BYSTROUSKY
9 9 THE CUNNING LITTLE VIXEN

Dirigent — Conductor Ji¥i Pinkas

Rezie — Stage director David Sulkin

Scéna a kostymy — Set and costume designer Jaroslav Malina
Premiéra — Premiere 11. 6.1994

Divadlo Antonina Dvofdka — Antonin Dvorak Theatre


https://www.ndm.cz/cz/opera/inscenace/436-prihody-lisky-bystrousky/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Prihody lisky Bystrousky, uvedené v roce
140. vyro¢i skladatelova narozeni, byly prvni
inscenaci opery LeoSe Janacka v historii
Narodniho divadla moravskoslezského,
kterou nastudoval zahraniéni rezisér.

Stal se jim anglicky divadelni tvirce

David Sulkin. Na inscenaci spolupracoval

s ¢eskym scénografem Jaroslavem
Malinou. Ten vytvofil svym zplsobem
antiiluzivni prostor vymykajici se dosavadni
tradici scénické podoby této opery

v Cesku. Také by $lo scénografii oznagit
jakozto do znaéné miry malifskou. Hlavni
barvou se v ni stala bila, ktera ale neni

pro atmosféru stfedoevropského lesa
nikterak charakteristicka. Slo o jakési
prostorove rozvrzené bilé malifské

platno s domalovanymi detaily, mozna

téZ rozpracovany obraz, ktery svou
proménlivosti dotvari scénické déni

opery. Jevistni prostor je ohrani¢en bilym
pulkruhovym horizontem, podlahu tvofi od
hrany orchestristé stoupajici ptlkruhova
8ikma, ze které uprostred vyrista velky

bily strom — strom Zivota. Do jeho kmene
jsou vélenény stylizované rustikalni dvere
se zarubnémi, svym tvarem pfipominajici
venkovské staveni. Vprostred stylizované
koruny sviti mésic. Dvere i koruna stromu
jsou barevné pojednany, stejné jako dalsi
scénickeé prvky postupné se objevujici

a dotvarejici prostredi jednotlivych obrazd.
Na podatku Sikmy je umisténa stylizovana
svételna divadelni rampa — svou pfitomnosti
zdlraznuje pfiznanou divadelnost inscenace,
stinidla ponékud vétsiho méritka mohou pak
téz prfipominat kere. Inscenatofi se rovnéz
rozhodli pouzit inspirujici kostymni navrhy,
které pro prazskou premiéru této opery

v roce 1925 vytvotil Josef Capek.

Inscenace byla zahy po své divadelni
premiére uvedena téz 24. 6.1994 na
Hukvaldech, a to jako zahajovaci pfedstaveni
1. roéniku festivalu Janac¢kovy Hukvaldy. Na
scéné hukvaldského amfiteatru plsobila
vyprava Jaroslava Maliny coby jakasi
vytvarna instalace vystavéna na kontrastu
pfirozeného kouzla okolni lesni pfirody

a umeélého prostoru scénografie — déjisté
opery, kterym je prevazné les.

- PRIHODY LISKY BYSTROUSKY (1994)
2. jednani - Eva Drizgova-Jirusova (Bystrouska),
Erika Sporerova (Li$4k), foto Josef Hradil
THE CUNNING LITTLE VIXEN (1994)
Act 2 - Eva Drizgova-JiruSova (Sharp-Ears, the Vixen),
Erika Sporerova (Gold-Spur, the Fox), photo by Josef Hradil

The Cunning Little Vixen, presented on the
140t anniversary of the composer's birth,
was the first staging of an opera by Leo$
Janacek in the history of the National
Moravian-Silesian Theatre to be staged

by a foreign director. This was the English
theatre director David Sulkin. He worked

on the performance along with the Czech
scenographer Jaroslav Malina who created, in
his own particular style, an anti-illusive space
defying the established tradition concerning
the staging appearance of this operain the
Czech Republic. The scenography could

also be labelled as a painterly approach to

a certain extent. The main colour became
white which is not at all that characteristic
for the atmosphere of a Central European
forest. This involved some kind of spatial
arrangement of the white painting canvas
with added painted details, perhaps also

a half-completed painting, the changeability
of which contributes to the staging events of
the opera. The stage space is demarcated by
a white, half-circular horizon, while the floor
consists of an ascending half-circular slanting
line from the edge of the orchestra pit with

a large white tree growing in the middle -
the tree of life. A stylized, rustic door with
timbering is incorporated into the trunk, the
shape of which recalls a rural structure. The
moon shines out of the middle of the stylized
tree crown. The door and the tree crown
have a colour concept, along with additional
scenic elements gradually appearing and
supplementing the environment of the
particular pictures. A stylized light theatre
ramp is placed at the beginning of the slant,
the presence of which emphasizes the
obvious theatricality of the performance
along with the shades of a somewhat larger
size that may recall bushes as well. A decision
was also made by the theatre team to make
use of inspiring costume designs which were
created for the Prague premiere of this opera
in 1925 by Josef Capek.

