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Jakd je cesta k vire... ze po ni jit bez nasili a boje, bez obétovani stésti a lasky?
Dervisové vifi v nekonecném tanci a ve vlnéni jejich suknic se mihaji obrazy.
Dvé zneprdtelené strany, dveé viry...

Prvni jednani

K damasskému krali Hydraotovi pfichdzi vladce Syrie — ¢arodéj Ismen. PFinasi
zlé zpravy — Syrii se vali kfizacké vojsko, aby pod zdminkou osvobozeni BoZiho
hrobu v Jeruzalémé ovladlo snad cely svét. Hydraotova armada mu nedokaze
Celit a jedina cesta k zachrané je rozvratit jednotu krestanskych rytird. Ismen
navrhuje poslat do jejich tdbora Hydraotovu dceru Armidu, aby svou krasou
mezi bojovniky zasela nesvar a rozbroje. Riskantni poslani je zaroven i po-
mstou za to, Ze Armida odmita jeho lasku. Ta pfichdzi ponofena v myslen-
kach na cizince, jehoZ spatfila na lovu gazely. Otclv navrh odmita a Ismenovi
nezbyva, nez se pokusit ji pfesvédcit pomoci vykouzleného obrazu kfizackych
bojovnikl. Mezi nimi Armida uvidi neznamého lovce a souhlasi, Ze se vyda
splnit nebezpecny Ukol. Ne vSak pro zachranu otce a vlastniho lidu, jeji cesta
vede za hlasem srdce.

Druhé jednani

Armida prichazi do taboru krizakl a zada, aby mohla promluvit s velitelem.
Knéz Petr ji chce nechat vyhnat z tdbora, na jeji obranu se ale postavi rytif
Rinald, v némZ Armida poznava neznamého lovce. Veliteli krizakG Bohumirovi
Armida vypravi smyslenou historku o tom, jak byl jeji otec oslepen strycem,
ktery se zmocnil vlddy nad Damaskem. Prosi Bohumira, aby ji pomohl pomstit
otce, a slibuje, Ze jim za to vyda Damasek. Bohumir neodmita, ale je odhodlany
prvné splnit boZi tkol — dobyt Jeruzalém. VSichni rytifi s Rinaldem v cele

se postavi proti jeho vili a chtéji se vydat s Armidou do Damasku. Bohumir
rozhodne, ze s ni pljde jen ten, na koho padne los. Rinald je vsak jiz odhodlany
s Armidou uprchnout. Petr se jim pokusi zabranit v odchodu, ale drak ovladany
Ismenem rozezZene rytire.

Treti jednani

V hradu uprostred pousté se Rinald s Armidou oddavaji své lasce. Rinald

uz zapomnél na své druhy i poslani. Ismen vyzyva Armidu, aby splnila Gkol

a Rinalda usmrtila. Armida odpovid3, Ze Rinadla miluje a Ismenovych kouzel
se neobava, ona jimi prece také vladne. Ismen prisaha pomstu. V tu chvili

vidi pres poust prichazet dva rytirfe, Rinaldovy druhy Ubalda a Svena, ktefi se
vydali hledat svého spolubojovnika. Ismen jim slibuje, Ze je dovede ke Stitu sv.
Michaela, ktery je ukryt ve sklepeni hradu. Jeho moci nikdo neodold a Rinald
jej bude muset nasledovat. Rytifi se zmocni stitu a Rinald nedokaze odtrhnout
oci od obrazu, ktery mu stit ukazal. Armida ho marné prosi, aby ji neopoustél.
Rinald odchdzi za Ubaldem a Svenem.

Ctvrté jednani

V pousti lezi vyCerpany Rinald a tézZce lituje, Ze zradil své druhy a viru. Prichazi
Ubald se Svenem a Petr. Ten se Rinalda snazi upokojit, pokanim vykoupil sv{j
hrich a stit sv. Michaela mu vréati silu. Rinald vyrazi do boje. V bitvé narazi

na zranéného Ismena, ten ale pada zabit rukou ¢erného rytire, ktery sdm
vyzve Rinalda na souboj. Rinald povzbuzovan ostatnimi krizdky jej probodne.
Az v moment, kdy jej smrtelné zrani, poznava Armidu. Umirajici Armida zada

krest z Rinaldovy ruky, jen to je v jejich oich jedina cesta, jak se mUze se svou
laskou jesté jednou setkat... Krizaci znovu pozvedaji vlajky a tdhnou dal pousti.

Dervis klesa k zemi, kruh se uzavrel. Ve valce neni misto pro ldsku a za touhu ji
ziskat, se plati cena nejvyssi...
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Jaroslav Vrchlicky

ZA STIHLOU GAZELOU

Jak had za zvuku pistaly se kroutim,

jak kader na cele milé se svijim, ba vic!

0, muj Boze, nechapu, co je to za viteni,
vim vsak, aZz ustane pohyb, pak nebudu nic.

DZalaleddin Balchi Rumi (1207-1273),
persky basnik, teolog a ucitel sufismu

Kde jsou vSechna dobra libreta

.Kdyz jsem zacinal komponovat, bylo jednim z mych nejvétsich cilli napsat
operu,” nechal se slyset v jednom rozhovoru Antonin Dvorak (1841-1904).
Opera zlstala jeho milovanym zanrem po cely tvarci zivot, a i kdyZ se mu ne
vzdy na tomto poli darilo, zanechal nam dila patrici k pokladim ceské operni
literatury. TouZil po tom, aby se jeho operdm dostalo stejného mezinarodniho
uznani jako symfonické tvorbé, a s timto pranim psal i své posledni operni
dilo Armida. Cesta k nému vSak nebyla snadnd. Po Uspéchu Rusalky se chtél
Dvorak vrhnout na kompozici dal$i opery, ale nedarilo se mu najit vhodné lib-
reto ani ndmeét, ktery by jej inspiroval. Doufal v dalsi spolupraci s Jaroslavem
Kvapilem, a jak Kvapil pozdéji vzpominal, hned den po premiére Rusalky vpadl
skladatel do divadla a podivoval se, Ze pro néj jesté Kvapilek, jak mu Dvorak
rikal, nema nové libreto. Ten mu jej prislibil, ale mnoZstvi prace v divadle ho
od psani zdrzovalo a dalsi spoluprace s Dvorakem, ktery o tri roky pozdéji
zemrel, se uz neuskutecnila.

Dvorak se tedy zacal zabyvat libretem Karla Pippicha Vlasty skon, ale tam
zapocatou praci prerusil Otakar Ostrcil, ktery jiz na zhudebnéni libreta praco-
val a pozadal skladatele, aby od svého Umyslu ustoupil. Dvordk mu vyhovél,
ale pranic jej to netésilo a v inoru 1902 si priteli Emilu Kozakovi postézoval:
,Jsem jiz vice nez ¢trnact mésicl bez prace, nemohu se k nicemu vypravit

a nevim, jak dlouho jesté muj nynéjsi stav potrva.”

Jak tedy doslo ke kompozici Armidy? Nechme vypravét samotného sklada-
tele, ktery to popsal v rozhovoru pro viderisky Die Reichswehr jen par tydnd
pred premiérou opery, 1. brezna 1904:

.Jak jste se, mistre, dostal k libretu Armidy?*

.To byla nahoda. Sel jsem do divadla, daval se tehdy Soud ldsky od Vrchlic-
kého, potkal jsem Vrchlického a postéZoval si mu, Ze nemohu sehnat vhodné
libreto. Od Rusalky uz uplynuly dva roky a ja jsem mél chut napsat zase novou
operu, ale s libretem byla velka potiz.” ,Mam libreto," Fekl mi tehdy Vrchlicky.
,Jaké?"

,T0, co jsem vam nabizel uz pred ctrnacti lety — Armidu."

Vzpomnél jsem si, Ze kdyz mi tehdy Vrchlicky libreto nabizel poprvé, vahal
jsem namét pouzit, protoze Armidu zkomponoval jiz Gluck. Pozdéji jsem
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na Armidu Gplné zapomnél. Pfidel za mnou Zeyer a pfinesl mi libreto k Sérce,
ale ani to jsem nepfijal. Pfi onom setkani v divadle mi Vrchlicky mimo to Fekl,
Zze ma jesté dva hotové texty, a to Jessiku pro J. B. Foerstera a Krale a ptacnika
pro 0. Nedbala. ProtoZe jsem nechtél psat nic jiného neZ operu, Armidu jsem
prijal.”

.Jak to, Ze jste se po ¢trnacti letech pro libreto rozhodl?*

.Ta latka se mi libila. Dva mésice jsem text procital znovu a znovu; podnéco-
vala mne okolnost, ze Armida byla zhudebnéna jiz dvaadtyricetkrat. (...) Sahl
jsem tedy po zpracovani od Vrchlického, ktery navic uvadi na scénu novou
postavu, kouzelnika Ismena.”

Duikaz o tom, zda Vrchlicky Dvorakovi skutecné nabizel Armidu dvakrat, nez
uspél, nemame. Faktem je, Ze o napsani libreta s namétem z Osvobozeného
Jeruzaléma Vrchlického pozadal jako prvni Karel Kovarovic (1862-1920) na jare
roku 1888. Vrchlicky skutecné béhem nékolika mésict libreto pripravil a ode-
vzdal skladateli. Kovarovic béhem dalsSich let rozpracoval skici k 1. a 2. jednani,
ale ani po deviti letech nebyla opera dokoncena. Vrchlickému dosla trpélivost

a pomeérné prikie Kovarovice v dopise pozadal, aby mu bud proplatil dohodnuty
honorar, nebo libreto vratil. Tak se libreto uvolnilo pro Dvoraka. Predeslych
zhudebnéni pribéhu Armidy a Rinalda si byl skladatel védom, jak ostatné zmi-
nuje i v rozhovoru, navic minimalné Gluckovu Armidu musel dobre znat, v Praze
se hrala na scéné Prozatimniho divadla roku 1866, tedy v dobé, kdy byl Dvorak
clenem orchestru. Je otazkou, jestli byl skute¢né tak nadSen Vrchlického tex-
tem, nebo si uvédomoval, Ze lepsi libreto v dohledné dobé mit k dispozici prosté
nebude. Kvapilova vzpominka vypovida spise o druhé moznosti: ,To byl tenkrate
tézky porod: Dvordk se do toho nutil, k latce i formé nemél pravého poméru

a byval jsem svédkem jeho mrzuté ndlady. Obcas mi vycetl, Ze jsem ho nechal
na holickach.” Na druhou stranu jej mohl lakat fakt, Ze v podobé Armidy se mu
dostalo ndmétu skutecné mezinarodniho, ktery by mu konec¢né dokazal pomoci
proniknout i na zahranicni operni jevisteé.

Vrchlicky, Tasso a Osvobozeny Jeruzalém

Tvorba Jaroslava Vrchlického (1853-1912) je skute¢né rozsahla a zahrnuje
mimo jiné pres 80 basnickych sbirek ¢i 30 divadelnich her. Jeho pfinos ¢eské
literatufe je nezpochybnitelny, nakonec se stal i prvnim Cechem nominova-
nym na Nobelovu cenu za literaturu. Presto jeho dilo nebylo vZdy pfijimano
jednoznacéné a ne kazda jeho ¢ast patrila k vrcholdm Vrchlického tvorby, coz
bohuzel platilo i pro nékterd operni libreta. Také mu byla vycitana ¢astd in-
spirace mimo ceské prostredi, rad sahal po starovékych tématech a historii
cizich zemi. Velkou ¢ast jeho tvorby tvori preklady, diky kterym méli ctenari
moznost seznamit se s vrcholnymi dily od renesance az po své soucasniky

a najdeme mezi nimi tituly, jako jsou Baudelairovy Kvéty zla, hry Henrika Ibse-
na ¢i Dumasovi Tri musketyfri.
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Jako dramatik mél Vrchlicky uspéch na prknech Narodniho divadla a nékteré

z her poslouzily jako zaklad pravé pro operni libreta, napf. jeho Noc na Karlstej-
né (1885) pro Karlstejn (1916) Vitézslava Novaka. Je tedy celkem logické, ze se

na Vrchlického po jeho Uspéchu v ¢inohre zacali obracet skladatelé s Zadostmi

o libreta. Za zminku urcité stoji také trilogie melodramu Zdenka Fibicha Hippoda-
mie (1890-91) a jeho opera Boure rovnéz na Vrchlického libreto. V pfipadé Armidy
svou roli sehrala i Vrchlického prekladatelska cinnost, nebot to byl pravé dokon-
ceny preklad Tassova Osvobozeného Jeruzaléma, ktery privedl mladého Karla
Kovarovice k zadosti o libreto na téma prevzaté z italského eposu.

Pokud bylo Vrchlického cilem prelozit velka dila svétové literatury, pak byl
Gerusalemme liberata — Osvobozeny Jeruzalém ziejmou volbou. Torquato
Tasso (1544-1595) patril k nejvétsim italskym basnikim pozdni renesance
az raného baroka. Jiz v mladi chtél navazat na slavny epos Ludovica Ariosta
Zurivy Roland, a zaroven jej pritahovaly pribéhy o krizovych vypravach. Evrop-
ské zemé na pobrezi Stredozemniho more byly po staleti cilem piradtskych vy-
prav a snah osmanského impéria o rozsireni Uzemi. Tasso mél tedy i osobni
zkuSenost s muslimskymi vypady, protoze jeho sestra Cornelia jen o vlasek
unikla masakru, ktery rozpoutali Turci pfi jedné ze svych vyprav v italském
Sorrentu roku 1558. To zfejmé stalo na pocatku prvniho pokusu o epos Geru-
salemme inspirovany prvnim krizovym tazenim. Mlady basnik nakonec zjistil,
Ze zpracovat takové historické téma je zatim nad jeho sily a zkuSenosti. Praci
nedokoncil a svou pozornost obratil k rytirskym pribéhim, vysledkem c¢ehoz
byla basen Rinaldo (1562).

Pravy cas pro velké dilo prisel az o desetileti pozdéji, kdy Tasso pobyval

na ferrarském dvore. Zde v roce 1575 dokoncil epos Osvobozeny Jeruzalém
pojednavajici o prvni kiizové vypravé (1096-1099) pod velenim Raimonda IV.
z Toulouse, Godefroye z Bouillonu a dalsich, ktery vrcholi dobytim Jeruzalé-
ma a bitvou u Askalonu. Historickym pramenem pro néj byly dobové kroniky,
predevsim kronika Viléma z Tyru (1130-1186). Ty se vsak staly jen zakladem
pro Tassovu fantazii proplétajici eposem plnym bitev pribéhy jednotlivych
hrdin(, ¢asto plné kouzel a nadprirozena. Oproti Ariostovi zde velkou roli
hraje vira. V Zurivém Rolandovi nebyli muslimové — Saracéni podani jako ne-
pratelé viry, jednoduse to byla druha strana, se kterou se bojovalo o Gzemi,
pripadné v soubojich mezi jednotlivymi rytiri o koné, Zeny a kouzelnou zbroj.
Kouzel také vyuzivaly obé strany. Osvobozeny Jeruzalém ma v tomto jiz jasné
vyhranény postoj viéi ,neprateliim Krista", kteri obsadili svaty hrob, i kdyz
Tasso ponechava Saracéndm jistou miru kavalirstvi. Moci kouzel uz vladnou
jen Saracéni, krestané spoléhaji na bozi zazraky. Tasso tak zachytil ménici

a zacal se objevovat vliv katolické reformace a pusobeni inkvizice. Co véak
zUstava spolecné s Ariostem, jsou hrdinové zmitajici se mezi svymi touhami
a povinnosti bez ohledu na to, ke které strané patfi. V tom se odrdzi i Tassovy
vlastni pochybnosti o vife. Na dile pracoval v dobé, kdy se u néj zacaly ob-
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jevovat prvni znamky duSevni nevyrovnanosti, a pobyt na ferrarském dvore
naklonéném uceni kalvinismu v ném vyvolaval strach, Ze upadne do osidel
kacirskych myslenek. To jej privedlo aZ k dobrovolnému slySeni pred inkvizic-
nim tribunalem.

Na prekladu Osvobozeného Jeruzaléma Vrchlicky pracoval ¢tyfi roky, v letech
1882-1886, a z jeho pfedmluvy je ziejmé, ze uz tehdy v ném budil dojem
hudebniho dramatického dila, i kdyZ si byl — jak sdm v predmluvé piSe — vé-
dom, Ze pro divadelni zpracovani nema uplné idealni atributy: ,0d Montéguta
pochazi vyrok, Ze cela tato basen je velky operni text. Je opravdu néco pravdy
na vyroku tom, ale Mazzoni (Quido, italsky basnik) podotyka, Ze pro hudebnost
mél by se spiSe Osvobozeny Jerusalém nazyvati velkou operou. (...) My neva-
hame klasti Osvobozeny Jerusalém k nejlepsim, nejzralejSim a nejchutnéjsSim
plodim lidského ducha. Ac je to basen heroicka, jest hlavni tiha jeji v lyric-
kych partiich, ve snivé melancholii, v nevyslovné harmonii a hudebné versové.
PFripoustime, Ze hlavni rek sam je malo zajimavy i malo aktivni, Ze kontrast
pekelnych sbor( a rajskych sfér blyska trochu opernim pozlatkem a i jednot-
livé bojovné vystupy zase imitaci starych — ale co jest absolutné dokonalého
pod sluncem?”