Shortly after its theatre premiere, the staging
was also presented at Hukvaldy on 24 June,
1994, as the opening performance at the first
edition of the annual Janacek's Hukvaldy
festival. The stage set by Jaroslav Malina on
the stage of the Hukvaldy amphitheatre came
across as a kind of artistic installation built
upon a contrast between the natural magic
of surrounding forest nature and the artificial
space of the scenography: the opera setting,
which is primarily forest.




PRIHODY LISKY BYSTROUSKY (1994)

Scéna Jaroslava Maliny, foto Josef Hradil
THE CUNNINGLITTLE VIXEN (1994)

Set by Jaroslay Malina, photo by Josef Hradil




Antonin Dvorak Theatre, 2012, photo by Martin PopelaF
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POCATEK ROMANU
THE BEGINNING OF A ROMANCE

2000

Dirigent — Conductor Vaclav Navrat

Rezie — Stage director Ludék Golat

Scéna — Set designer Jaroslav Malina

Kostymy — Costume designer Helena Anyzova

Premiéra — Premiere 25. 6. 2000

Amfiteatr Hukvaldy (jediné provedeni) — Hukvaldy amphitheatre (only one performance)
Inscenace pak byla od 16. 9. 2000 hrdna v divadelnim sdle Domu kultury Vitkovice a.s.
Since 16. 9. 2000, the staging has been performed at the theatre hall

of the Vitkovice a.s. Community Centre.


https://www.ndm.cz/cz/opera/inscenace/693-pocatek-romanu/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

KaZdou premiéru jsem vzdy pfipravoval

a stale pripravuji s ohledem na to, pro koho
jichceme hrat, kde se bude odehravat

a pro¢ ji chceme uvadét. Od roku 1994

se kaZdoroc¢né dafilo bez problémd

zajistit financovani pro MHF Janackovy
Hukvaldy. A po pfislibu spolufinancovani
ministerstvem financi CR byla v roce 1999
zahajena rekonstrukce Divadla Antonina
Dvoréaka. A tak se, diky témto okolnostem,
méla uskutecnit v rdmci VII. roéniku MHF
Janackovy Hukvaldy v amfiteatru hukvaldské
obory slavna premiéra méalo hrané rané
opery Leose Janacka Poédtek romanu. Na
Uspésné verejné generalce v patek 23. 6. bylo
jasné, Ze je vSechno skvéle pfipraveno na
nedélni premiéru, ktera se ale kvli nepfizni
pocasi nemohla uskutecnit. Nastésti soubor
opery NDM uved| Poédatek romdnu 16. zari

v DK Vitkovice a. s. (v ndhradnim prostoru
po dobu rekonstrukce Divadla Antonina
Dvoraka), tentokrat bohuzel bez koné
Woodyho.

Ludék Golat

- POCATEK ROMANU (2000)
Scéna Jaroslava Maliny, foto Josef Hradil
THE BEGINNING OF A ROMANCE (2000)
Set by Jaroslav Malina, photo by Josef Hradil

| have always prepared each premiere

with a view to ask for whom we wanted

to play it, where it would take place, and
why we wanted to stage it. We have been
successful in obtaining annual financing
for the IMF Janacek’s Hukvaldy as of 1994.
The reconstruction of the Antonin Dvorak
Theatre was also undertaken in 1999 after
a promise of co-financing by the Ministry
of Finance of the Czech Republic. The gala
premiere of the Leos Janacek's seldom
performed early opera called The
Beginning of a Romance therefore

could be performed, thanks to these
circumstances, at the 7t edition of the IMF
Janacek's Hukvaldy at the amphitheatre

of the Hukvaldy game enclosure. The
successful public dress rehearsal on Friday,
23 June, demonstrated that everything

had been well prepared for the Sunday
premiere which could not take place due to
inclement weather. Fortunately, the NDM
opera company was able to present The
Beginning of a Romance on 16 September
at the Vitkovice a.s. Community Centre

(in a substitute space at the time of the
reconstruction of the Antonin Dvorak
Theatre), unfortunately this time without
the horse Woody.