Je otadzkou, zda Vrchlického pochybnosti o hlavnim hrdinovi nejsou predzveésti
myslenek na libreto Armidy - uz proto, Ze toto konstatovani lze snadno vztah-
nout pravé na Rinalda.

Je to ta spravna cast pribéhu? Predchozi zpracovani
nameétu versus Vrchlického verze

Vrchlicky samozfejmé nebyl jedinym autorem, jehoz Osvobozeny Jeruzalém
podnitil k tvorbé. Stejné jako Ariostlv Zurivy Roland se TassUv epos stal obli-
benym zdrojem inspirace nejen pro vytvarna dila, ale i pro hudebni zpracova-
ni, po dvé stoleti predevsim pro autory opernich libret. Prvnim zhudebnénym
vSak nebyl pribéh Armidy a Rinalda, ale druhé milenecké dvojice, které patri
rozsahla ¢ast eposu — Tankreda a Klorindy. Autorem je Claudio Monteverdi, je-
hoz Il combattimento di Tancredi et Clorinda poprvé zaznélo v Benatkach roku
1624. Monteverdiho zaujala i Armida, ale jeho dilo Armida abbandonata z roku
1626 je bohuzel ztraceno. Armidina laska k Rinaldovi inspirovala béhem

17.a 18. stoleti témér stovku libret, z nichz nejzndméjsimi a dodnes alespon
prilezitostné uvadénymi jsou napt. Armida Jean-Baptiste Lullyho (1686), Han-
delGv Rinaldo (1711) &i Armida Ch. W. Glucka (1777). Posledni ozvénou zajmu
operniho svéta o Tassovo dilo je Rossiniho Armida (1817).

Stoji za povsimnuti, Ze vétsina libretistl a skladateld volila k milostnému

pribéhu saracénské kouzelnice Armidy a krizackého rytife Rinalda ponékud
odlisny pristup nez Vrchlicky. Jejich pozornost se obracela piredevsim k prvni
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Casti pribéhu, kdy probéhne spor mezi rytiri, a ¢asti na Armidiné kouzelném
ostrové. Je to pochopitelné, protoze nejvétsi dramaticky potencial nabizi
moment, kdy do milostné idyly prichazeji Rinaldovi druhové, aby jej s pomoci
kouzelného stitu odvedli zpét, a zanechdvaji na ostrové Armidu zmitajici se
mezi zoufalstvim a nenavisti k Rinaldovi. Handeluv libretista Giacomo Rossi
dokonce pribéh rozsiril o Rinaldovu snoubenku Almirenu, jejiz podobu Armida
vyuzije ke svedeni Rinalda, a o ¢arodéje Arganteho zamilovaného do Armidy.
To vse doplnil o Stastny konec opery, kdy Rinaldo ziskdva zpét Almirenu, Ar-
mida bere na milost Arganta a saracénsky par se nechava pokrtit.

Prevazné stastné konce baroknich oper uz ale nemély v 19. stoleti milujicim
velké tragédie misto, a kdyz se Kovarovic obratil na Vrchlického s prosbou

o0 ,slova ku vazné opere” vychazejici z Tassova Osvobozeného Jeruzaléma,
spisovatel se rozhodl, Ze pribéh pojme Sireji. Do déje tak pribyla postava
damasského krale Hydraota, diky ¢emuz se kouzelnice Armida stala jeho
dcerou. Roli saracénského kouzelnika Ismena Vrchlicky oproti eposu rozsiril
a pridal mu milostné touhy po Armidé, které ona odmitd vyslyset. Armidin
odchod do tabora krizak( tak neni jejim vlastnim napadem, ale ideou Isme-
na. Na ni Armida pristoupi az na zakladé vycarovaného obrazu, v némz vidi
rytife, s nimz se potkala na lovu a zamilovala se do néj. | kdyz svedeni Rinal-
da a kouzelny ostrov doznaly také Uprav oproti origindlnimu namétu, jeho
linka je vice méné sledovana. Kde se vSak rozchdzi, je zavér, ktery si musel
Vrchlicky vypujcit od jiné dvojice milencd. Originalni pribéh Armidy a Rinalda
totiz nema tragicky konec — rozzurend Armida se sice pridava k egyptskym
vojsklim tahnoucim proti kfizakdim a utka se v bitevnim poli s Rinaldem,

k souboji a jeji nestastné smrti Rinaldovou rukou ale nedojde. Toto zakonceni
si Vrchlicky vypUjcil od dvojice Klorindy a Tankreda, kdy Tankred v boji za-
biji cerného rytife a pozdé zjistuje, Ze se jednalo o Klorindu. Jeji prijeti krtu
je logickym vyusténim pfedchoziho déje, kdy Klorindina matka byla tajna
krestanka, kterd se musela své dcery vzdat a prala si jeji vychovu v krestan-
ském uceni. V této podobé ma Klorindin krest svoje jasné opodstatnéni, ale
u Armidy tu neni Uplné zretelnd motivace mimo trochu sobecké prani, aby se
po smrti setkala s Rinaldem.

Kvili zménam a odchylkdm od plvodniho pribéhu a pravdépodobné také v
disledku kvapné prace se Vrchlickému do déje vloudily i dalsi nepfilis logic-
ké momenty. V Osvobozeném Jeruzalému se pro Rinalda na kouzelny ostrov
také vydavaji jeho druhové Ubald a Karel. Potfebuji totiZz Rinalda, protoze
bylo predpovézeno, Ze on jediny dokdaze ziskat dfevo na stavbu bitevnich
strojd z Ismenem zacarovaného hdje, ale démantovy stit jim vénuje védma,
ktera je na ostrov preplavi. Ve Vrchlického libretu je stit ukryt v hradu, ktery
pro Armidu a Rinalda vycaroval Ismen, a je to také on, kdo ho rytirim vyda,
aby se Rinalda zbavil. Nikde uz se v8ak nedozvime, kde saracénsky kouzel-
nik prisel ke stitu sv. Michaela a proc¢ ho ukryl ve sklepeni hradu vyc¢arova-
ného uprostred pousté.
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Problematické kvality Vrchlického libreta Armidy se staly predmétem nejen
premiérovych recenzi; jesté o nékolik let pozdéji je komentoval i muzikolog

a popularizator dila Antonina Dvoraka Otakar Sourek slovy, ze Dvoiakovi se
dostalo ,podkladu se slabinami velmi povazlivymi, zrozeného patrné jen jako
odstépek basnické prace na prekladu Tassa, snad ve chvilich tvarci vycerpa-
nosti, jisté véak bez pravého tviréiho zaru.”

Prace na opere a premiéra

.Pracuji nyni na velké opefe na slova Dr. Jaroslava Vrchlického (Armida)

a jsem Stasten, ze po tak dlouhém odpocinku opét mohu pracovati na tom, co
ja chci, a ne co chtijini*, napsal Dvorak na podzim 1902 historikovi a ministru
Rezkovi. V té dobé byl jiz v pilné praci na Armidé, kterou zacal v bfeznu téhoz
roku. V kvétnu jiz skicoval zacatek druhého jednani a prvni skici ke tfetimu
jednani jsou datovany 8. Fijna 1902. Na ¢tvrtém jednani pracoval od Unora

do bfezna 1903 a partitura celé opery byla hotova 19. ¢ervna 1903.

Na Dvorakovu spolupraci s Vrchlickym vzpominal skladatellv syn Otakar:
.Nejcastéji se oba umélci sesli na nabrezi a probirali Armidu pri spole¢né
prochazce. Nékdy mé tatinek braval s sebou, a tak si dobre vzpominam, s ja-
kou dlkladnosti resili kazdou podrobnost. | na Vysoké v roce 1902 pracoval
tatinek na svoji nové opefe téméf nepretrzité. Casto se rozjeli za Vrchlickym
do Prahy kvuli potfebnym zméndm a Vrchlicky trpélivé posilal na Vysokou
zpracované upravy. Tatinek citil, Ze opera o ¢tyfech déjstvich je pFilis naroc-
na na pozornost posluchacd, a zadal mimo jiné Vrchlického, zda by ji nebylo
mozno o jeden akt zkratit, ale vzhledem k rozsahu déjovych zapletek mu

v tomto bodé Vrchlicky nemohl vyhovét. V srpnu 1903 na Vysoké dopsal tati-
nek partituru. Byl se svoji praci velmi spokojen a vzpominam si, jak se jednou
pfi obédé pochlubil, ze do Armidy dal tolik hudby a tak dobre vystihl atmosfé-
ru Orientu, Ze budou vSichni koukat.”

Spoluprace zfejmé neprobihala ani zdaleka tak idylicky, jak si ji Otakar Dvo-
rak pamatoval, nebot Vrchlicky jiZ po prvni praci s Dvorakem na oratoriu
Svatd Ludmila vyhrozoval, Ze pristé bud skladatel prijme text, jak je, a nebude
vyZzadovat zadné zmény, nebo s nim nebude spolupracovat. Na tyto své vy-
hrizky, zda se, Vrchlicky zapomnél, ale ze vzpominek Antonina Klasterského
je zfejmé, ze spoluprace s Dvorakem pro néj nebyla uplné jednoducha: ,Ho-
tovy kriz mival Vrchlicky jako libretista, zejména s Dvordkem, a s humorem
licival ndm své trampoty. Dvorak, jenz snil stale o jakési ,.weltoper’, nemohl se
pro latku rozhodnouti, a rozhodl-li se, mél stale néjaké vrtochy a pochybnosti.
Pri Armidé, kde vystupuje kouzelnik Ismen, podezrival Vrchlického, ze je vtom
néjaka narazka, kterd by mohla ohroziti mu zdar dila (,realism — naturalism -
hypnotism - und solche -ismen’), a uspokojil se teprve, kdyz mu Vrchlicky
ukazal, ze Ismen je vzat s Osvobozeného Jerusalema; jindy vytahl Vrchlického
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Casné zrana z postele a stéZoval si, Ze verse jsou dlouhé a nemUze je kom-
ponovati. ‘fotrlinku, mam néco v hlavé, ta ta ta — ta ta ta, predélaji mi to na to.
Ale kdyz Vrchlicky po krusné praci prinesl verse kratkého metra, Dvorak vité-
zoslavné mu ozndmil, Ze uz zkomponoval prece ty dlouhé.”

Oproti pavodni verzi libreta proved! Vrchlicky na Dvorakdv popud v textu Skr-
ty, napf. v 1. jednani ve 2. vystupu dialogu krale Hydraota a carodéje Ismena,
stejné tak v nasledujici scéné prichodu Armidy. Zkratil také Ismenovo liceni
kFizacké armady a dialog Armidy s Hydraotem.

Naopak rozvedl vystup, kdy se Armida odmita vypravit mezi kfizaky. Skrtal

i v arii Ismena ve 3. jednani a ansambl Ismena, Armidy a Rinalda. V 1. vystupu
4. jednani byla zkracena arie Rinalda a vystup po pfichodu Ubalda, Svena

a Petra. Také zavérecna scéna je v této verzi kratsi. | tak si Dvordk nékolikrat
v zertu posteskl, Ze by byval byl s tfiaktovou operou rychleji hotov.

Termin premiéry Armidy v Narodnim divadle byl uréen na 3. bfezna 1904

a Kovarovic jako $éf opery a soucasné dirigent zacal hudebni zkousky se
solisty jiz v listopadu 1903. Zacatkem ledna vSak musel odstoupit z hu-
debniho nastudovani inscenace. | kdyz se tak stalo ze zdravotnich ddvod(,

v médiich to vyvolalo vlnu spekulaci, protoZe nebylo tajemstvim, Ze na zhu-
debnéni Armidy pracoval jako prvni. Vystridal jej FrantiSek Picka, plivodné
sbormistr operniho sboru v Narodnim divadle, coz vedlo k obvifovani v tis-
ku, Ze se Dvorakovu dilu nedostava patricné péce. Picka vSak v té dobé jiz
pUsobil v divadle jako dirigent. AC to nejspiSe nebylo Umyslné, véci skute¢né
nebéZely hladce. Na hlavni zkousku 1. brezna se nedostavil nemocny Bohu-
mil Ptak, ktery zpival Rinalda. Zkouska probihala bez néj a atmosféru za-
chytil ve vzpomince pritomny Leo$ Janacek: ,Nevidél jsem dra. Ant. Dvoréka
nikdy tak podrazdéného jako pri generalni zkousce Armidy. Nebylo divu:
taktovka nevladla télesu, p. Ptak pro churavost nedosel; kostymy ucinkujici
svlékali, zkouska nedokoncena. Pribéhl ke mné. Pro¢ mi nesouvisle predho-
dil: ,A vasi Pastorkyni budou pry davat?’

Nasledujici den ohldsila Narodni politika odlozeni premiéry ,pro nahlé ochu-
ravéni p. Ptaka, jenz zpiva hlavni Glohu”. Premiérovy den bylo nutno posunout
jesté nékolikrat a Narodni politika dokonce informovala o zméné obsazeni

v roli Rinalda. Nakonec se premiéra uskutecnila 25. brezna 1904 s pldvodné
planovanymi pévci Rizenou Maturovou (Armida), Bohumilem Benonim (Is-
men), Bohumilem Ptakem (Rinaldo), Emilem Pollertem (Hydraot) a Vaclavem
Klimentem (poustevnik Petr). Dvorak byl pritomen, ale selhavajici zdravi ho
donutilo divadlo opustit jesté pred koncem opery. Tisk referoval o nadSeném
divackém ohlasu, presto po premiére nasledovalo pouhych Sest repriz.

PrestozZe se v recenzich objevily vytky k rezii i k nedobre provedené a nepfrilis
vynalézavé vypravé -, Jsme presvédceni, ze Vrchlicky a Dvorak jinak si pred-
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stavovali na modernim jevisti kouzelné vyjevy Armidy, jichZ rezie zhostuje se
jako véci nepohodlnych, bez invence a snahy po efektu ucinném, nedovedouc
se misty uvarovati ani smésnosti svého opatreni” — i k samotnému Vrchlic-
kého libretu, Dvordkova hudba sklidila vesmés chvalu: ,Dvorak ocitl se tu

v oblasti zcela nové, opustiv pidu slovanskou, na které vybujely nejkrasnéjsi
kvéty jeho uméni, zGstal vSak cele svij a zvlasté v lyrickych a sborovych
mistech uloZil svoje nejcennéjsi klenoty. Armida vcelku komponovana je v mo-
dernéjsim duchu, jaky zavladl v poslednich jeho operach.” (Dalibor, 3.4.1904).
Bylo vSak poukazovano, Ze ac¢ téma neni ¢eské, Dvorak ve své hudbé stale je
nepreslechnutelné ceskym skladatelem: ,Mohutné sbory, nézna erotika, nad-
hernad instrumentace nesou na sobé rdz Dvordkovy tvorby. Ale jedno prece
musime Fici: Dvorak, eminentni talent lyricky, celou dusi cesky muzikant, neni
tu na vlastni ptdé svého razovitého talentu. Citite to po celen opera. Je silna
ve svych dramatickych akcentech, nézna v lyrickych ¢astech. Ale Dvorak,
ktery tu chce zachytit orientalni prostredi, je prilis Cesky, nez aby zaprel svoji
minulost.” (Cech, 27.3.1904)

At jiz byly vytky jakékoliv, hudebné se Armida mize sméle radit po bok Dvo-
Fakovych poslednich opernich dél, Certa a K&¢i a Rusalky. Hudebni rozli$eni
svéta krizaku a orientalniho svéta neni tak vyrazné, jak bychom mozna ¢ekali,
orchestralni zvuk vSak hyri barvami, sbory krizackych rytird znéji monu-
mentalné a jako kontrast k nim Dvorak vytvari vlastni hudebni svét orientalni
pohadky bez potreby citaci pavodni orientalni hudby, v niz pozorné ucho po-
sluchacovo pfilezitostné zachyti ozvuk Rusalky &i Certa a K&¢i.

Pohadky maji své historické pozadi

Jakkoliv mGzeme brat Dvorakovu Armidu jako pohadku pro dospélé, neni
od véci si pfipomenout alespon stru¢né i historické udalosti, jez se operou
prolinaji a ledaskdy ndm mohou odkryt detailnéji motivace nasich hrdina.

Déj se odehrava v 11. stoleti béhem prvni kfiZové vypravy, ale konflikt
kfestanstvi a islamu zacal mnohem drive, prakticky zahy po vzniku islamu

v 7. stoleti, a vystupnoval se v dobé, kdy muslimové zabrali Gzemi dnesniho
Spanélska. Ani kitestané nebyli zadni berankové a nasili jim nebylo cizi. Jiz
dilo biskupa Augustina z Hipponu (354-430) neboli sv. Augustina dalo zaklad
uceni o tzv. bellum iustum — spravedlivé valce, nebot napsal, Ze agresivni
valka je hrisna, ale valku lze ospravedLlnit, pokud ji vyhlasi legitimni autorita,
jako je kral nebo biskup, pokud je obranna nebo slouzi k ziskani ptdy a pokud
nezahrnuje nadmérné nasili. V 5. stoleti zacala cirkev rozvijet uceni, které
umoznovalo Ucast krestan( v boji, i kdyz to bylo omezeno pozadavkem, Ze
boj musi byt veden za Gcelem obraceni nevéricich nebo Sifeni slavy Krista.
Vyhlaseni prvni kfizové valky papezem Urbanem Il. posunulo bellum iustum
na dalsi stupen — bellum sacrum svatou valku.
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Alzbéta Polackova (Armida)

Zacnéme ale ve mésté, o némz se v opere hodné
mluvi. Neni jim Damasek, ktery z{stal alespon v prv-
ni kFizové vypravé mimo dobyvacné choutky krizaka,
ale Jeruzalém. Uz proto, Ze jednim z argumentd pro
kFiZovou vypravu bylo Spatné zachazeni s poutniky

a touha ziskat vladu nad mistem, kde se nachazi
Kristv hrob. Je ale dobré si uvédomit, Ze krestaniim
vlada nad méstem patfila jen ve zlomku jeho dlouhé
historie. Kdyz pomineme nejstarsi historii, vliade
muslimU predchazi fimska nadvlada, béhem niz

zde — diky prijeti kiestanstvi také Fimskym impéri-
em - v roce 335 vzniklo zasluhou cisafe Konstantina
i centrum krestanstvi a byl vystavén chram Boziho
hrobu. O necelych tfi sta let pozdéji jiz Jeruzalému
vladli Persané, aby se mésto zakratko stalo soucasti
arabského chalifatu. To ale neznamenalo, Ze byl
krestanim pristup do Jeruzaléma odepren. Mésto
sdilely komunity muslimd, kiestan( i Zidd, i kdyz na-
bozenska tolerance byla casto velmi kiehkd, a z Ev-
ropy se vydavali poutnici na cestu k Bozimu hrobu.
Situace se zhorsila po vpadu seldzuckych Turka,
kteri postupné ovladli ¢ast Byzantského cisarstvi

a uzemi dnesni Syrie a vytlacili arabské vladce az

k Palestiné a do Egypta. Do Jeruzaléma sice pristup
poutnikim odepren nebyl, ale celkova nestabilita

v regionu vSe komplikovala.

Podnétem k vyhlaseni prvni kfizové vypravy se
stala zadost o pomoc proti Turkdim okupujicim

jizni ¢asti Byzance, s niz se byzantsky cisar Ale-
xios obratil na papeze Urbana Il. K tomu se pridaly
hlasy pozadujici osvobozeni Boziho hrobu — jednim
z takovych kazatell byl Petr Poustevnik, mozny
predobraz postavy kazatele Petra v opere. Na kon-
cilu v Clermontu roku 1095 papez skutecné vyhlasil
krizovou vypravu. Plan byl shromazdit vojsko, které
meélo v srpnu 1096 vyrazit z Francie do Konstanti-
nopole, jenze se trochu vymkl kontrole a jiz v dubnu
se na cestu vydala lidova krizova vyprava vedena
Petrem Poustevnikem. Sedlaci a chudina bez zbra-
ni a zasob po cesté rabovali a v Poryni se podileli
na masakrech Zidovského obyvatelstva. Stejné se
chovali po zbytek cesty i pred branami Konstantino-
pole a cisar, ktery se musel starat o jejich zasobo-




vani, jim rychle zafidil preplaveni pfes Bospor. Hned prvni srazka s Turky pro
tuto ¢ast vypravy skoncila $patné, vétsina Ucastnikl byla zabita nebo odvlece-
na do otroctvi.

Druha ¢ast vypravy vyrazila pod vedenim Raimonda z Toulouse, Bohemunda

z Tarentu, jeho synovce Tankreda, Roberta Flanderského a Godefroye z Boui-
llonu (historicky predobraz Bohumira) a dalsich, jak bylo planovano. V listopa-
du 1096 dorazili v odhadovaném poctu 8000 jizdnich rytiiG a az 55000 pésaka
k hradbam Konstantinopole. Vzapéti se ukazalo, Ze cile cisare Alexia a veliteld
kFizové vypravy se rozchazeji. Alexios chtél pomoci znovu dobyt ztracena by-
zantska uzemi, cilem krizackych veliteld bylo osvobodit Svatou zemi od nevé-
ricich a ovladnout ji. | z téch dGvodd, Ze ne véechny na vypravu vedla vira — pro
chudé rytire a druhorozené syny Slechtickych rodu to byla i prileZitost ziskat
vlastni panstvi.V kvétnu 1097 krizaci dobyli Nikaju a pokracovali na Antio-
chii. Po jejim UspéSném obsazeni se vyprava zastavila, velitelé se nedokazali
shodnout na dalsim postupu. Nékteri chtéli zGstat v nové nabytych panstvich,
dalsi pokracovat k Jeruzalému. Po mésicich ¢ekani se rozhodli vydat na jih.
PFi postupu po pobrezi Stfredozemniho more se kfizaci setkali jen s malym
odporem, protoze mistni vladci s nimi radéji uzavreli mir a poskytli jim zasoby,
nez aby bojovali. Pred Jeruzalémem cekala dorazivsich 12000 muzd vyprahla
krajina bez vody a potravin a zprdva, Ze z Egypta vyrazilo vojsko na pomoc
fatimovskym vladcim mésta. Dlouhé obléhani nepripadalo v Gvahu, jedinym
reSenim byl Utok. Az druhy pokus byl Uspésny a dobyti mésta skoncilo velkym
masakrem. Muslimové byli bez rozdilu zabijeni, véetné zajatcd, kteri se vzdali.
Zidé, co se uchylili do své synagogy, zemreli, kdyz ji kiizaci vypalili. Vyhla-
Senim Jeruzalémského kralovstvi prakticky skoncila 1. kriZzova vyprava. Go-
defroy z Bouillonu, ktery odmitl titul jeruzalémského krale, nebot nechtél nosit
kralovskou korunu tam, kde Kristus nosil trnovou, ale prijal titul Ochrance
Jeruzaléma a zUstal s podstatné zmensenou posadkou ve vylidnéném mésté.
Jeruzalému vladli krizaci dalsich sto let, ale to uz je jiny pribéh.

Armida dnes

~Komponovat lze se pFi nalezité pili naucit, ale ze srdce zpivat dovede jen
pévec bohem posvéceny,” napsaly o Dvorakovi po premiére Armidy Divadelni
listy a nezbyva nez jim dat za pravdu. Dvorakova posledni opera je pres své
neprilis Stastné vykroceni na operni jevisté dilem, které stoji za uvadéni. Jed-
nim z problémd, s nimz se museji inscenatori vyrovnat, je ne vzdy divadelné

a dramaturgicky funkéni libreto, ledaskde zbytecné rozvlacné. Vrchlicky zjevné
nedokdzal napravit, co sdm o Osvobozeném Jeruzalému konstatoval, a to Ze
Lhlavni rek sdm je malo zajimavy i malo aktivni, a Ze ac je to basen heroicka,
jest hlavni tiha jeji v lyrickych partiich, ve snivé melancholii“. Na slabiny libreta
poukazovala jiz kritika po svétové premiére, napf. Véstnik pévecky: ,Dramatic-
kou ovsem v Armidé hudba Dvorakova neni a dle textu, na néjz komponovano,
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ani byti nemohla. Libreto viibec ma mnohem vice viny na tom, ze, Armida uplné
nepronikla, nez-li hudba, jejiz ¢asti jsou vskutku znamenité.” | némecky hudeb-
ni kritik dr. Richard Batka napsal: ,Literarni basnici byvaji malo kdy dobrymi
libretisty. Uz myslenka zvoliti zastaralou, vyuzitkovanou latku nebyla velice
Stastnou. Proto bylo by nds hlubsi psychologické motivovani a podklad vnitfni-
ho dramatického vyvoje a s touto starou latkou bylo mohlo sbliziti, avsak Vrch-
licky nema ve svych zilach ani kapky ¢ervené divadelni krve atd.”

Hned dalsi generace dirigentl i rezisérd véetné Otakara Ostrcila a Vaclava
Talicha se s timto snazily vyrovnat pomoci hudebnich $krtG a drobnéjsich
zdsaht do textu libreta.

PrestoZe Vrchlicky Osvobozeny Jeruzalém prelozil, pro Armidu vytvoril vy-
hradné vlastni verse. Ted uz mizeme jen spekulovat, kam by jej zavedla
cesta vyuzivajici pfimo Tasslv epos a jeho poeticky jazyk, protoze jednim

z problému Dvordkovy opery je, jak naznacily i nékteré kritiky pri premiére,
az prilis kvétnaty jazyk libreta protkany basnickymi a staro¢eskymi tvary,
které nemohly byt ani pro premiérové publikum v roce 1904 snadno srozu-
mitelné. Textové Upravy libreta proto nemaji za cil zménit obsah samotného
pribéhu, ale chtéji jej zachovat v celé jeho poeticnosti a zaroven umoznit
divakim sledovani déje bez potreby nékolikrat za sebou si vétu precist v ti-
tulcich ¢i programu.

Je zajimavé a poucné vréatit se pri hledani koncepce k literdrnim korentm
a realné historii. Vrchlicky zpracoval libreto na motivy Tassova eposu velmi
volné a charaktery nékterych postav posunul a zjemnil (Armida) nebo nam
o nich prilis nerekl (Rinaldo). Nékteré naopak dostaly vétsi prostor — jako
postava Carodéje Ismena, vladdce Syrie a ndpadnika Armidy. Pravé Ismen je
tim, kdo spusti cely proud udalosti ndpadem poslat Armidu do krizackého
tabora. A je to opét Ismen, ktery pomuze rytifGm odvést Rinalda od Armidy
pomoci démantového stitu. Tassova verze nasich hrdinl ale vyborné dopl-
nuje jejich charaktery a dodava jim zivotnost a davéryhodnost. Jeho Armi-
da je mocnou, nezavislou ¢arodéjkou, ktera jde mezi rytire z vlastni vile,

a na konci vasnivou a pomstychtivou Zenou nevéahajici pozvednout mec.
Ani Dvordkova Armida neni jen poslusnou dcerou krale Damasku. Zprvu
dany kol odmita, a rozhoduje se pro néj, az kdyz zjisti, Zze napomuze jejim
vlastnim zajmdm - setkat se s Rinaldem, do néhoz je zamilovan4, a vydat
se za novym zivotem. Nakonec i Dvordk nechal z libreta vySkrtnout ¢ast
pied Armidinou slavnou arii o gazele, kdy neustale omdléva do narudi slu-
zebnych. Jeji prani byt onou gazelou ranénou Rinaldovou rukou jako by bylo
predzvésti véci budoucich.

Ismena Vrchlicky sice z druhoradého kouzelnika povysil na vladce Syrie, je

vSéak $koda, Zze mu vzal jistou obojakost, kterou ma v eposu, kde se o ném
mluvi jako o ¢lovéku, ktery byl kfestanem i muslimem, ale ani jedno z na-
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boZenstvi nevzal doopravdy za své. | Rinald se nahle jevi jinak, kdyz vime,
ze mu bylo pouhych osmndct let a své misto hrdiny si mezi ostatnimi rytifi
musel teprve vydobyt. V Osvobozeném Jeruzalému béhem sporu o to, kdo

doprovodi Armidu do Damasku, dojde k boji a Rinald zabije jednoho z druh.

Je za to vypovézen z tdbora a s Armidou na kouzelny ostrov odejde az pfi
dalSim setkani. O to presvédcivejsi pak je u néj pocit viny, ze zradil a opustil
své druhy ve zbrani, ve chvili, kdy mu Ubald se Svenem nastavi démantovy
Stit-zrcadlo.

Historie nam nadavkem k Tassové basni nabizi obraz syrové reality strfetu
dvou kultur a ndbozZenstvi, kde milosrdenstvi nemélo ani na jedné strané
prilis mnoho mista. Podobnost s udalostmi, které mizeme vidét i dnes, je
az désiva, coz opere dodava aktudlnost, jakou autofi jisté necekali. A prece
je mozné najit Spetku smiflivosti a lasky, ktera se stala inspiraci a némym
privodcem v nasem pribéhu. V 7. stoleti vznikl mysticky smér isldmu zvany
sufismus. Jeho Ucelem je splynuti s Bohem ¢i Alldhem pomoci hudby, tran-
su, askeze, poezie nebo meditace. Je to duchovni cesta, pfi niz sufi hleda
skryty poklad a cilem kazdého poutnika je nalézt Pravdu, tedy cestu k Bohu.
Existuje nékolik riznych radd, mezi nimi i mevlevijové, ktefi jsou véeobecné
znavac jsou oddéleni, a proto je pro péstovani vztahu mezi Bohem a ¢lové-
kem potreba lasky.

Jaky je tedy kli¢ k Armidé? Je mozné ji vnimat jako pohadku pro dospélé? Proc
ne, pohadky nejsou jen pouhou zdbavou na ukraceni vecera, nékteri folkloristé
je dokonce pokladaji za historické dokumenty. Pfedevsim vSak maji svij sym-
bolicky vyznam a pomahaji ndm pamatovat si, co je dobré a co zlé...

Patricie Castkova
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Prohlédl jsem usilovné kfiz a kiestany,
na krizi tu nebyl, duse marné po ném touzila.
Zasel jsem do modlitebny ve starém mésté,

ani stopa se tu po ném nezrcadlila.
ZasSel jsem do Heratu a Kandaharu, do hor,
v Udolich i ve vySinach jenom mlha proudila.

Vydal jsem se tedy na vrch hory Kaf -

kromé fénixova hnizda ni¢im neokouzlila.
Uzdu zadosti jsem vedl do Kaby,

u starych ani u mladych stopa po ném nebyla.
Tazal jsem se po ném u lbn Siny,
schopnost Ibn Siny vSak tu nepostacila.
Dosel jsem pak az do mista ,vzdalenosti dvou lukd®,
ani na vynikajicim misté Slépéj nezbyla.
Pohlédl jsem tedy do vlastniho srdce -
ano, tam ho moje duse, tam ho spatfila.

DzZalaleddin Mohammad Balchi Rumi:
Masnavi (pFeklad Josef Hirsal)
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PRVNi JEDNANI
1. vystup

ZENSKY SBOR

Jak z dervisovych prstd finou
se vonna zrnka rdzence,

tak v klidu nase dny tu plynou
a splétaji se do vénce.

Slys, skrivan vola v klenbu stinnou

k hram lasky stastné milence.

MUEZIN

K ¢tyfem uhlim svéta
zni ma pisen stala,

k slunci a zpét sléta:
"Veliky je Allah!"

MUZSKY SBOR
Jdou kupci Sirou pousté plani,

kde Sakal hryze vyschlou kost,

kde nebezpeci hrozi stalé
a slunce zar a zivll zlost,

vSak nesou dary nasim panim,

zlato, perly, vzacny Sperk.

MUEZIN

Hvézdy blize spaji
laska bozi stala,
svét je velka ruze,
na niz dychd Allah!

ZENSKY SBOR
Kde o0dzy stin vlidny laka,
tam odpocine poutnik rad,

naslouchd sladkym pisnim ptactva

a citi vody svézi chlad
a zadiva se na oblaka,
jez vidi v dal se vétrem hnat.

MUEZIN

Z tmy se rodi jitro,
proména to stala,
zvonem bud tvé nitro,
ktery vola Allah!

MUZSKY SBOR

Co kupci nesou z cizich kraju,
to za hradbami nasich mést
svym mecem chrani vojak silny
a v slunce zari, svitu hvézd

zde 0dza ndm oddech skyta a
radovankdm dava kvést.

MUEZIN

K ¢tyFem ahlim svéta
zni ma pisen stalad

k hvézdam a zpét Léta:
"Veliky je Allah!"

SMISENY SBOR

Jak z dervisovych prstd finou

se vonna zrnka rizence,

tak v klidu nase dny tu plynou

a splétaji se do vénce.