Ludék Golat




POCATEK ROMANU (2000)
Scéna Jaroslava Maliny - zleva Vojtéch Kupka (Jurasek),

Tamara Brummerova (Juraskova), Dalibor Hrda (Mudroch, hajny),
Eva Drizgova-Jirusova (Poluska), foto Josef Hradil

THE BEGINNING OF A ROMANCE (2000)

Set by Jaroslav Malina - from the left Vojtéch Kupka (Jurasek),
Tamara Brummerova (Juraskova), Dalibor Hrda (Mudroeh, the
gamekeeper), Eva Drizgova-Jirusova (Poluska), photo by Josef Hradil




JEJI PASTORKYNA
JENUFA

Dirigent — Conductor Tyrone Paterson

Rezie — Stage director Michael Tarant

Scéna a kostymy — Set and costume designer Dana Havova
Premiéra — Premiere 12. 6. 2004

Divadlo Antonina Dvorfdka — Antonin Dvorak Theatre

Obnovené hudebni nastudovani dirigent Robert Jindra

Renewed musical preparation by conductor Robert Jindra

Premiéra obnoveného nastudovani 9. 1. 2011, Divadlo Antonina Dvoraka

Premiere of the renewed preparation 9. 1. 2011, Antonin Dvorak Theatre


https://www.ndm.cz/cz/opera/inscenace/33-jeji-pastorkyna/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Inscenovani Jeji pastorkyné je mimoradny
Ukol. Pro mne o to naléhavéjsi pfi védomi,

v jaké osobni situaci Leo$ Janacek operu
vénovanou umirajici dcefi dopisoval.

Kolik do ni vlozil bolesti, citu i nadéje. O to
intenzivnéji musi vyznit zavére¢na katarze
dila. Pri pfipravé nasiinscenace doslo
dokonce ke zméné vytvarnika, prvni verze
byla finan¢né i vyrobné pfili§ naro¢na.
Rozhodli jsme se proto s Danou Havovou,
ktera do rozbéhnuté prace stastné vkrocila,
pro scénografické feSeni umozniujici
prostupovani dvou svét(, osobniho, tedy
intimniho, a jej ovlivitujiciho svéta vnéjsiho.
Palisddova konstrukce vyvolavala iluzi
realného interiérového prostoru. Dllezita
byla prace se svétlem — vnéjsi svét brutalné
odhaloval uzavieny okruh Kostelnicky,
otevreni stén vytvarelo volny prostor pro
davové scény, zejména extatickou a a7
orgiastickou scénu rekrutd, a pak zas pro
davovou psychézu a nasledny nedokonéeny
lyn¢ po nalezeni Jen(Gféina chlapecka.
Zasadni se pro nas stala i prace se
«Zpivajicimi herci” a hledani JenGfc¢ina
zrani od oklamané divky pres Stastnou
mladou matku aZ k utrpenim zrajici Zenég,
ktera dortista k pochopeni a odpusténi.
Jii Lacu v nddherném zavéru ¢eka cesta
a otevieny svét.

Nové verze nasi inscenace jsme vytvofili

v divadle Cervantes v Malaze a v opere

v KoSicich. TéZ v Ostravé doSlo v roce

2011 ke znovuuvedeni s obménénym
vyteé¢nym péveckym ansdmblem, v novém
sugestivnim hudebnim nastudovani
Roberta Jindry.

Michael Tarant

- JEJI PASTORKYNA (2011)
2.jednani-Jan Vacik (Laca), Yvona Skvarova
(Kostelni¢ka Buryjovka), foto Martin PopeldF
JENUFA (2011)
Act 2 - Jan Vacik (Laca), Yvona Skvarova (Kostelnicka Buryjovka),
photo by Martin Popeldi

To stage Jentifa is a truly demanding task. It
is even more intense when one knows about
the personal situation of Leo$ Janadek, who
dedicated the opera to his dying daughter.
He invested so much pain, feelings, and
even hope into it. This makes the concluding
catharsis of the work even more intense.

A change even came about in the choice

of designer during the preparation of

the staging, as the first version was too
demanding in terms of financing and
production. Therefore, we decided together
with Dana Havova, who fitted perfectly

into the already initiated work, for the
scenography design that enabled merging
of two worlds — a personal world, that

is an intimate one, and an external one
influencing the former.

The palisade construction evoked the
illusion of an actual interior space. The work
with lighting was important. The closed
circle of Kostelni¢ka brutally revealed the
external world, and the open walls formed

a free space for crowd scenes, in particular,
the ecstatic, almost orgiastic scene of the
recruits, again for the crowd psychosis,

and finally in the incomplete lynching after
finding Jenufa's boy.

The work with the “singing actors” was also
essential for us as well as the seeking out

of Jendifa's maturation from a deceived girl

to a happy young mother all the way to the
suffering of an aging women who achieves
both understanding and forgiveness.

In the breathtaking ending, both she and Laca
are faced with a path and an open world.

We created the new version of our staging
in the Cervantes Theatre in Malaga and in
the opera in KoSice. It was performed once
again in Ostrava in 2011 with a new excellent
singing ensemble, in the new suggestive
musical preparation of Robert Jindra.