Slys, skrivan vola v klenbu stinnou
k hram lasky stastné milence.

2. vystup

HYDRAOT
Co znamend zvuk trubek vystrazny,
tvQj spéch, Ismene! Boze, co se stalo?

ISMEN
Ja zprdvy nesu ndhlé a vazné
a chci ti fici o tom, co se déje.

HYDRAOT
Tak mluv!

ISMEN
Hned vse ti Feknu, vSak tobé jen,
at ostatni se vzdali.

HYDRAOT

Tak vypravuj a nerozdirej dal

mé srdce, kterym zmita tézky zal;

dost na tom jiz, a to mne smutkem
svird, ze nechce Armida za muze tebe,
ma jesté novy Zal se pridat k tomu?

0, tusim stradnou kletbou svého domu!

ISMEN

Jak mohla by mne také milovat,

kdyz pro jiného vim, Ze mocné pl3;

ty dlouhé v hajich jeji prochazky,

ty divné snahy - mné se zcela vyhnout,
mné, k némuz vzhlizi s nudou, bez
lasky,

jejz vysméchem svym stéle kruté stih3,
a potaji ty vzdechy tlumené,

to narikani, to omdlévani,

je srdce jeji téZce ranéné.

HYDRAOT
Vsak jesté jinou zpravu prinasis?
Tak nevahej a dej mi odpovéd!

ISMEN
Pak véz to, pane, v fisi tvou
ze Frankové ti kriz nesou.

HYDRAOT
Jak, Frankové?

ISMEN
Sem armada jde.

HYDRAOT
Jsi Sileny?

ISMEN

Vzdyt sdm jsem

vidél pfimo ty nekonecné pluky
a slysel jejich trubek zvuky.

HYDRAOT
Mluv, odkud prisli a kam mifi,
co vede je k ndm, co tu chtéji?

ISMEN

Z dalekych koncin severu

sem tahne vojsko krestanské
pod zaminkou, Ze osvobodit
jdou boha svého svaty hrob;

v tvém kraji zkdzu budou plodit,
dnes kral - jiz zitra otrok jsi!

HYDRAOT
Co rikas, vahat nelze dal,
kdyz chtéji boj, at maji zmar!

ISMEN

Svét zdpadni se k tobé Zene,
ty vychodu jsi prvni straz,
tvé vojsko Spatné pripravené
a ty jim sotva odolas;

jiz padla Gaza, padl Tyr,

a ddal se hrne jejich vir

a rostou jako boure mracna,
za nimi jen spoust krvava

a ptas se, kde se zastavi?
Pak Feknou tobé Jeruzalém!
Vsak blazen by jsi, krali, byl,
tém slovim kdybys uvéril,

ti ptjdou dél a stale vpred,
snad chtéji dobyt cely svét.

HYDRAOT
Tak mluv, mam v této hodiné
jen cekat tady necinné?

ISMEN
Ty nevis, budoucnost co taji
a zbranémi nic neporidis.

HYDRAOT
Tak mluv, co bude zachranou,
kdyz slaba zbran?

ISMEN
Nam je treba lsti.

HYDRAOT
Jen rekni, kde je spasy kli¢?

ISMEN

Lsti zvitézis! Ty zjevné neozbrojis lid
vérny sobé, nechas klidné prijit pluk
krestansky na dostrel zbrani k méstu,
vSak zdanlivé jen budes klidné spat.
Armidu posles do tabora jejich, at

povi jen jim pribéh vymysleny, co

na tom, snadno okouzli je vSechny

s pomoci ptvabu svych libeznych,

at véem rytirim pomate tam hlavy

a vldce jejich at svym kouzlem spoutd,
ja ziskam tim, na svoji tajnou lasku

v tom dobrodruzstvi zapomene snad,
ji vyuzijme k nasim planim sméle,
vzdyt Usmévem a predstiranou slzou
ovladnout srdce muzi bladhové to zeny
tési. Ta lest ta povede se. Armidu posli,



at vSem splete hlavy, at vznikne nesvar
v jejich slavném vojsku, at zast je szir3,
at tasi mece a sami sebe vlastni rukou
znici, at zadavi se zavisti a zasti, at
hadky jen a spory nastanou a je znici.
To je rada m4, tot mj cil!

ISMEN
Lsti rozdrtime jen ty francké hady,
kFiz zni¢ime v rdz, rozSlapem na kusy.

HYDRAOT

Ja s ulevou slova tva posloucham

a zetém mym budes, svdij slib ti davam,
kdyz Isti svou znic¢i$ nepfritele!

ISMEN
Krista!

HYDRAOT
Tam prichazi, s ni promluv okamzité!

ISMEN

To tobé patfi, je to tvoje dité,

ja prijdu trochu pozdéji,

s diikazy a kouzly vyvedu té z nesnazi,
snad kdyby chtéla zprvu odporovat.

HYDRAOT
Jde sama sem, ¢as na chvili se
schovat.

ISMEN
Ted zpovzdali ji pojdme pozorovat.

3. vystup

ARMIDA

Za stihlou gazelou

v houstinu setmélou
rano jsem chvatala

s veselou mysli;

nahle ve haje tmach
divny mé schvatil strach,
napjaty luk mdj v prach
sklonil se doll!

Jak zarny archandél

v zlaté se zbroji skvél
v dusi mou tisic strel
sypaje zrakem,

jak jsem ho ve snéni
vidala v tuseni,

k nému jsem v mléeni
zrela jak mrakem.

HYDRAOT
Zda rozumis?

ISMEN
Ted mlc¢me, pane mj!

HYDRAOT:
Zas blouzni, uboha.

ISMEN
Dal poslouchej!

ARMIDA

Nezli jsem vztahla dlan,
Sipem strelil tu lan,
schvatil jia s niv plan
se pustil dale,

na mé se neohlid’,

a prece z duse klid
vyrval mi, ze cit mdj
topi se v zalu.

Odesel — jen se mih),
jak svétlo ve vétvich,
gazelou chtéla bych
ranénou byti!

S hrdosti jeho Sip
nesla bych jisté lip,
sotva by krok muj shyb’
u cesty kuviti!

Odesel - jen se mih’,
jak svétlo ve vétvich,
odesSel, jen se mih'.

HYDRAOT
Slys, Armido!

ARMIDA
MUj otce, ty jsi zde!

HYDRAOT
Véc zavaznou ti, dcero, musim Fict.

Mne vyslys vlidné.

ARMIDA
Otce, posloucham.
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HYDRAOT

Véak pouze divérné a potaji

ti prosbu svoji mohu povédét,
jde o trlin muj, o blaho Fise mé,
o Stésti tvé i tvoji budoucnost.
Pojd, vyslechni mé.

ARMIDA
0, ma budoucnost!

ISMEN

Kouzelny vymluvnosti duchu,
na jeho jazyk sestup ted,

at presvédcivé zni ji v uchu,
¢im hrozi ndm zde Kristav kFfiz,
at ku jeho se prosbé skloni,

jen nerad saham k moci ¢ar,
tam temné nebezpeci ceka

a mnohdy nese zkazu nam.
Sem okFidlend slova lette

a znéte mocné v jeji sluch,

mé lasky touhu v dusi neste,

at vzkvete pro mé vzacny kvét,
at ldskou ke mné srdce hofi,
jen nerad saham k moci ¢ar,
neb mnohdy nesou v ldsce nesvar
a jedy kapou do srdci.

HYDRAOT

Jsou marna slova, slySet nechce
prosby,

znat nechce a nevidi nebezpedi,
co mifi k nam.

ISMEN

Tak sily pouzij a kletby, nam treba jeji
pomoci,

a bez ni je marné kazdé usili,

jsme bez milosti vSichni ztraceni!

HYDRAOT
Tak slyselas’ a hodlas poslechnout?

ARMIDA
Ja slysela, vSak nechci.

HYDRAOT
Rekni, proc¢?
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ARMIDA
Nic neldka mé k této vypraveé.

HYDRAOT
Co otce Zivot, co tvdj vlastni trin?

ARMIDA
Ja nedbdm toho!

HYDRAOT

Pak té proklindm!

A nechci znat se vice k tobé,

za nevdék sv(j at mas mdj hnéy,

a stejné na zemi jak v hrobé

v tobé proklindm svou vlastni krev!
Ty stvlrou bud pred tvari boha,
pred svym i cizim pohledem

a tvoje kam jen vkroci noha,

bud slunce zar ti smrtici,

bud' ti prokletim, véénym prokletim!

ARMIDA

Odesel, jen se mih’,

jak svétlo ve vétvich,
gazelou chtéla bych
ranénou byti!

S hrdosti jeho Sip

nesla bych jisté lip,
sotva by krok maj shyb’
u cesty kviti!

HYDRAOT
Co s Silenou? Nam treba jednati!

ISMEN

Dost nerad, ale nucen, Armido,

ti odhalim, co z dalky hrozi nam,

snad uvidis-li na své vlastni oci

nas jisty zmar, snad presvédcit se das.

HYDRAOT
Co délat chces?

ISMEN
Ty, nevérici, hled!



SBOR

Za krizem vzhru, bojovnici Krista,
vam odmeéna se na vysosti chysta,
tam v stinu chladném, v kvétu rajskych
palem vas ¢eka vécny bozi Jeruzalém.
Praporem nasim znameni krize,
zastitou pevnou je viry sila!

Ve jménu krize

pozvednem’ rozhodné

mece a Stity v krvavém zdapasu,
pohanim vstric ve svaty boj,

z4astitou nam je Kristav kriz,

Ze je nase vira pevna, vSudy zjevna,

at zvi to zem!

ARMIDA
Jdu, otce, rada, kam mne posilas!

HYDRAOT
Dik, Ismene, ty spasitel jsi nas!

ISMEN
Ty poslechni a stastnou byti mas!

HYDRAOT

0, diky nadpozemské moci
ten désny obraz vykouzlen,
dik, dcero, ndm ze ku pomoci
se vydas, jak vzejde jitra den!

ISMEN

Jen diky nadpozemské moci
se s ni stal rychly obrat ten,
snad vstane jitro téz mi z noci,
snad laskou budu obdaren!

ARMIDA

Ne kouzel a ¢ar strasnou moci,
mné laskou vzesel novy den,
on mezi nimi! Ku pomoci

ne vam, ja ptjdu sobé jen!

HYDRAOT

Jak srdce mé zas volné dyse

a bezpecénéji zfim v budoucnost,
maj pevny trin a ma je rise,

jak prelud zmizi cizi host.

ISMEN

Jak nadéji mé srdce dyse,

ted vzbourim ducht pekel zlost,

v prachu zdeptame kfiz v jeho pyse
a nase bude budoucnost!

ARMIDA

Jak stéstim srdce mé, jak Stéstim dySe,

bud poZehnana skutecnost,
jen k nému, k nému, z plné cise
chci piti lasky blazenost!

HYDRAOT
Tak na cestu se, dcero, vypravis?

ARMIDA
Jak vyjde slunce zitra jiz.

HYDRAOT
Mé budiz s tebou pozehnani
i modlitba ma stala!

ISMEN
Mé pujde s tebou vzpominani
a nadéj ma zas vzplala!

ARMIDA
Jdu, s bohem budte, nashledani,
jdu, kam si duse prala!

MUEZIN
Veliky je Allah!

DRUHE JEDNANI
1. vystup

SBOR RYTIRU

PFi télu tvém, jez knéz vys vznasi,
té prosime, pout ridiz nasi,

pFi krvi tvé, jiz bude pit,

nam nedej marné zapasit,

bud s ndmi, nebes vécny krali,
tvaj vérny lid sem prisel z dali

na hrob tv{j zbran svou zavésit!
Ved pousti dale nase kroky

a ze skal vykouzli vod toky,

bud nase opora a stit,

kdyz pro tvé jméno chcem’ se bit,
dej smélost srdcim, silu pazi,
chcem’ hrobu tvého byti strazi,
chcem’ pro tvou slavu zit a zemfit!

PETR
Jiz kleknéte, neb k vam se sklani
Nejvyssiho pozehnani!

5. vystup

1. STRAZ
Jdi zpatky!

2.STRAZ
Zpétky!

ARMIDA
0, smilovani méjte,
mné prachod k panu prejte!

SVEN
Co chcete, nac ta hadka?

ARMIDA
Chci k vojevidci, pane!

SVEN (DUDO)
Snad jsou to vazné zpravy,
Ze jde$ sem s mysli smélou.

ARMIDA

Ty pro vypravu celou

jsou dllezité velmi.

0, zazen tyto straze,

slys prosby moje naléhavé!

SVEN
Pak tedy at projit smi,
zpét, straze!

ARMIDA
Pane, dik!

SVEN

Ted malou chvili jen
na pana pockej tady,
on zahy pujde kolem.

ARMIDA

0, srdce, zti$ sv(j tlukot smély,
ted u cile jsi brzy jiz,

jej, ktery je tvdj zivot cely,

zas uvidis$ a uslysis!

Snad s milosti se k tobé sklonf{
a v nitro srdce vyprahlé
paprsek soucitu ti vpusti a
Stésti many po kapkach.

Krok prvni stastné ucinén,

ted opatrné dale.

0, lasko, ¢arovny jsi sen,

6, von a kvet mi stale,

ve hloubi srdce zapust koren

a na mohutny vyrost kmen,
jenz pro nejvyssi hvézdy stvoren,
jejz neszehne bleskl pochoden.
0, srdce, zti$ svdj tlukot smély,
ted u cile jsi brzy jiz,

jej, ktery je tvij zivot cely,

ty uvidis, ty uslysis!

PETR
Co vidim, v tdbore je Zena cizi
a mladd, v smutku je a spanild?

ARMIDA
Nech dotknouti se lemu tvoji Fizy,
tva velebnost mne, otce, ranila.



PETR

Co tady chces, neznama cizi zeno,
mam pravdu fici tobé do o¢i?

V nich vidim hadé drimat utajené,
jez rdzem zjevi se a zaskocCi

svou obét, rostouc v straslivého dabla,

zpét, nestastna, zfi satan z tvého oka!

ARMIDA
Tak tvrdy jsi na Zenu, kterou straslivy
udél stihd, vzdyt jsi prece knéz.

PETR

V tvém oku se mi zare hrichu mihla
a v usmévu tvém zasycel mi bés;
zpét, odkud 's prisla!

ARMIDA
Ja chci k vojevidcil

PETR

Zde vsude pekla skryvaji se skadci
a vécny Buh mi odpust hrich,

tys jednim z nich

a proto, ze jsi krasna, z nejhorsich!
Sem straze, beze vSeho vahani,

na rozkaz mdj ji zente z tabora!

ARMIDA

0, béda, v ukrutné jsem ruce padla,
ma nadéj, posledni kvét, v slunci
zvadla!

RINALD

Hle, jaky spor — mam zbran svou tasit,
na zenu s mecem, zpatky, baby!

Ty, svaty otce, dopustis,

by slabou Zenu tyrat sméli?

ARMIDA
0, pane, prijmi dik a sly3
muaj plac a srdce narek vrouci!

PETR

Ty, Rinalde, mé nezazli,

o blaho tvé Ze starost jevim

a pamatuj, Ze krasy nastrahy
jsou nebezpecné, zradné uklady!

RINALD

Ja, otCe, vim; rytire prvni ctnost
je vzdycky chranit divéi nevinnost!
Co, divko, chces?

PETR
Chce mluvit s Bohumirem.

ARMIDA
To mé je, pane, prani jediné.

RINALD

Sam uznds prece, Ze je nevinné!

Jen zdpal z boje strhnul k ¢inu straze,
jimz porusili svaté pravo hosta.

Nam treba ctit prdvo na pohostinnost;
sam dovedu té k vidci, jestli mému se,
krasna divko, svéris vedeni;

a prominout rac¢ otci ndboznému,

je zvykly postu jen a modleni,

tvlj vzacny pavab jisté nevidél.

Jak lito je mi, pani,

Ze pri tvém prichodu jen nepratelstvi
a hrubost hanebnd na tebe cekala.

6. vystup

BOHUMIR

Vy, vzdavajice veleni se mému,

ted slyste vali, jiz vdm chci vyjevit.
Prikazal pan, jenz vladne Sirym
svétlm,

by dalsi krok jsme ucinili v pousti.

a vydali se, kde ¢ni Jeruzalém.

Nam divné je, ze nasi vyslancové

se nevratili z Damasku az dosud

a zndmo neni ndm, zda v nepratelstvi
chce zUstat s nami jejich kral, ¢i prizen
chce vénovat svatym prapordm nasim.

RINALD

To prave, pane, mize divka rici,
o jejiz vyslyseni jsem té prosil,
je z Damasku a povi pravdu tobé!

PETR
0, neposlouchej!

BOHUMIR

Vyslechnout vée mGzem,

kdyZ rozhodnuti podfidime Bohu.
Jen predstup, divko!

Vstan a hled mi v tvar!

SBOR RYTIRU
Mne zmocnuje se jeji krasy jas.

BOHUMIR
Jsi z Damasku?

ARMIDA
PFrichazim odtamtud.

BOHUMIR
Co 24das na mné?

ARMIDA

PFemohla jsem strach

a vydala se sama v rady stand

a mecu tresk, ja prosim o ochranu.

SBOR RYTIRU
Té se ti jisté od nas dostane!

PETR
Ji nevér, pane, kazdé slovo lez!

BOHUMIR
Vy krotte jesté muzny ohen svdj!
Ty, krdsna cizinko, vSak vypravuj!

ARMIDA

Slys, z hlubin bidy svoji
ja zvedam k tobé tvar,
mam nadéji, ze mé

na pomoc ty pdjdes sam.
Jsem dcera Hydraota,
jenz v Damasku byl kral,
na dvore nasem ziv byl
stryc, zradny Arbilan.
Oslepil mého otce,

jej do zaladre vrh’,

mne s bratrem zajal v hradu,
a vladu prevzal sam.

0 mou pak zadal ruku

a kdyz jsem nechtéla

se vzdati jeho chtici,

mé v pomsté ukrutné

i bratra mého chytil,

v poust odvésti nas dal
a Sakalim nas napospas
kdzal zanechat.

0 tobé slySic zpravy,

o velkém vojsku tvém,
jdu k tobé o ochranu

té zadat v hofi zlém.

0, sklon se vlidné ke mné,
jen vojska tvého cast

mi staci vratit tran

i milou moji vlast,

mné staci pomstit vraha
a lid mdj se mnou je.
Chci Damasek dati tobé,
tu bilou perlu mést,
chci cestu ukazati

v poust tvému nérodu,
jen pomsti bratra mého,
vrat otci svobodu!

Slys, z hlubin bidy své
ja zvedam k tobé tvar

v té nadéji,

ze pomuzes snad nam.

SBOR RYTIRU

Jak mozno necinné zde stati,
chcem valku, mece rychle sem!
At vojevudce k boji kaze,

0, pane, dej ji odpovéd!

RINALD
Sam v cele vojska ja chci stati,
Damasek vezmem UGtokem!

SBOR RYTIRU
My vSichni chcem’ ho obléhati,
my vSichni jsme ji po boku.

ARMIDA
0, jaké mam vam diky vzdati!

PETR
NeZ vSechny zhouba pekla schvati,
vstan, vojevadce, promluyv jiz!

RINALD
V svém nitru citim ohen plati
a pozar jeji nezhasis!

SBOR RYTIRU
Svou vili, pane, jiZ ndm zjev,
neb po boji vi‘e nase krev!
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BOHUMIR

Vim ovsem, rytifska je povinnost
vzdy hdjit pohanénou nevinnost

a chcem’ ji také dostat, jak se slusi,
vSak nejdriv nutno dbat o blaho dusi:
My na svij prapor zvedli Kristav kFiz,
jde za nim touha nase, nase vira,

ty, divko, zatim bol svij utis ted,

az padne Jeruzalém, bez vahani

ti pomoc prijde z nasi ruky jista,
vSak predevsim je svaté dilo Krista!

SBOR RYTIRU
Tim nova potupa se pro nas chysta.

RINALD

A byt by vsichni, velky pane,

po tvém jednali rozkazu,

muj mec¢ chci pozvednouti slavné,
smét ji pomoci v zapasu.

Sam jediny chci pfi ni stati,

kdo pravy rytif, spravny muz,
ten se mnou pujde, vSak se vrati
co vitéz brzy nazpatek!

Byt by pekla vystval hlubiny
mné na odpor, ja chci se biti

pro jeji blaho jediny!

CAST RYTIRU
My téz! My téZ chcem’ s tebou jiti!

BOHUMIR

0, duchu vécny, z moudrosti své more
jen krGpéj nyni dej mi v citd vir,

bych lidu mému nezplsobil hore,

by v srdce rozbourend padl mir,

tys vzdycky se mnou, fid mdj soud téz
nyni,

vzdy dobre ¢ini, koho dlan tva stini!
Mdj slyste soud! Uzndvam milerad,
ze chranit opusténou nevinnost

je zakon vam, a proto dovoluji,

by divce té jste prisli na pomoc.

VSak aby nesvar nevznik’ z toho,

spor a hadky zlé, kdo vydat s ni se ma,
v mém stanu losem rozhodnuto bud,
ty vyckej tady zatim osud svdj.

ARMIDA
Ja za vSe vzdavam tobé vrely dik!

7. vystup

RINALD

Ja nechci ¢ekat dal, jak rozhodne se
ten lhostejny a necitelny soud,

ja nechci ¢ekat dal,

ma celd bytost jen se k tobé nese,

v mém srdci, tvari busi krve proud,

tys pani ma, ta jiz jsem zrel tamv lese,

ma rozvaha se ztraci jako dym,
ma vdle, cit, mdj duch se k tobé sklani,
ty rozkazuj, ja prosim o slitovani tvé!

ARMIDA

Cim lasce mé jsou tyto vase boje,
ja vidala té davno ve svych snech,
tys vyplnil mou dusi, ta je tvoje,
tak, s poklidem ji v dlani své ted nech,
0, lasky svoji otevri mi pramen,
schlad dusi mou, jez zmira

v plamenech

a vstric tu jde ti v celém odevzdani,
svUj nese vdék, 6, méj s mou dusi
slitovani!

RINALD
V mé bytosti ty Zivot novy
rozlévas kouzelnymi slovy.

ARMIDA
Ach, jesté vic ti laska povi!

RINALD
Tvé krasné vlasy!

ARMIDA
Ty tvoje odi!

RINALD

Ta Usta sladka, tvoje télo!

0, nech mne sniti vé¢né tak,

a divati se ve tvij zrak,

jak ndhle se v ném tak setmélo, snad
patrime-li do oblak,

kde v dalavéch se ztraci ptak.
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ARMIDA

Pojd rychle odtud v moji fis,
tam plna ¢eka slasti ¢iS,

ji povzneseme ke rtdm vys!

RINALD
Rad poslouchdm, 6, pojdme jiz!

8. vystup

PETR
Ni o krok dal! ja tusil zradu pekla!

ARMIDA
Pojd, Rinalde!

PETR
Zpét, zmije prokleta!
Sem, bojovnici Krista, zachrante

ISMEN
Sem ke mné vstupte neprodlené oba,
sem jejich zloba se neodvazi vice!

PETR
To pekla prelud, neustupte zpét!
Jen s Kristem do nich!

ISMEN

Draku vzharu let!

Té lasce slouzi nebe, peklo, svét!
SBOR RYTIRU

Jak désny zjev, boufe strasné hrmi
a zem se trese, obloha se tmi,
kdo jiti dal, kdo zapasit tu smi?
0, Rinalde, rytiistva perlo skvéla,
¢i ruka osvobodi tebe ted,

jsi ztracen Kristu a vyprava cela
se hrouti v zmar!

zde Rinalda, jenz upad’ v sité zrady,
sem, na pomoc mu rychle taste mec
a v bubny uderte, trub vzbudte vresk!
Stdj, Rinalde! Tys Kristdy, ty jsi nas!

SBOR RYTIRU
A my jsme vSichni vérna tvoje straz!

ARMIDA
Pojd, laska vola!

PETR

Zuastan, rozum kaze,

0, kam jste dali mece své a paze!
0, zrado zl3, 6, peklo vitézi!

ARMIDA
Jsi se mnou spojen vécnou laskou
mou!

PETR
Staj!
RINALD

VSecko marné; jdu, kam laska vola!

PETR

0, béda, v pasti hrichu upad,

ted taste mece, ndsilim dal jdéte
a od sebe je silou roztrhnéte!
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TRETI JEDNANI

1. vystup

SIRENY (za scénou)

Poutniku, jenz pousté prachem
potacis se Zizni slab,

pohled, kterak zhoubnym virem
z dalky hrozi Samum zly;

v 0dzu sem pospés v loubi,
kde se staré stromy snoubi,

v jejich vonné, stinné hloubi
oddech, mir a laska dli.

Oaza tu laka chladna

a v ni stoji vzdusny hrad,
zrada nehrozi tu zadn3,
nepadnes zla do tenat.

SIRENA

V hustém kvitek nézny

v Seru tiSe spociva,
sladky fik a broskev zrala
ve vétvich se ukryva,
rudd zrnka v nitru skryva
plodl hojnost granatova,
mezi nimiz svézi

zelen listi zachviva.

SIRENA A SIRENY
Pestré litaji tu rajky
vétvi tmou jak plameny,
jen se mihne, v stin se ztraci,
zari jako drahokam.

A nez nadéjes se nahle
v kvétd viné zavrati,
polibeni na rty sprahlé
jako vir té uchvati;

bila nadra, plné boky
vnori tebe v blaha toky,
ziznivymi loky hltas
lasku v stastné zavrati.

RINALD

V tom polibku bych dliti tak chtél vécné

a stokrat mrit a zit zas nekonecné.

ARMIDA
Na hrudi tvé tak nechat svoje tvare

a na nich citit mékké tvoje dlané, to Stésti!

OBA
UZijme je svrchované!

RINALD

Jen niz, jen niz se sklon az k srdci
mému

a povéz, jak ti tlukot jeho zni,

zde neni jako slavik véznény,

jejz vabi z lesa druhl zpévny zvuk;

0, chyt v své dlané moje plaché srdce,
nez mezi hvézdy v prach se rozleti,

¢i v horkych kapkach blazeného place
jej zulibej v svém objeti.

ARMIDA

Hled, jaké milé z vétvi Sero se snasi
v nase zakouti to utulné,

Cas blizko je, kdy ztichne vétri vanek
a lesem plyne opar mlhavy;

0, bliz se prFivin, v nader mojich vlny
vnor jako v more Zhouci svoji tvar,
tam pohar Stésti pretéka, je plny,
tam stud muj skryl se, placha lan.

OBA

0, lasko, lasko, nekoneéné more,

kdo stihne jas, jenz z tvoji vé¢né zare
se line v proudech k zemské oblasti?
Svét cely lezi pod rGiZzovou patou,
tvlj otrok v prachu, ¢erv i v nebi bih,
bud velebena, ¢isi vrchovatou,

kde vzbouzis vécny ziti ruch!

viLy

Pres plan i horu
letime za vami,
nezname vzdoru;
jasem i mlhami

do vasi zméti,
Amorav zlaty,

Sip leti!

Prchejte dale,

vS8ak my vas chytneme,
k vysoké skale

za vami vlitneme
divokym chvatem,
kde kvétl zare

pla zlatem.

My zndme skryse,
husty kde voni mech,
kde zvoni tise

kapek proud v kamenech,
tam zpév nds véabny,

v noc kdyz se smraka,
vas vlaka!

ARMIDA

Hled, slunce jiz se chyli v svoji draze,
zar poledne jsme prestali zde blaze,
¢as nejvyssi jit tedy ke stolu.

RINALD
Vzdy za tebou a vzdy jen pospolu!

2. vystup

ISMEN

Na prahu krutych pousti,
kde Samum mraky pousti,
by zalil zemi v tmach,

ja kouzlem svého umu
jsem stvoril v loubi stinném
a stromu korunach

si pékny, vzdusny hrad;

v ném jako ptacnik sedim,
v dal hledim

a ptacky lakam do tenat.
Jiz par jich mam v své kleci,
0, jsou to statni reci,

Sli hledat druha sem:

Tu Dudo Sedobrady

pad’ v lécku moji zrady,

i Gernand s Tankredem;
ty hosti vzdusny hrad,

kde jako ptacnik sedim,

v dal hledim

a ptacky lakam do tenat.
0, pojd, 6, pojd,

pojd, strach odhod,

mam vzdusny hrad,
¢ekam té tam,

0, pojd!

0 druhém jeden nevi

a vSichni sopti hnévem

a zde se honi kol,

pry¢ nemohu, je svira
moc ma a Rinald zmira,
jej travi lasky bol;

vzpla v noci svétlem hrad,
v némz jako ptacnik sedim,
v dal hledim

a ptacky lakam do tenat.

Svou tvar jsem v starce vrasky
si skryl, vSak hod lasky

se dockam tady prec;

az Rinalda zde zni¢im,

pak ruky gestem zborim

tu kouzelnou svou klec;
Armidu, jez madm rad,

pak strhnu v naruc svoji,

pak spoji nas stésti lasky navéky:
Pojd, pojd, pojd, pojd,

strach odhod,

mam vzdusny hrad,

pojd, cekam té tam,

0, pojd!

3. vystup

ISMEN

Dost, Armido, jiZ nebezpecné hry,
je treba slyset povinnosti hlas,
ted premyslej, jak znicit Rinalda,
uz nejvyssi je k tomu cas!

ARMIDA
Ja nerozumim nijak feci tvoji,
co o hie pravis, nepredstiram nic!

ISMEN
Ty nechapes snad dany ukol svij?

ARMIDA

0, chapu dobfe, to je bez pochyb
ja nehram tu nic, nebot laska ma
je hluboka a silna jako smrt,

ma laska k Rinaldovi — rozumis?

ISMEN

Smrt vzejde tobé, zaslepenad, z ni.

Ja tedy, blazen, svoje uméni

vam propujcil, by prostopasnym
vasim lasky hram dalo utulek?

Ty Silis snad jak v domé otce svého,
ze po nezndmém touzi$ dobrodruhu,
jenz oklame té a pak opusti!

0, pamatuj na otce svého osud

a vér, Armido, miluji té dosud!



ARMIDA

Ja vsak ti s rozhodnosti opakuji,

ze Rinalda jen chovdm v srdci svém,
on kridla lasky dal mi, na nichz letim
ve vysinach, pod sebou nezfim zem,
tys hnusny mi — on smély bohatyr,

v ném sila s néhou, néznost v ném

i zar,

na jeho srdci vé¢ny dycha mir.

ISMEN
Na jeho srdci stihne tebe zmar!

ARMIDA
VsSak ja se nevzdam lasky své!

ISMEN

Ja rozborim faleSné Stésti tvé

tou hilkou, jejiz moci palac ten
jsem vykouzlil i nddherny zde sad,
vSe rozdrtim a zménim vSechno

v prach,

by védél kazdy, jak se Ismen msti.
Tak naposledy vzdej se moji moci,
a nebo vstric jdi zahubé a noci,
jen zahubé a noci!

ARMIDA

Ty mylis se, kdyz na sva kouzla pysny
chces sypati mi pisek do oc¢i,

znam podly chti¢ tvlj hrisny,

jenz po nejcistSim drze Gtoci,

jdi ode mne, ty bidny pekla hade,
duse své jedem ty se zalkni sam,

at vice v své té neuvidim cestg,

neb zahynes, to sméle prisaham!

Ja rovnéz znam moc tajuplnych kouzel,

ja téZ se vyznam v dile Hekaty,

i kdybys jim se tisickrate vzpouzel,
mou rukou zemres, hade proklaty,
abys ted vidél, jakém zil jsi bludu,
na srdci Rinalda dnes spati budu!

ISMEN
Prokletd, jez zrazujes svdj vlastni lid!

4. vystup

ARMIDA

Pojd, vecer jiz se blizi,
vSe barvy tlumi v ser

a mésic v tanec laka

na nebi zastup hvézd.

0, pojd jiz v lasky loze,
nam zari luny svit,

jsou sladké jeji taje,

jim s ismévem se vzde;j!

RINALD

Jiz mékké loze ¢ekd a

ze zahrad tmavych, kde pramen
s Sumem stéka

po mramoru, vla chlad.

0, pojd jiz v lasky loze,

nam zari luny svit,

jsou sladké jeji taje,

jim s ismévem se vzdej!

ISMEN

Ma pomsta na vas ceka,
vam zborim vzdusny hrad,
uz zrim, jak proudem stéka
krev tvoje v tento sad.

0, jdéte v lasky loze,

ja zveddm pomsty mec,
mou kletbu, kouzel moci,
kdyz lasku nechces, zhyn!

RINALD

Pojd, Armido, véak dobry starce ty,
za pohostinstvi prijmi dik,

az dobudeme slavné Damasek,

chci kralovsky se tobé odménit

za sluzbu, jiz jsi prokazal ndm rad,
nam propujcil svdj pohostinny hrad.

ISMEN
Cas nastal, bych té z bludu vyvedl|,
ty Zijes v klamu, Armida je ma!