Michael Tarant




 JEJI PASTORKYNA (2011)
1. jednani - Veronika Holbova (Barena), Maida Hundeling (Jentifa),
Marianna Pillarova (Jano), Michal Kfistek (Starek), Jan Vacik
(Laca), Veronika Hopflerova (Pastuchyria), Drahomira Drobkova r
(Starenka Buryjovka), foto Martin Popelai I
JENUFA (2011)

Act 1-Veronika Holbova (Barena), Maida Hundeling (Jentifa),
Marianna Pillarova (Jano), Michal Kfistek (Starek), Jan Vacik
(Laca), Veronika Hopflerova (Pastuchyna), Drahomira Drobkova
(Grandmother Buryjovka), photo by Martin Popelar
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» JEJI PASTORKYNA (2011)

2. jednani - Eva Urbanova (Kostelni¢ka Buryjovka),

foto Martin Popeldr &
JEJI PASTORKYNA (2011) |
Act 2 - Eva Urbanova (Kostelni¢ka Buryjovka), __,""-'
photo by Martin PopeldF K 'I




SARKA

Dirigent — Jakub Klecker

Rezie — ROCC

Scéna — ROCC

Kostymy — ROCC, Vendula Johnova
Premiéra — 23.9.2010

Divadlo Antonina Dvoraka —


https://www.ndm.cz/cz/opera/inscenace/219-sarka/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Druhé nastudovani Sarky v Narodnim
divadle moravskoslezském bylo uvadéno

v jednom veceru s Ariadnou Bohuslava
Martin(i. Zamérem bylo postavit takto vedle
sebe dvé jednoaktové opery dvou velkych
¢eskych a svétové uznavanych skladateld
20. stoleti, které od svého vzniku déli vice
nez sedmdesat let. Zatimco Sarka Leose
Janacka z roku 1887 patfi svym hudebné-
dramatickym jazykem konci 19. stoleti,
Ariadna, predposledni dokoncena opera
Bohuslava Martint z roku 1958, svou
formou zejména v zavére¢ném zpévu
odkazuje az k samym pocatkim opery,

k dilu Claudia Monteverdiho. Inscenace
slovinského rezZiséra a scénografa ROCCA,
Uzce spojeného s ¢eskym prostiedim diky
jeho studiim operni rezie na brnénské
JAMU a naslednym plsobenim v ¢eskych
opernich domech, vznikla zcela v souladu
s dramaturgickym zdmérem celého vecera:
jeden zakladni scénicky koncept pro

obé dila. Jevisté je rozdéleno po celé své
délce do dvou pater. V tom hornim jsou
umistény dva fundamentalni scénografické
prvky: nalevo velka maketa zvifete, vola

v rlizové barvé, napravo stylizovany strom
¢i spiSe pahyl stromu bez listi v barvé
oranzové, prorUstajici coby svij zrcadlovy
obraz i do spodniho patra. Maketa vola
odkazuje ke znamé b4ji o knézné Libusi

a Pfemyslovi, v niz nékdejsi orac, vyzvan
poselstvem z VySehradu, odchazi stati se
knizetem a LibuSinym manzelem, pficemz
zanechava své prace na poli a opousti dva
voly s radlem. Janagkova Sdrka za¢ina
Prfemyslovym smutkem nad LibuSinym
hrobem. Spodni patro je vyhrazeno sboru,
horni patfi solistim. Scénicky pohyb je
vysoce stylizovan, podobné jako kostymy,
velka Uloha patfila téZ svételnému designu
a symbolice barev.

- SARKA (2010)
Eva Dizgova-Jiruova (Sarka), foto Martin PopeldF




= SARKA (2010)
Martin Barta (Pfemysl) a élenové operniho sboru,
foto Martin Popelaf
SARKA (2010)
Martin Barta (Pfemysl) and members of the opera company,
photo by Martin Popelar




» SARKA (2010)
Luciano Mastro (Ctirad), Eva D¥izgova-Jirusova (Sarka)
a ¢lenové operniho sboru, foto Martin Popelaf
SARKA (2010)
Luciano Mastro (Ctirad), Eva D¥izgova-Jirugova (Sarka)
and members of the opera company, photo by Martin Popeldr




KATA KABANOVA

Dirigent —
Rezie —
Scéna —
Kostymy —
Premiéra —
Divadlo Antonina Dvoraka —

Robert Jindra

Jifi Nekvasil
Daniel Dvorak
Zuzana Krejzkova
15.11. 2012


https://www.ndm.cz/cz/opera/inscenace/389-kata-kabanova/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Kata Kabanova jako psychothriller a také
temn& magicka baseri! Rozhodli jsme se
potlacit dobové reélie ruského malomésta

a zvyraznili obecny psychologicky aspekt
pribéhu. Pro celou operu jsme zvolili jedno
neménné prostredi: uzavieny dusny prostor,
pricemz neni jasné, je-li interiérem, &i
exteriérem. MiZe to byt jakasi chodba, velka
neltulna mistnost nebo dvir. Vée je zde
Sedozelené a jakoby vihké, néco na zplsob
plesnivého a nezdravého prostredi, ve kterém
se $§patné dycha. Cely prostor pak vyrazné
tvaruje a promériuje svétlo. Postavy pfichazeji
a odchazeji ze dvefi ukrytych za dlouhymi
zavésy — nevime, co je za nimi, je-li tam néjaky
jiny svét a existuje-li viibec. Ustfedni hrdinka
je po celou dobu trvani opery pfitomna