RINALD

Zda mracno tobé padlo na rozum,
jsi starec jen — netrop si Zerty z nas!
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ISMEN

Jsem Ismen, vladar celé Syrie

a Armida je moje nevésta

a tvoji choti nikdy nebude;

hled, Ismen, jsem ja, mocny ¢arodgj,
mné staci jenom pokynouti v noc

a rozpadne se tento vzdusny hrad

a v sutindch vas oba pochova!

ARMIDA

Ne, rychle tak, ja machnu rukou téz
a v staré krase zase povstane,

moc proti moci tady stojime,

ty ustup v noc, ktera je domov tvij;
mam dokdazati tobé svoji moc?

ARMIDA
Ty, hade, zpét se navrat v prach
nam neprekazej v lasky hrach!

ISMEN
Porazen - vSak na chvili jen,
jen pockejte, az vzejde den!

ARMIDA
Pojd, Rinalde, vér v moji moc,
pojd, blazend noc ¢eka nas!

5. vystup

ISMEN
Jen jdéte, jdéte v naruc zmaru, k tmam,
ja pomstim se, to peklu prisaham!

SIRENY (za scénou)

Poutniku, jenz pousté prachem
potacis se zizni slab,

pohled, kterak zhoubnym virem
z dalky hrozi Samum zly;

v 0dzu sem pospés v loubi,

kde se staré kmeny snoubi,

v jejich vonné, stinné hloubi
oddech, mir a laska dli.

ISMEN

Ten zpév? Hled, temnou no¢ni pousti
se kdosi

se blizi sem a snad jiz o vstup prosi;
kéZz samo peklo by mé prispéchalo
ted se svymi sluhy na pomoc.

Hle, dva rytife vidim, jak se zvolna
potaceji sem — ti mi nepomohou.
VSak oni mozna za Rinaldem spéji,

v rdz budu opét kmetem v obliceji,
plan zraje v mysli — dobrd, uvidime,
zda staré kouzlo jesté v moci mame!

6. vystup

UBALD
Zde samé kouzlo, samy klam,
kam pohlédnes, tam ¢ihd zmar.

SVEN
Zde vetchy kmet dli, pohled jen,
snad vlidnou da ndm odpovéd.

UBALD
Ty, starce, ¢i je tento hrad,
kdo panem v ném, bych védél rad.

ISMEN
Armida, velkd kouzelnice,
jej pro Rinalda vystavéla.

UBALD
To staci, védét nechcem vice.

SVEN

M3as pravdu, to nam staci zcela,
jsme u cile, ted mysl sméla
nam pomdaze a viry moc

jej z pasti hrichu vyprostit.

ISMEN

Mi drazi pani, mylite se,

neznate jisté Armidu,

vy zkamenite drive v strachu

a vratite se bez klidu,

sta priser vam tam v cestu vstoupi,
tam promeéni se v ohen sloupy,

neb dabld, bés cely roj

prah strezi, kde s ni lezi on.

Ted jisté na loze s ni kraci
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a v mori blaha tvar svou koupa,
0, zpatky obratte své kroky,
neb hrnete se v zkazu svou,

6, zpatky, nezli v pekel hriizy
vstoupite nohou vahavou!

UBALD
Nam stitem bude Kristav kFiz,
0, Svene, bratre, pospés jiz!

ISMEN

Kdyz ale vstoupiti tam chcete,
ted starce radu vyslechnéte!
Ten paldc byl kdys jenom mym
od otcl vzacnym dédictvim,

nez Armida mé za mé sluzby
bezcitné odsud vyhnala,

ze Kristu vzdal jsem svoje srdce.
Div nezblaznil se docela,

v8ak v srdci zral mi pevny cit,

ze blizko musi spasa byt.

Ten paldc velmi dobre znam,
tam v hloubi sklepa svéren tmam
je velky démantovy stit,

jenz Michaelu z nebe spad,

kdyz pekla duchy v propast hnal
a hazel v temno vécnych skal.
Tam duchové stit ulozili,

tam ¢ekd v osudné az chvili

jej Cista ruka zvedne zas

a vrati jemu trpyt a jas.

Nez k Rinaldovi pospisite,

vy statni reci dovolite,

bych k Stitu onomu smél vést
ted rdzné kroky vasich cest.

0, pojdte rychle v zafi hvézd
podzemni chodbou, prisahdm,
ukazi pravou cestu vam.

UBALD
A jaka toho Stitu moc?

SVEN
Jak prispéje ndm na pomoc?

ISMEN

On v jasny den proméni noc,

v ném sila magneticka drim3,
Ze ten, ktery ho v ruce nese,

je nadan silou vznesenou,
kazdého tahne za sebou;

tot Michaelldv zarny stit,

v ném slunce s hvézdami lze zfit;
jim ozbrojeni vejdete

v to lasky hnizdo prokleté

a do komnaty sméle vpred,
pred stitem padne pekla voj

a Rinald proti vali své,

za vami pujde, kam jen chcete.
S nim vam naroste odvaha,

s nim jemu spdsa i vam vzejde!

SVEN A UBALD
Tak tedy pro tit a pak s nim
se ovénceme vitézstvim.

7. vystup

SIRENY (za scénou)

Tise, tiSe vétrik vane,

sotva Cefi proudy vod,

z listG vonnych tmavé skryse
oranze se diva plod,

rGze Septaji si tise:

.zde se stroji lasky hod".

8. vystup
UBALD

Jen dale sméle, vydrz, Svene mdj,
ten stit je tézky jako celd hora,

vSak pravdu o ném hovofril ten kmet.

SVEN

Jde Rinald stale, plaché zraky nori
do jeho zarné zrcadlové plochy

a rdi se studem, pld¢em chvi se ret.

RINALD

Jsem bezbranny, mné uzkost hrdlo
svira,

kdo sem vds poslal, 6, kterak jsem
zrazen,

6, Armido, at propadne se svét!
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ARMIDA

To strasliva je Ismenova pomsta,

vSak co ten stit, pro¢ do ného se divas?
Jen odvrat zrak a nehled v jeho svétlo,
0, Rinalde muj, slys a vrat se zpét!

RINALD
Vse ztraceno,
tma nade mnou se svira.

ARMIDA
Slys, Rinalde, 6, nebe potemnélé,
jak strpis to, Ze v nastrahu jim pad!

ISMEN
To pomsta moje — udélej, co chces,
na srdci jeho spat dnes nebudes!

ARMIDA
Staj, Rinalde!

UBALD
V prach pada pekla lez,
pojd, Rinalde, tam Krista naleznes!

CTVRTE JEDNANI

1. vystup

RINALD

Sam, v pousti sam, 6 hrazo, byl to sen,
dal pousti, noci, dal, az vzplanul den,
mne divnou silou tah’ ten strasny stit,
a z ného také lilo bleskd more

a padalo v mou dusi ubohou,

Ze zajasal jsem, sotva jitra svétlo

se rozzarilo temnou oblohou.

A v jeho stredu Erynii tvare,

mne $lehajice metlami vlasu

do hrudi, bokd, v o¢i Zzhnula zare,

ze nemohl jsem o krok jiti dal,

az vysilen jsem pad’ na kraji pousté,
tam pramen Sumi — nemohu vSak

k nému.

Na tvari své polibky jeji citim,

na pazich jejich pazi obly tvar,

jak z vlny na vlnu se vzrusen Fitim,

z Ust piju nektar, saji sladky zmar.

Bliz k sobé tisknu prahnouci ta Usta,
kde ohniva se rize rozvila,

a jeji loze nade mnou v tom vzrista,
ja ohlédnu se, je to mohyla!

Na dvere tézké dopadaji rany:

Slys, Rinalde, vstan, jiz se blizi soud!
0, neslys, Rinalde, lkaji rty jeji vroucng,
0, neslys, Rinalde, vola, roni slzi proud,
pod sekerami povolily dvere

a Sven s Ubaldem se ke mné derou.
0, strana chvile, kraceji bliz k lozi,
kde s Armidou jsem v néze lasky bdél,
krok jejich duni temné, jejich zrak pla,
jak trestajici pomsty archandél.

Jiz vySe zvedli ten Stit démantovy,

mé strasné viny désné zrcadlo,

vsak, nemuseli ani plytvat slovy,

sta bleskd moje srdce sezehlo;

ja v hiichu svém stal nahy pred tim
Stitem,

jenz bodal v moji dusi Zzhavym trpytem.
A divou silou, magnetickou moci

ten stit mé tahl stale dal a dal,

ven z loze, z jizby, sadem, vlhkou noci,
jak struna napjat chvél se kazdy sval,
ti strasni dva jej stale zvedajice

mne bez milosti tahli za sebou,



ja v stitu vidél Medusiny lice

se mracit s trestajicim pohledem,

ja neslysel jsem narky Armidiny,
plac, kletby, jek, Ismena désny smich,
stin zatraceny Sel jsem mezi stiny,
tvar v slzach, celo v potu krapéjich,
az vysileny pode Stitu vlivem

jsem padl zde ve svaru citu divém.
Svou hanbu vidim, provinéni svoje,

6, vécny BozZe, zadrz prisny soud,

mé bleskem zasahni z mraku temného,

sly$ upéni mé, hled, mych slzi proud!
0, litosti mé pramen roste v more,

0, Boze, otce, Boze, Krali, slys mne,
slys,

v noc hanby moji oCisty vnes svétlo

a odpust vinu moji pro tvdj kriz,

pro hreby tvé, pro trny svatych skrani,
6, Krali, Boze, otce, slitovani!

2. vystup

UBALD
Zde prepadeni Maurd zéalohou
jsme nechali ho; tusim, ranén pad"

SVEN

Spis vysilen tou divou noéni vravou,
kdyz prisli Mauri sem, jiz lezel tady,
za mrtvého jej méli.

PETR

Tady je.

0, zvedni hlavu, drahy synu,

a dychej jas a denni mir,

svou dusi vyman z pekel stind,
zti$ v bludném srdci boure vir!

VSICHNI

0, zvedni hlavu, drahy synu,
Blih laska je a vé¢ny mir,

blah, v jeho kdo zde kraci stinu,
ten nevi, co je vasni vir!

UBALD
Otvira oci.

SVEN
Vzdychnul zhluboka.

PETR
Ja nakapu mu balzdm hojivy
na suché rty.

UBALD
Hle, ruku pozveda.

SVEN
Slys, Rinalde!

PETR
Slys, drahy synu mj!

RINALD
Kde jsem?

UBALD
Jsi u svych.

SVEN
Mezi prateli!

PETR
Snad neznds nas?
Jen zazen z cela stin,

je laskou, odpusténim Hospodin.

RINALD

Ach, je-li mozné odpusténi,
kde k nebi sahal velky hrich,
viz, otce, slza ma zde kane,
v svych oklaman jsem nadéjich.
Ja zradil svaty prapor Krista
za mrzké vasné kratky zar;
je sluzkou hFichu duse Cista;
ja svaty prapor zaprodal;
zda mohou slzy smyti vinu,
jez, otce, na tvé nohy kanou?

PETR

Jak pravil jsem ti, v sadé bozim
vyrista odpusténi kvét,

a do tvé duse mezi hlozim

je v kypré padé rovnéz vset,

0, zalévej ho proudem slzi

a vzroste na stromé rajském
ten odpusténi vzacny kvét!
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RINALD

0, kéz bych zas mél starou silu
a zdravi v télech, v oku jas,
bych k svatému se vratil dilu,
z néjz odlakal mne pekel das;
0, dejte mec mi, dejte kopi

a koné sem! Dlan uzdu chopi

a jiz se Fitim do boje.

Jsem hotov, otce, krvi smyti

tu vinu, jiz jsem zradil kFiz,
chci jako lev se v boji biti

a svaty prapor nésti vys!

Jiz z duse plevel zhoubny trhdm,
za Krista do boje se vrhdm;
jiz, bratfi, jdu. VSak co to? Slys!

3. vystup

SBOR KRIZAKU

Zas vlaje Kristlv prapor svaty
v boj bojovnikdm, dal, za nim dal,
kde vychod hofi, jitrem vznaty,
kde Jeruzalém vznasi val,

dal, za nim dal!

Zas vlaje Kristlv prapor svaty,
jimz arcivraha Michal sklal,
dal, za nim dal!

Blh s ndmi je, Blih s ndmi je,
dal za nim, dal!

RINALD

Jak balzdm pada této pisné zvuk
na strasné rany mojich muk.

Kam tahnou, otce, tyto svaté pluky?

PETR
Jdou na Damasek!

RINALD
Musim jiti s nimi!

UBALD
Ty nemuzes!

SVEN
Vzdyt padnes slabosti!

PETR
On vstane silny bozi milosti;
jen podejte sem Michaellv stit.

RINALD

Zas citim v hrudi silu plati,

zas v srdci, v tepnach busi krey,

v boj state¢né chci se zase hnati

a biti se jak lity lev!

Sem prapor Kristlv, vzharu, bratfi,
Blh na nas z nebes vyse patfi.

Jen za mnou, kde vla korouhev!

PETR

Bezedna studno slitovani,

z niz k hrisniku se milost sklani,
jak tebe chapat slovem smrtelnym?

UBALD

0, bozsky zazraku, on vstava

a jako drive mecem mava,

zda mozno zraklm uvériti svym?

SVEN

Zrak jemu jako slunce plane,
dech boZi mu kol hlavy vane,

0, bezpecné my zvitézime s nim!

SBOR KRIZAKU

Zas vlaje Kristlv prapor svaty,

dal za nim, dal!

Boj hfima, z dalky Jeruzalém zlaty
ndm v hvézdach kyne jiz,

0, vzneste prapor vys

a dal, za nim dal!

4, vystup

ISMEN
Staj, tebe dobre znam!

RINALD
Ja se ti nepoddam!

ISMEN
Kdybys byl dabel sam.

RINALD
Vzdy odvetu ti dam.
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ISMEN
Zde moje rana!

RINALD
A zde ma!

ISMEN
Tak v boji rvat se Rinald zna,
vSak rana mé je odplata!

RINALD
Ha, z ni poznavam Ismena!

ISMEN
Tu mas!

RINALD
M3 pést!

ISMEN
Ta mifila k tvé tvari zas!

RINALD
Do hrudi tvé se trefim v raz!

ISMEN
Tu mas!

RINALD
Zle hras!

ISMEN

0, zadrz jen

a nade mnou se slituj v moji bidg,
mam pro tebe zpravu o Armidé.

RINALD
Tu neznam vic! Tu bidnou proklindm
tak straslivé, jak pekelny tv(j klam!

5. vystup

RYTIR (ARMIDA)
Zpét ustup ted, ja vyzyvam té v boj!

RINALD
Ja ustoupim jen pres tvou mrtvolu.

RYTIR (ARMIDA)
Zda vis, ze Armida mrtva je jiz?

RINALD
To nejlepsi co mohlo potkat ji.

RYTIR (ARMIDA)
Na tato slova nemam odpovéd
a pravdu mas, to osud nejlepsi.

RINALD
Armido m4, ten hlas, ta tvar, 6, Boze...
Armido ma!

ARMIDA
Milacku, Rinalde!

Jsem na smrt ranéna, tvou rukou hled,

smrt zhoji to, vSak tvrda slova tvoje,
ta na véky mne budou v dusi palit!
Ze musela jsem slySet je z tvych Ust!

RINALD

0, vladce nebes, teprv nyni

tvlj spravedlivy citim soud,
smrt byla by mi dobrodini,

s ni kdybych smél jen zahynout!
Zas paliv srdci stara rana,

zas laska dusi otvira hrud,

6, Armido, bud pozehnana,
vSak ruko ma, ty prokleta bud!

ARMIDA

Umiram, drahy, ldskou vrouci

ja s tebou byla spojena,

tak rajsky sladkou, hfichem Zhouci;
ja zreknula se Ismena,

ja otce v bidé zanechala,

lid svij také zradila,

0, lasko, tys mne oklamala,

ne Rinalda, tebe ldsko proklindm!

RINALD

0, nehan lasku, vzdy je svétlem,
kde lidsky krok se ztraci v tmach,
ji dychas v sadé majem zkvetlém,
ji slavis Ziti v modlitbach.

Ted ma je sladce utisena,

o tebe zal rve mi hrud,

6, Armido, bud pozehndna,

6, Armido m3a, s Bohem bud!

OBA

V sklon teskné drahy jsme prec svoji,
v krev tvoje (moje) slunce zapada,

po zemském té (mné) boji, t& milenko
(mé milacku),

ted rajska vita zahrada!

ARMIDA

V$ak bychom vécné spolu byli,
0, vztahni ruku v chladny proud,
a ladskou dojem prece k cili,

je milostivy bozi soud!

RINALD

Vsak bychom vécéné spolu byli,
ja hrisnou ruku nofim v proud

a laskou prece dojem k cili,

je milostivy bozi soud!

0, padejte jiz z nehodné mé ruky
vy svaté kapky na celo i hrud,
mné vratte mir a ji utiSte bolest!

ARMIDA
Hle, jasna zar se snasi — s bohem bud!

SBOR KRIZAKU

Zas vlaje Kristlv prapor svaty,
dal za nim, dal!

Vée obétujem, Kristlv svaty
jen prapor vlat kdyz bude dal!

KONEC
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Armida Premiere performances
Antonin Dvorak on 19 and 21 May 2023 at the National Theatre
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Lighting designer: Daniel Tesar Vocal coach: Mark Pinzow
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Stage manager: Jifi Janecek
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Intermission after Act Il.
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SYNOPSIS

What is the path to Faith like? ... Can it be pursued without violence and strife,
without sacrificing happiness and love? Dervishes whirl in an infinite dance, with
images reflecting in their waving robes. Two enemies, two religions ...

Act 1

The ruler of Syria, the sorcerer Ismen, approaches Hydraot, King of
Damascus. He brings bad tidings — a huge Christian army rolls through Syria,
aiming perhaps to conquer the world under the pretence of liberating the
Holy Sepulchre in Jerusalem. Hydraot's forces are not sufficient to face up

to the Crusaders, with the only way to save the country being to undermine
their unity. Ismen suggests that Armida, Hydraot's beautiful daughter, go

to the Christian camp, charm the warriors, and sow division and discord
among them. By sending her to carry out the perilous mission, Ismen also
takes revenge on Armida for spurning his love. Armida appears, immersed in
daydreams of a dashing young foreigner she saw when out hunting a gazelle.
She rejects her father’s proposal, hence Ismen has no choice but to try to
make Armida change her mind by conjuring up an image of the Crusaders.
Recognising the hunter among them, she agrees to set out to perform the
hazardous task. Yet Armida is not driven by the endeavour to save her father
and people, but by the voice of her heart.

Act 2

Upon arriving at the Crusaders’ camp, Armida insists on speaking with their
commander. The priest Petr orders that she be cast out, yet she is defended
by Rinald, whom Armida recognises as the knight she beheld while hunting.
Armida is allowed to see Bohumir, the Crusaders’ leader. She claims that her
father has been blinded by her uncle, who has usurped the Damascus throne.
Armida beseeches Bohumir to help her avenge her father, promising to give
Damascus over to the Christians in return. Bohumir is willing to support her,
but first he and his warriors must accomplish the Lord’s mission — deliver
Jerusalem. Headed by Rinald, the Christian warriors oppose Bohumir,
insisting they follow Armida to Damascus. Bohumir decides that those who
can go with her will be selected by lots. Nevertheless, Rinald is determined
to flee with Armida. Petr attempts to prevent him from leaving, yet the
Crusaders are dispersed by a fearsome dragon guided by Ismen.
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Act 3

In a desert castle Rinald and Armida revel in amorous play. Rinald has
forgotten about his comrades-in-arms and mission. Ismen urges Armida to
perform her duty and kill Rinald. Armida replies that she loves Rinald, adding
that she is not afraid of Ismen’s spells, as she is an adroit sorceress herself.
Ismen vows to retaliate. All of a sudden, he glimpses two Christian knights,
Ubald and Sven, walking across the desert in search of Rinald. When the men
draw near, Ismen promises to lead them to Saint Michael's magic shield,
hidden in the castle basement. Magnetised by its power, Rinald will then
have to follow them. After Ubald and Sven take hold of the shield, they put it
in front of Rinald, who cannot turn his eyes away from the image it shows.

In vain does Armida implore him to stay with her. Joining Ubald and Sven,
Rinald abandons her.

Act 4

The exhausted Rinald lies in the desert, deeply regretting having betrayed
his fellows and religion. Ubald, Sven and Petr appear. Petr tries to comfort
Rinald, stressing that he has atoned for his sin by repenting and that Saint
Michael's shield will restore his strength. His former energy back, Rinald
dashes into battle. He encounters Ismen, who is wounded and presently killed
by a knight in black, who proceeds to challenge Rinald to a duel. Cheered by
the other Crusaders, Rinald pierces the mysterious warrior. In no time he
learns that his rival is none other than Armida. Fatally wounded, she asks
Rinald to baptise her, believing that as a Christian she will reunite with her
beloved in the afterlife ... The Crusaders raise their banners again and march
on through the desert.

A dervish sags to the ground, the circle has closed. In war there is no place for
love, and the desire to attain it is paid for at the highest price ...

55



Frantidek Zahradni¢ek (Hydraot)




IN PURSUIT OF A SLENDER GAZELLE

Like a snake to the sound of a pipe | writhe,

Like a tress on my beloved’s brow | curl, and more!

0 God, I do not understand what whirl it is,

Yet | know that when the movement ceases | will be nothin.

Jalal al-Din Muhammad Balkhi Rumi (1207-1273),
Persian poet, theologian and Sufi mystic

Where have all the good libretti gone?

“When | began composing, one of my major goals was to write an opera,” said
Antonin Dvorak (1841-1904) in an interview. Opera would remain a beloved
genre throughout his creative life and, although not always succeeding in
this domain, he bequeathed us true gems. Dvordk aspired for his operas to
garner international recognition equal to that gained by his symphonies and
cantatas, and he still harboured this wish when conceiving his final opera,
Armida. The path to it, however, was far from smooth. Following the triumph
of Rusalka, Dvorak intended to plunge straightaway into a new opera, yet he
: "‘""’33‘“""‘”" :'T;!'I'l:;:'r"?:- could find neither a suitable libretto nor an inspiring subject. The composer

) | . ' IR expected a continuation of the collaboration with Jaroslav Kvapil, who later

J 1 on recalled how, a day after the premiere of Rusalka, Dvorak stormed into the

i g " theatre, startled that “Kvapilek”, as he used to call the author, did not have for
: him a new libretto. Kvapil promised to deliver one, but could not get down to
writing it due to other commitments, and he and DvoFak, who would die three
years later, would never work together again.

N
|
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As Kvapil was not presently available, Dvorak started to explore Karel
Pippich’s dramatic poem Vlasty skon (The Death of Vlasta), yet he was asked
to abandon his plan by Otakar Ostr¢il, who had already begun setting the text
into an opera. Dvorak complied with his wish, but was not happy about it, as
attested to by his complaint in February 1902 to his friend Emil Kozak: “I have
done nothing for over fourteen months, incapable of embarking on anything,
and | do not know how long the current situation will last.”

How, then, did it come to pass that Dvordak composed Armida? The maestro
himself explained why he ultimately opted for the subject in an interview
for the Vienna-based magazine Die Reichswehr on 1 March 1904, just a few
weeks prior to the opera’s world premiere.

“Maestro, how did you come to the Armida libretto?

By chance. | went to see a performance of Vrchlicky's Court of Love. At the
theatre, | talked to Vrchlicky, to whom | complained | could not find a suitable
libretto. Two years had passed since Rusalka, | felt like writing a new opera,
but the libretto was a great problem.

‘I do have a libretto, Vrchlicky replied.

‘What is it?’

Patrik Cermak (Dervish)
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‘The one | offered you fourteen years ago — Armida.

| recalled that when Vrchlicky had first offered me the libretto | was hesitant
to treat the subject, because Gluck had already composed Armide. Over

the years, | had completely forgotten about Armida. Then Zeyer brought

me a Sarka libretto, which | turned down too. During our conversation at

the theatre, Vrchlicky also said that he had another two texts completed -
Jessica, for J. B. Foerster’s, and The King and the Fowler, for O. Nedbal. As | did
not want to write anything else but an opera, | accepted Armida.

How come you accepted the libretto this time, fourteen years later?

| liked the subject matter. | read over the text repeatedly for two months,
compelled by the fact that the Armida story had been set 42 times. (...) So

| decided to go ahead with Vrchlicky's version, which, what is more, also
features a new character, Ismen the sorcerer.”

There is no proof that Vrchlicky offered his Armida libretto to Dvorak twice
before the composer resolved to use it for his new opera. What we do know

for sure is that Vrchlicky was first asked to write a libretto based on Torquato
Tasso’s epic La Gerusalemme liberata (Jerusalem Delivered) by Karel Kovarovic
(1862-1920), in the spring of 1888, whereupon, within several months,
Vrchlicky duly penned the text and presented it to the composer. Over the next
few years, Kovarovic sketched Acts 1 and 2, yet after nine years he still had

not finished the opera. Having run out of patience, in a letter Vrchlicky asked
Kovarovic, quite bluntly, either to pay the agreed fee or to return the text to
him. Consequently, the libretto was available. Dvorak was aware of previous
settings of the subject, as we know from the Die Reichswehr interview. He must
have been well acquainted with at least Christoph Willibald Gluck’s Armide,

a production of which was staged at the Provisional Theatre in Prague in 1866,
at the time when he was a member of its orchestra. The question is whether he
was really enthused by Vrchlicky's text, or whether he realised that he simply
would not come across a better libretto in the foreseeable future. Kvapil's
reminiscence indicates the latter: “It was a difficult birth: far from being keen
on the subject and form, Dvoréak forced himself to grind it out, so | remember
him often being out of sorts. Now and then, he’'d even reproach me for having
left him in the lurch.” Notwithstanding his lack of enthusiasm, on the other
hand, Dvordk might have been encouraged by the fact that Vrchlicky's libretto
was based on a truly international theme, which could finally open for the
composer the doors to opera houses abroad.

Vrchlicky, Tasso and La Gerusalemme liberata

The oeuvre of Jaroslav Vrchlicky (1853-1912), encompassing as it does

over 80 volumes of poetry and 30 plays, is extensive indeed. The first-ever
Czech author nominated for the Nobel Prize for Literature, his merits were
indisputable. Yet Vrchlicky's work has not always been received positively,
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and not all his texts were of top-notch quality, which, unfortunately, also
applied to the libretti. He was also criticised for drawing inspiration beyond
the Czech milieu, having a penchant for Antiquity and the history of other
nations. A significant part of his oeuvre is constituted by translations, owing
to which Czech readers could acquaint themselves with major international
literary works, spanning the period between the Renaissance era and
Vrchlicky's time, such as Charles Baudelaire's Les Fleurs du mal, Henry lbsen
plays and Alexandre Dumas'’s Les trois mousquetaires.

Vrchlicky's plays were performed to acclaim at the National Theatre in
Prague and some of them served as the basis for libretti, a case in point being
Noc na Karlstejné (Night at Karlstein, 1885), adapted for Vitézslav Novdk's
opera Karlstein (1916). Unsurprisingly, following the success of his plays
composers began asking Vrchlicky to write libretti. Noteworthy are his texts
for Zdenék Fibich'’s trilogy of melodramas Hippodamia (1890-91) and opera
The Tempest. When it comes to Armida, a considerable role was played by his
reputation as a translator, as it was Vrchlicky's recent translation of Torquato
Tasso’s La Gerusalemme liberata that led the young composer Karel Kovarovic
to commission from him a libretto based on the epic.

If Vrchlicky aspired to translate great works of global literature, then La
Gerusalemme liberata was a logical choice. Torquato Tasso (1544-1595)
ranked among the most celebrated Late Renaissance/Early Baroque Italian
poets. As a young man, he was fascinated by Ludovico Ariosto’s famous epic
Orlando furioso, as well as stories of the Crusades. For centuries, Europe’s
Mediterranean coast was the target of marauding pirates and attacked by
the forces of the Ottoman Empire, striving to expand its territory. During
one of the Muslim raids, against the Sorrento Peninsula in 1558, Tasso's
sister Cornelia narrowly escaped death amid the massacre unleashed by
the Turks. The episode might well have prompted the young poet to write an
epic inspired by the First Crusade, titled Gerusalemme, yet he soon put the
work aside, evidently realising that he did not possess sufficient skills and
experience to perform so formidable a task. Consequently, Tasso turned his
attention to chivalry themes, with the result being the poem Rinaldo (1562).

The right time for creating a major work came a decade later, when he lived

in Ferrara, serving at the Duke’s court. In 1575, he completed his masterpiece,
La Gerusalemme liberata, recounting the actions of the Christian Army during
the First Crusade (1096-1099), led by Raymond IV, Count of Toulouse, Godefroy
de Bouillon, and other commanders, which culminates with the capture of
Jerusalem and the subsequent Battle of Ascalon. Tasso’s sources were period
chronicles, particularly those of William of Tyre (1130-1186). Yet the historical
events merely serve as the backdrop for a number of fictitious episodes, stories
of the individual heroes, abounding in scenes of sorcery and the supernatural.
Unlike Ariosto, Tasso foregrounds the role played by religion. Whereas in the
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former’s Orlando furioso the Saracens are not portrayed as enemies of the Faith,
but simply as one of the parties fighting for territory, or, in personal combat,

for horses, women and magic weapons, and sorcery was made use of by both
parties, in La Gerusalemme liberata the Muslims are clearly defined as “enemies
of Christ” who had seized the Holy Sepulchre, although Tasso does portray the
Saracens as possessing a certain degree of chivalry. Yet although the Saracens
resort to witchcraft, the Christians trust God and rely on miracles. Tasso thus
captured the transformation of the Renaissance worldview, with levity and
frivolity giving way to the rigid morality resulting from the Catholic Counter-
Reformation and Roman Inquisition. Nevertheless, both Ariosto and Tasso

depict heroes torn between the compulsion to yield to desire and the urgency to
perform their duties, irrespective of which side of the conflict they belong. This
ambivalence seems to reflect Tasso’s own doubts relating to faith. While working
on the epic, he developed the initial symptoms of mental illness and, what is
more, living at the court in Ferrara, inclined to Calvinism, gave rise to fears that he
would fall into the trap of heretical thought, which ultimately led him to voluntarily
submit himself to being examined by the fearsome Inquisition Tribunal.

It took Vrchlicky four years to translate La Gerusalemme liberata, starting in
1882 and finishing in 1886. In the preface, he wrote that the epic comes across
as a musical drama, although he was of the opinion that it was not ideal for
theatre adaptation: “Montégut characterised the whole poem as being like an
expansive opera text. There is indeed some truth in his assertion, but Mazzoni
(Quido, an Italian poet) pointed out that due to its musicality La Gerusalemme
liberata should rather be referred to as a grand opera. (...) We do not hesitate to
rank La Gerusalemme liberata among the best, ripest and most delicious fruits
of the human spirit. Even though a heroic poem, its greatest weight rests in its
lyrical passages, its dreamy melancholy, ineffable harmony, its melodic verse.
Let us admit that the main hero is not overly interesting and not overly active,
and that the contrast between the infernal choruses and the heavenly spheres
somewhat sparkles with an operatic glitter, and the combat scenes imitate the
ancient — but what under the sun is perfect?”

The question arises of whether Vrchlicky's remark about the main hero,
possibly meaning Rinaldo, can be deemed a foreshadowing of his pondering
to pen a libretto treating the Armida story.

Is it the right part of the story? Previous libretti versus
Vrchlicky’'s version

Vrchlicky was merely one of the numerous artists to have found La Gerusalemme
liberata appealing. Just like Ariosto’s Orlando furioso, it inspired many
painters, composers and, for two centuries, librettists. The very first musical
work based on Tasso's epic was Claudio Monteverdi's Combattimento di
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Tancredi et Clorinda, depicting the romance of the Christian knight Tancred
and the Saracen girl Clorinda, which received its premiere in 1624 in Venice.
Monteverdi was also intrigued by the story of Rinaldo and Armida, which he
treated in Armida abbandonata, dating from 1626, but, unfortunately, lost.
During the 17th and 18th centuries, Armida’s love of Rinaldo was the theme
of almost a hundred libretti, with the best-known, and still performed, operas
based on them including Jean-Baptiste Lully’s Armide (1686), George Frideric
Handel's Rinaldo (1711) and Christoph Willibald Gluck’'s Armide (1777). The
last significant piece reflecting the world of opera’s interest in Tasso’s epic
was Gioachino Rossini's Armida (1817).

It is noteworthy that the majority of librettists and composers approached the
love affair between the Saracen sorceress Armida and the Crusader Rinaldo
in a different manner to Vrchlicky. They primarily focused on the first section
of the story, depicting a dispute among the Christian knights, and the part
taking place on Armida’s enchanted island, which is understandable given
that the greatest dramatic potential is possessed by the moment when the
amorous idyll is disrupted by Rinaldo’'s comrades-in-arms who, using a magic
shield, pull him away and leave Armida alone, distraught by desperation

and devoured by hatred of Rinaldo. The author of the libretto to Handel's
Rinaldo, Giacomo Rossi, even added another two characters, Rinaldo’s fiancée
Almirena, whose form Armida assumes with the aim to seduce Rinaldo, and
Argante, a Saracen king, who woos Armida and is smitten with Almirena. He
gave the opera a happy ending, with Rinaldo reuniting with Almirena, Armida
and Argante reconciling, and embracing Christianity.