na scéné, nema, nem(ize anebo se boji
kamkoliv dal odejit. VV prostoru jsou umistény
robustni stdl, Zidle a lavicka, které jsou pevné
pfipoutany k podlaze, nikdo s nimi nedokaze
hnout ¢i pfenaset je z mista na misto. Ve je
dopredu dané a cela léta to tak z(istane. Ze
skfiné u stény se po jejim otevreni vysype na
Tichona hromada lahvi s alkoholem. V pozadi,
témér na stfedu jevisteé, stoji lehce naklonéna
lampa pouli¢niho osvétleni s lavickou,

ve stfedu jejiho kandelabru sviti Eervené
~VeCEné" svétlo a dale je tu zebrik tyCici se do
prostoru. Pokud vylezeme aZ nahoru, snad
skrze zamfizované okno uvidime kousek
svéta za zdi. Vyklenek v zadni sténé obcas
poslouzi jako Katin tkryt (jako symbolicky
uték do sebe sama). Tfi okna, ktera propojuji
tento prostor s okolim, se svétem ,tam
jinde”, jsou umisténa pfili§ vysoko a neda se
do nich ze zemé pohlédnout. Okenni skla
jsou neprostupné pokryta pletivem, v némz
uvizla mrtva téla ptakd. Ptak chycen a zabit
v letu. Katin skok do feky Volhy je zoufalym

a bezvychodnym gestem: strhava jeden

z dlouhych zavés(, zpoza néhoz vystupuji
postavy na scénu a za kterym v priibéhu
opery mizi. Jen jedinkrat se zvednul, pred
koncem, kdy pred Katinyma o¢ima odchazeji
Kudrja$ s Varvarou do z vychodu zaficiho
svétla za novym Zivotem. StrZzeny zavés, na
svém rubu modry, se v kaskadach zahybu
sesype na Katino télo jako nezadrzitelna
vodni masa. A Unikovy prostor za nim je uz
beznadéjné zazdény...

-+ KATA KABANOVA (2012)
2. jednani - Eva Drizgova-Jirusova (Kata Kabanova),
foto Martin PopeldF
KATYA KABANOV, )
Act 2 - Eva Driz va (Katya Kabanova),
photo by Martin Popeldr

Katya Kabanova as a psychothriller and

also as a mysterious magical poem! We
decided to repress the period perspective of
the Russian small town and emphasize the
general psychological aspect of the story. We
selected one unchanged environment for the
entire opera: a closed, oppressive atmosphere
where the difference between the interior and
the exterior is unclear. It seems to be a kind

of corridor, a large uncomfortable room or

a courtyard. Everything here is grey-green

and seemingly damp, something along the
lines of a mouldy and unhealthy environment
where it is difficult to breath. Light, however,
markedly shapes and transforms the space.
The characters come and go from a door
hidden behind long curtains. We do not know
what is behind them, if there is some kind of

a different world in case it exists at all. The
central hero is present on the stage throughout
the entire opera, she shall not, or cannot, or

is afraid to leave for anywhere. A robust table,
chairs and a bench, firmly fastened to the floor,
and which no one is able to move or remove
from place to place, are situated in the space.
Everything is established ahead of time and
will remain this way for years. A pile of liquor
bottles fall out on Tichon from the cupboard in
the wall when opened. A slightly tilted street-
lamp with a bench is placed in the rear almost
at the centre of the stage. A red “eternal” light
shines in the centre of its candelabrum along
with a ladder rising up within the space. When
moving even higher, seemingly through the
grating of a window, we see part of the world
beyond the wall. The window recess in the
rear wall occasionally serves as Katya's hiding
place (as a symbolic escape into herself). The
three windows, which link up this space with
the surroundings, with the world “somewhere
there’, are placed too high and cannot be seen
from the ground. The window glass is covered
with impermeable netting, in which the dead
bodies of birds are stuck. The bird was caught
and killed in the summer. Katya's leap into the
Volgariver is a desperate and hopeless gesture.
She pulls down one of the long curtains, from
behind which the figures appear on the stage,
and behind which they disappear over the
course of the opera. It is lifted only once, before
the end, when Kudrjas and Varvara depart
before Katya's eyes heading for the light shining
from the east where they seek a new life. The
torn down curtain, blue on the back, falls upon
Katya's body in cascades like an unstoppable
mass of water. The escape area behind it has
been hopelessly bricked up...
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» KATA KABANOVA (2012)
1. jednani - Erika Sporerova (Glaga), Ondrej Mraz (Savjol
Prokofjevi¢ Dikoj, kupec), Tomas Cerny (Boris Grigorjevig, jeho
synovec), Richard Samek (Vara Kudrjas), foto Martin Popeldr
KATYA KABANOVA (2012)
Act 1-Erika gporerové (Glasa), Ondrej Mraz (Savjol Prokofjevic
Dikoj, a merchant), Tomas éern)’/ (Boris Grigorjevic, his nephew),
Richard Samek (Vana Kudrjas), photo by Martin Popeldr




» KATA KABANOVA (2012)

A IR

2. jednani - Simona Mrazova (Glasa), Jana Sykorova (Varvara),
Magda Malkova (Marfa Ignatévna Kabanova), Jozef Kundlak
(Tichon Ivany¢ Kabanov), Eva Dfizgova-JiruSova (Kata),

foto Martin PopeldF

KATYA KABANOVA (2012)

Act 2 - Simona Mrazova (Glasa), Jana Sykorova (Varvara), Magda
Malkova (Marfa Ignatevna Kabanova), Jozef Kundlak (Tichon
Ivanyc Kabanov), Eva Dfizgova-Jirusova (Katya),

photo by Martin Popeldi
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. KATA KABANOVA (2012)
2. jednani- Jana Sykorova (Varvara), Luciano Mastro
(Vara Kudrjas), Eva Drizgova-Jirusova (Kata), Gianluca Zampieri
(Boris Grigorjevic), foto Martin Popeldr
KATYA KABANOVA (2012)
Act 2 - Jana Sykorova (Varvara), Luciano Mastro (Vara Kudrjas),
Eva Drizgeva-Jirusova (Katya), Gianluca Zampieri

¥ (Boris Grigorjevic), photo by Martin Popeldr




» KATA KABANOVA (2012)
Zavér opery — Vaclav Zivny (Kuligin), Simona Mrazova (Glaga),
Eva Dfizgova-Jirusova (Kata), Magda Malkova (Marfa Ignatévna
Kabanova), Martin Gurbal (Savjol Prokofjevic Dikoj), Petr Némec
(Pozdni chodec), foto Martin PopeldF
KATYA KABANOVA (2012)
Concluding scene — Vaclav Zivny (Kuligin), Simona Mrazova (Glasa),
Eva Drizgova-Jirusova (Katya), Magda Malkova (Marfa Ignatevna
Kabanova), Martin Gurbal (Savjol Prokofjevic Dikoj), Petr Némec
(Walker), photo by Martin Popeldr




2 0 I 4 VYLETY PANE BROUCKOVY
THE EXCURSIONS OF MR BROUCEK

Dirigent — Conductor Robert Jindra

Rezie — Stage director SKUTR (Martin Kukuéka, Lukas TrpiSovsky)
Scéna — Set designer Jakub Kopecky

Kostymy — Costume designer Simona Rybakova

Premiéra — Premiere 16.10. 2014

Divadlo Antonina Dvordka — Antonik Dvorak Theatre


https://www.ndm.cz/cz/opera/inscenace/3343-vylety-pane-brouckovy/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Vylety pané Brouckovy jsou predevsim
ohromnou vypravou do fantazie pana
doméciho. Pan Broucek byl pro nas
takovou smutnou donkichotskou postavou.
Uprostred historické Prahy Zije sam jako
stary mladenec, jemuz ostatni nerozumi.
Ma velkou fantazii, ktera se ale nehodi do

byt bud dobfe situovany, nebo oslnivé
krasny. Ale pan Brou¢ek nema ani jedno,
ani druhé. Postupné tak zahorkne vici
svétu a itéchou mu jsou jeho vylety do

fiSe fantazie, k nimz mu vydatné poméaha
dobre vychlazena plzeri. Jorge Garza svou
fyziognomii popiral nase zazité predstavy

o typickém panu Brouckovi. Byl kiehky,
komicky zamilovany i nézné popleteny.

Pro vytvoreni scénografie jsme se
inspirovali jednou dobovou skuteénosti.
Vikarka totiz za doby Svatopluka Cecha
byla béhem dostavby Svatovitské katedraly
jednim velkym stavenistém. LeSeni, sit proti
suti, hromada pisku &i kbelik se tak stavaly
mésiéni krajinou, labyrintem husitské Prahy,
vojenskym lezenim. Nepoetické pracovni
nastroje ziskavaly v oéich pana Broucka
noveé rozmeéry, stejné jako jeho milovani

i nenavidéni sousedé.

Lukas TrpiSovsky

-+ VYLETY PANE BROUCKOVY (2014)
Jindfich Pansky (Pegas), foto Martin Popelar
THE EXCURSIONS OF MR BROUCEK (2014)
Jindfich Pansky (Pegasus), photo by Martin Popeldr

The Excursions of Mr Broucek is first and
foremost a spectacular exploration of the
fantasy life of the title character. Mr Broucek
was a kind of sad Don Quixote character for
us. He lives on his own as a bachelor, whom
others cannot understand, in the middle

of historical Prague. He has a rich fantasy
which does not help him with an ordinary
life, where it is more important to be well-
off or physically attractive. Mr Broucek is
not blessed with either one or the other.

He gradually grows bitter in relation to the
world and finds solace in escapes into the
world of fantasy, which he is greatly assisted
in by well-cooled Pilsner beer. Jorge Garza,
however, did not fit in with our established
views as to a typical Mr Broucek in terms of
physiognomy. He was fragile, comically in
love, and even tenderly confused.

We were inspired by one period detail when
creating the scenography. Vikarka street at
the time of Svatopluk Cech was one great
building site during the construction work
on St. Vitus Cathedral. The scaffolding, the
debris nets, the piles of sand or buckets
became a kind of city landscape, a labyrinth
of Hussite Prague, and a military camp.
These less than poetic instruments obtain
new dimensions in the eyes of Mr Broucek,
along with both his beloved and hated
neighbours.

Lukas TrpiSovsky
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» VYLETY PANE BROUCKOVY (2014)
1. éast - Jorge Garza (Maté&] Broucek), Jana Sibera (Méalinka),
foto Martin PopelaF
THE EXCURSIONS OF MR BROUCEK (2014)
Part 1- Jorge Garza (Matéj Broucéek), Jana Sibera (Malinka),
photo by Martin Popelar




 VYLETY PANE BROUCKOVY (2014)
2. 4st - zleva Jana Sibera (Kunka), Erika Sporerova (Kedruta),
Vaclav Morys (Vojta od Pavi), Martin Gurbal (Domsik od Zvonu),
Arnold Bezuyen (Matéj Broucek), Jifi Hajek (Vacek Bradaty),
Martin Srejma (Miroslav Zlatnik), foto Martin PopeldF
THE EXCURSIONS OF MR. BROUCEK (2014)
Part 2 — from the left Jana Sibera (Kunka), Erika Sporerova
(Kedruta), Vaclav Morys (Vojta of the Peacocks), Martin Gurbal’
(Domsik from the Bell), Arnold Bezuyen (Maté&j Broucek), Jiti Hajek
(Vacek the Bearded), Martin Srejma (Miroslav, the goldsmith),
photo by Martin Popeldr




= VYLETY PANE BROUCKOVY (2014)

1. ast - Vaclav Morys (Duhoslav), Martin Srejma (Harfoboj),
Peter Mazalan (Caroskvouci), Martina VIgkova (Zazraéné dité), U
Jifi Hajek (Oblagny) a élenové operniho sboru, foto Martin Popeldf
THE EXCURSIONS OF MR BROUCEK (2014)
Part 1- Vaclav Morys (Duhos iv), Martin Srejma (Harper),
Peter Mazalan -!p > ter), Martina VIckova (Child prodigy),
Jifi Hajek (Cloudy)an ers of the opera company,
photo by Martin Pop I
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* VYLETY PANE BROUCKOVY (2014)
2. ¢ast — uprostred Arnold Bezuyen (Matéj Broucek),
vpravo Yvona Skvarova (Kedruta), foto Martin Popeldi
THE EXCURSIONS OF MR BROUCEK (2014)
Part 2 - Arnold Bezuyen (Matéj Broucek) in the middle, Yvona
Skvarova (Kedruta) on the right side, photo by Martin PopeldF




Dirigent —
Rezie —
Scéna —
Kostymy —
Premiéra—

Divadlo Antonina Dvoraka —

OSuD

Jakub Klecker
Jifi Nekvasil
Daniel Dvorak
Simona Rybakova
18.10. 2018


https://www.ndm.cz/cz/opera/inscenace/4710-osud/?utm_source=Kniha_Janacek_2020&utm_medium=PDF&utm_campaign=Sledovani_navstevnosti&utm_term=A&utm_content=B

Osud je v Janackoveé tvorbé ojedinéla

opera se silnymi autobiografickymi

prvky. Protagonistou tohoto dila je

hudebni skladatel, pficemz ndmétem jim
komponované opery i hlavnim tématem
celého dila se stava tragicky pribéh jeho
Zivotni lasky. Nasi jevistni podobu Osudu
vnimame jako prihled do svéta skladatele,
ve kterém se stiraji hranice mezi predstavou
arealitou, mezi vzpominkou a tvréim ¢inem.
Zivot je operou, opera je Zivotem? Anebo je
to jen vize o nikdy nenapsaném hudebnim
dile? Co je basen, co je pravda? A co ma vétsi
cenu? Pro vyjadreni téchto zameérud jsme zvolili
symbolicky minimalisticky ¢ernobily design
zvétSenych klaviatur. Jevisté je rozdéleno do
dvou prostorovych plant. Prvnije ne prilis
hluboky, v Grovni zakladni podlahy jevisté

a se dvéma pfichody z bo¢nich éernych
lesklych stén, evokujicich vrchni desku
klaviru. Pouze v ném se pohybuje skladatel
Zivny, ktery podvakrate vystoupa na scénu

z ¢asti hledisté (v prvnim a ve tfetim déjstvi)
- jako by tak vchazel do ,své opery”. Druhy
prostor, ktery m(ize byt oddélen pevnou
oponou, opét ¢ernobilou naddimenzovanou
klaviaturou, zaé¢ina ve vySce jednoho metru

a mirnou Sikmou se zveda aZ na konec
hlavniho jevisté. V této Sikmé je zabudovano
nékolik vodotryskd, z nichz v pribéhu prvniho
déjstvi nékolikrat vytryskne voda. Nachazime
se v laznich Luhacovice —voda se dere

ze zemé jako |é¢ivy pramen a prostiedek
uzdraveni a ocisténi i coby zdroj inspirace.

Po obou jeho bocich jsou jakoZto stény
rovnéz naddimenzované klaviatury (ty jsou
ale tentokrate provedeny z gum), z nichz
mohou postavy vychazet i v nich mizet.

Je ukoncen dalsi sténou, opét pevnou
oponou (znovu zvétsenou klaviaturou anebo
projekéni folii). Po jejim otevieni spatfime uz
jen nacernalou hloubku prazdného zadniho
jevisté. Béhem prvniho a druhého déjstvi
jsou jedinym nabytkem tfi klavirové Zidle
umisténé v prvnim prostoru, ve druhém
déjstvi jsou pak pridany jesté ¢erné sang,

na kterych ve druhém prostoru sedi Matka.

V jednani tfetim, jez se odehrava patnact let
po déjstvi druhém, nahrazuje zidle od klaviru
fada divadelnich kresel a hraci prostredi
doplfiujeme o zafivkova svitidla. Posun v ¢ase
je samoziejmé &itelny i v kostymech.

- OSUD (2018)
1. jednani— Anna Knollova (Naléva¢ka vody), foto Martin Popeldr
FATE (2018)
Act 1-Anna Knollova (Girl pouring water), photo by Martin Popelar

Fate is a unique opera with strong
autobiographical elements in Janacek's work.
The protagonist of this piece is a music
conductor, while the subject of the composed
opera and the main theme of the entire

work is the tragic story of his life-long love.
Our stage version of Fate is conceived as

a glimpse into the life of the composer, where
the borders between imagination and reality,
between memory and a creative act all blend.
Is life an opera, or is opera life? Or is it only
avision about a never written musical work?
What is a poem and what is truth? And what
has a higher value? We chose a symbolic
minimalist black and white design of enlarged
keyboards for expressing these intentions.
The stage is divided into two spatial plans. The
first is not particularly deep, on the level of the
basic floor of the stage and with two entrance
points from the black shiny walls on the
sides, evoking the upper surface of a piano.
The composer Zivny only moves along this
when he enters the stage twice from part of
the auditorium (in the first and the third acts)
—as if entering thereby “his own opera”. The
second space, which can be divided by a firm
curtain, is once again a black and white over-
dimensional keyboard beginning at a height
of one metre and rising up to the end of the
main stage at a slightly skewed angle. Several
water fountains are built into this skewed
point, out of which the water spurts several
times over the course of the first act. We find
ourselves in Luhacovice spa, where the water
shoots out of the ground like a curative spring
and a means of healing and purification as
well as a source of inspiration. There are

also over-dimensional keyboards along both
sides serving as walls (these are made from
rubber this time), from which the characters
can emerge or disappear. The stage ends
with another wall, again a firm curtain (again
an enlarged keyboard or projection folio).
When opened, the audience only sees the
darkened depth of the empty rear stage. The
only furnishings during the first and third acts
are three piano stools situated in the first
space. A black sled is added in the second
act, on which the Mother sits in the second
space. The piano stools are replaced with

a row of theatre seats in the third act, which
takes place fifteen years after the second

act, and the performance environment is
supplemented by a fluorescent lamp. The
shiftin time is also apparent, of course, with
the costumes.




OSUD (2018)

1. jednani - Linda Ballova (Mila Valkova
Martin Srejma (Zivny, skladatel), foto
FATE (2018)

Act 1-Linda Ballova (Mila Valkova), M
(Zivny, the @@mposer), photo by Marti




» OSUD (2018)
2. jednani — Matthias Kastl (Zan), Jitka S
Linda Ballova (Mila Valkova), Martin Sre

Ondrej Mager (Doubek, jejich pétilety I

foto Martin Popeldf

FATE (2018)

Act 2 — Matthias Kastl (Jean), Jitka Sv er),
Linda Ballové (Mila Valkova), Martin Ste hposer),
Ondfej Mager (Doubek, their five yeal rova

(Nana), photo by Martin Popelar
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i - OSUD (2018)
.'-. . N i ' 3. jednani — uprostfed Martin Srejma (Zivny, skladatel),
foto Martin PopeldF

FATE (2018)
Act 3 - Martin Srejma (Zivny, the composer) in the middle,
photo by Martin Popeldr
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