Yet the 19th-century audiences grew increasingly less fond of the Baroque
opera happy endings, revelling instead in tragedy and heightened drama.
Bearing in mind this preference, when Kovarovic asked Vrchlicky to write
“words for a serious opera” drawing from Tasso’s La Gerusalemme liberata,
the author decided to make the Armida and Rinaldo story more extensive.
Accordingly, he added the character of Hydraot, King of Damascus, father of
the sorceress Armida. Moreover, compared to Tasso, Vrchlicky gave greater
scope to the figure of the Saracen magician Ismen, who lusts after and is
spurned by Armida. Armida’s visiting the Crusaders’ camp is thus his, not
her, idea, which Armida only agrees to after being exposed to a conjured-up
image showing a Christian knight she previously spotted and fell in love with
while out hunting. Although modifying Armida’s beguiling of Rinaldo and
replacing her magic island with a castle, in this regard Vrchlicky retained
Tasso’s storyline. What he changed fundamentally, though, is the very end

of the story. In La Gerusalemme liberata, it is not tragic — abandoned, the
furious Armida joins the Egyptian forces standing against the Crusaders

and encounters Rinaldo on the battlefield, but they do not fight each other
and Rinaldo does not slay her. Vrchlicky borrowed the scene of Rinaldo’s
inadvertent killing of Armida from another chapter of Tasso’s epic, dedicated
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to the ill-fated love between Tancred and Clorinda, whereby in a duel Tancred
fatally wounds a Saracen warrior, only to find out presently that it was his
beloved Clorinda. Baptising her is a logical sequel to a previous episode, in
which Clorinda’s mother was shown to be a secret follower of Christianity,
who had to give up her daughter and wished that she be brought up as

a Christian. Clorinda’s conversion thus makes sense, whereas in the case of
Armida it is not clear what motivates her to demand she be baptised, apart
from desiring to reunite with Rinaldo in the afterlife.

Changes to and deviations from Tasso’s story, as well as, probably, Vrchlicky's
haste, led to the libretto containing other not overly logical features. In La
Gerusalemme liberata, the Crusaders Ubaldo (Vrchlicky's Ubald) and Carlo
(Vrchlicky's Sven) set out to fetch Rinaldo from the magic island, since
according to a prophecy Rinaldo is the only one who can acquire wood

for battle equipment from a grove enchanted by Ismen, and they receive

a wonder diamond shield from a wise woman who ferries them to the island.
In Vrchlicky's libretto, the shield is concealed in the castle Ismen has conjured
up for Armida and Rinald, and it is Ismen who gives the shield to the Christian
knights, hoping to be rid of Rinald. Yet there is no explanation as to how

the Saracen sorcerer took possession of Saint Michael's shield and why he
locked it up in the basement of the castle conjured up in the desert.

The questionable aspects of Vrchlicky's libretto for Armida were pointed

out immediately by critics in reviews following the opera’s premiere. Years
later, they were also mentioned by the musicologist Otakar Sourek, a Dvorak
champion and promoter, who opined that the composer received a “text
characterised by serious deficiencies, a text most likely engendered as

a mere by-product of the translation of Tasso’s epic, perhaps at moments of
creative languor, but certainly devoid of true creative ardour.”

Work on the opera; the premiere

“l am currently writing a grand opera to a text by Jaroslav Vrchlicky (Armida),
and am happy that, after a long rest, | can work on what | want and not on
what others want,” wrote Dvorak in the autumn of 1902 to the historian
Antonin Rezek, a minister of the Imperial Austrian government. At the time,
he was diligently composing Armida, into which he had plunged in March that
year. In May, he was sketching the opening of Act 2. The first sketches of Act 3
are dated 8 October 1902. From February to March 1903, he worked on Act 4,
and on 19 June that year the score of the opera was completed.

Dvorak's son Otakar recalled his father’s collaboration with Vrchlicky as

follows: “The two artists frequently met at the embankment to discuss
Armida during a stroll. Papa sometimes brought me along, so | remember
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quite clearly how they talked over every single detail. In 1902, Papa also
worked on his new opera almost incessantly while we were in Vysoka. He
would often travel to Prague to see Vrchlicky when he needed him to make
changes, and Vrchlicky duly sent the modified text to Vysokda. Surmising that
an opera in four Acts is too long to maintain the audience’s full attention, he
asked Vrchlicky whether he could reduce it to three Acts, yet Vrchlicky replied
that he could not accommodate in this regard due to the scope of the plot. In
August 1903 in Vysoka, Papa finished the score. He was really satisfied with
his work. | recall how one lunchtime he boasted that he had imbued Armida
with so much music and rendered the atmosphere of the Orient so well that
everyone would be astonished.”

Yet the co-operation between the composer and the librettist might not have
been as idyllic as Otakar Dvordak remembered. When working previously
with Antonin Dvordak on the oratorio Saint Ludmila, Vrchlicky had warned
the composer that unless he accepted the text as it was, and not demand
any modifications, he would cease collaborating with him. Vrchlicky seemed
to have forgotten his discontent and threats, but, as attested to by the poet
and translator Antonin Klastersky's reminiscence, working with Dvorak
was definitely not easy: “As a librettist, Vrchlicky had to tackle considerable
difficulties, with Dvorak in particular. In a jocular manner, he'd describe the
troubles he had to face. Dreaming of making a ‘Weltoper’, Dvorak was first
reluctant to approve the subject and, when he finally did, he kept changing
his mind and voicing doubts. When working on Armida, he questioned the
character of Ismen the sorcerer, suspecting that Vrchlicky had made some
allusion that could endanger the opera’s success (‘realism — naturalism

- hypnotism - und solche —ismen’), only putting his mind at rest after
Vrchlicky had shown him that Ismen was taken from La Gerusalemme
liberata. Another time, Dvorak dragged Vrchlicky out of bed early in the
morning, complaining that the verses were too long and impossible to

set. 'l have something in my head, ta ta ta — ta ta ta, please be so kind as

to accommodate the text to it But when Vrchlicky obeyed and ground out
short staves, Dvordk would triumphantly tell him that he had set the long
verses.”

Upon Dvorak’s request, Vrchlicky made deletions in his original libretto, for
instance, in the dialogue between King Hydraot and Ismen the sorcerer in
Scene 2 of Act 1, as well as in the subsequent scene, of Armida’s arrival.

He also abridged Ismen’s depiction of the Christian army and the dialogue
between Armida and Hydraot. On the other hand, he extended the scene in
which Armida refuses to see the Crusaders. Moreover, Vrchlicky cut short
Ismen’s aria, and the ensemble of Ismen, Armida and Rinald in Act 3, Rinald’s
aria and the scene following the appearance of Ubald in Act 4. He also
trimmed the final scene. All these deletions notwithstanding, Dvorak quipped
that a three-Act opera would take him shorter time to complete.

65



The premiere of Armida was scheduled to take place on 3 March 1904 at the
National Theatre in Prague. Karel Kovarovic, director of the its opera company
and conductor, launched the music rehearsals with the soloists in November
1903, yet in early January 1904 he ceased to work on the production. Even
though he did so for health reasons, the withdrawal gave rise to a wave of
speculations in the media, as it was generally known that Kovarovic was the
first to have attempted to set Vrchlicky's Armida libretto. He was succeeded
by Frantisek Picka, former leader of the National Theatre opera chorus,
which provoked the press into repining that Dvorak’s new piece was not
accorded due care. At the time, however, Picka was working as a conductor
at the National. Preparations of the production were indeed running far from
smoothly. Due to illness, the dress rehearsal, on 1 March, was not attended
by Bohumil Ptak, cast in the role of Rinald. Later on, its atmosphere was
captured by Leos$ Janacek, who was present: “| have never seen Antonin
Dvorak as irritated as at the dress rehearsal of Armida. No wonder: the
baton did not govern the orchestra, and Mr. Ptdk did not appear because of
ill health; the singers took off the costumes, the rehearsal was not carried
through to an end. Dvordk approached me, asking out of the blue: ‘They are
said to perform your Jenufa, aren’t they?"”

The day after the dress rehearsal, the Ndrodni politika newspaper announced
that the premiere of Armida had been postponed “due to the sudden falling
ill of Mr. Ptak, assigned the lead role”. The date of the opening night would
be put back another few times. The Ndrodni politika even claimed that Ptak
would be replaced as Rinald. The opera ultimately premiered on 25 March
1904, with the originally cast singers, Rizena Maturova (Armida), Bohumil
Benoni (Ismen), Bohumil Ptak (Rinald), Emil Pollert (Hydraot) and Vaclav
Kliment (Petr the hermit). Dvorak was present, yet, feeling indisposed,

left the theatre before the performance was over. The press wrote about
an enthusiastic audience response, yet the production would only receive
another six shows.

Although the critics found fault with the direction and scenery — “We believe
that Vrchlicky and Dvorak had expected a better representation of the
fantasy scenes in Armida, which the director seems to deem inconvenient,
to approach devoid of invention and endeavour to attain proper effect, now
and then even featuring on the stage elements downright ridiculous” — as
well as Vrchlicky's libretto, Dvordk’s score met with general praise: “Though
venturing into an entirely new region, stepping out of the Slavic soil, which
has bred the most beautiful flowers of his art, he has remained totally
himself, adorning the lyrical and choral passages in particular with his most
precious gems. Armida is overall composed in a more modern spirit, which
has prevailed in his most recent operas.” (Dalibor, 3 April 1904). The critics
also highlighted that although the subject was not Czech, the music revealed
that Dvorak was still clearly a Czech composer: “The magnificent choruses,
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delicate eroticism and splendid instrumentation bear traits of Dvorak’s

style. Yet one thing must be pointed out: an eminent lyrical talent, a Czech
musician with all his heart and soul, is evidently beyond territory beseeming
his singular genius. You can feel it throughout the opera, powerful in dramatic
accents, tender in lyrical sections. Yet Dvorak, aiming to capture the Oriental
milieu, is too Czech to negate his own past.” (Cech, 27 March 1904)

The rebukes notwithstanding, as regards the score, Armida is a masterpiece
on a par with Dvordk’s previous two mature operas, The Devil and Kate and
Rusalka. The musical characterisation of the Crusaders and the world of

the Levant is not as bold as we may expect, yet the orchestra sound teems
with colour, and the Christian knights' choruses are monumental. In contrast
to them, without needing to quote Eastern music, Dvorak created his own
fabulous musical universe, in which the attentive listener can occasionally
detect echoes of Rusalka or The Devil and Kate.

Fairy tales have their historical background

Insofar as Dvorak's Armida can be considered a fairy tale for adults, it is
worth examining, at least briefly, the historical events featured in the opera,
which many a time may be instrumental in revealing the protagonists’
motivations.

The story is set in the 11th century, during the First Crusade, yet the conflict
between Christianity and Islam had begun much earlier, soon after the
origination of the latter in the 7th century, and accelerated in the wake of the
Muslim invasion and conquest of the Iberian peninsula in the 8th century.
Striving to prevail, the adherents of both religions resorted to violence. The
influential Catholic theologian and philosopher Saint Augustine (354-430),
Bishop of Hippo, formulated the theory of Just War — bellum iustum - that
served as the basis for the doctrine setting the criteria for justifying going

to war. He believed that the conditions a war had to meet to be deemed just
included that it had to have a just cause; it had to be declared by a recognised,
official authority, such as a king or bishop; it had to be defensive or seeking
land; and it could not entail excessive violence. In the 5th century, the Church
began developing a concept according to which Christians were allowed to
wage wars, if they were fought with the aim to convert followers of other
faiths or disseminate Christ’s glory. In 1095, by declaring the First Crusade,
Pope Urban Il raised the level of the war from a bellum iustum to a bellum
sacrum (a "Holy War").

Let us first turn our attention to a city frequently referred to in the opera. Not

Damascus, which during the First Crusade was not a target of the Christians’
lust for conquest, but Jerusalem. After all, among the reasons Urban Il gave
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Svatopluk Sem (Ismen), Alzbéta Polackova (Armida)

when calling for a military expedition
were “liberation” of Christ’s sepulchre
and the wicked treatment of the
Christian pilgrims to the birthplace

of their religion, which was under the
control of the Seljuk Turks. We should,
however, bear in mind that Jerusalem
has been under Christian rule for a very
short time in its long history. Skipping
over the earlier eras, prior to its being
taken by the Muslims, the city was part
of the Roman Empire and, following

its Christianisation, became a hub of
Christian worship. In 335, Emperor
Constantine even had the Church of
the Holy Sepulchre built in Jerusalem.
Less than three centuries later, the city
was under the control of the Persians,
before soon being seized by the Arabs
and becoming part of the Caliphate.
Shared by Muslim, Christian and
Jewish communities, living amid (albeit
fragile) peace and religious tolerance,
Jerusalem welcomed hosts of European
pilgrims visiting Christ’'s tomb. The
situation deteriorated in the wake of the
city’s capture by the Seljuk Turks, who
would ultimately conquer part of the
Byzantine Empire and Syria, pushing
the Arabs as far as Palestine and into
Egypt. Although the Turks allowed
access to the Christian holy sites in
Jerusalem, the wars and instability

in the region impeded the arrivals of
pilgrims from Europe.

The order to launch the First Crusade
was preceded by the Byzantine Emperor
Alexios | appealing to Pope Urban Il for
help against the Turks who occupied the
south of Byzantium. There were also
those calling for liberation of the Holy
Sepulchre, one of the most vociferous of
them being Peter the Hermit, a Roman
Catholic priest of Amiens (reflected

in Dvorak’s character Petr). In 1095,




at the Council of Clermont, Pope Urban Il announced a Christian military
expedition to the Holy Land. The plan was to assemble a huge army, which in
August 1096 would set out from France to Constantinople. Yet the charismatic
preacher Peter recruited thousands of eager serfs, peasants and petty
nobles, who left for Jerusalem in April, thus starting what is known as the
Crusade of the Paupers. Untrained and without supplies of weapons and food,
en route they looted and participated in the torture and slaughter of Jews in
France, Germany (the Rhineland Massacre) and anywhere they set their feet.
The paupers’ arrival in Constantinople so unsettled Emperor Alexios |, who
was required to provide sustenance to many hungry men and women, that

he quickly shipped them across the Bosporus to the Asiatic shore. The very
first encounter with the Turks ended disastrously for the paupers, with the
majority of them slain or enslaved.

The official Christian armies, led by Raymond of Toulouse, Bohemond of
Taranto and his nephew Tancred, Robert of Flanders, Godefroy de Bouillon
(the historical model of Dvorak’s Bohumir) and other nobles, left Europe
for the Holy Land as planned, in August 1096. In November, the forces,
including approximately 8,000 knights and 55,000 foot soldiers reached
the walls of Constantinople. Yet soon it would appear that the objectives

of Alexios | and the Crusade commanders differed. Whereas the Emperor
wanted to regain the territories Byzantium had lost, the latter aspired to
conquer and rule the Holy Land. Another significant factor was that not

all Crusaders were driven by Faith, with many poor knights and lesser
nobles motivated by the desire to take possession of land. In the spring

of 1097, the Crusaders crossed over to Asia Minor. In May, they captured
Nicaea and marched on to Antioch. Yet after taking the city the campaign
ground to a halt, as the leaders disagreed as to further action, with some
of them deciding to stay in the seized settlements, while others insisted on
continuing to Jerusalem. In 1099, after months of vacillation, the majority
resolved to carry on. Proceeding down the Mediterranean coast, the
Crusaders met with little resistance, since local rulers preferred making
peace with them and furnishing the army with supplies to fighting. In early
June, 12,000 Crusaders reached Jerusalem. They beheld an arid landscape
lacking in food and water. What is more, they feared an imminent attack by
the local Fatimid rulers, to be bolstered by an army on the way from Egypt.
With the troops exhausted and insufficient in number, a lengthy blockade
of the city was out of the question. Hence the Crusaders had no choice but
to storm Jerusalem. After the initial attack had failed, they launched the
final push and, on 15 July 1099, broke the defences. Upon entering the
city, the Crusaders massacred indiscriminately all the Muslims they came
across, including those who had surrendered. The Jews, for their part, were
burned alive in the synagogue in which they had taken refuge. The First
Crusade practically came to an end with the establishment of the Kingdom
of Jerusalem. Godefroy de Bouillon agreed to become its ruler. Refusing to
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be named king and wear a crown of gold in the city where Christ had worn
a crown of thorns, he preferred the title Advocate of the Holy Sepulchre.
Godefroy remained in the depopulated Jerusalem with a small garrison.
The Holy City would be under Crusader governance for another two
centuries. But that's a separate story.

Armida today

“When applying proper diligence, one can learn how to compose, yet only

a singer blessed by God can sing from the depth of the heart,” thus wrote the
Divadelni listy daily about Dvorak in the wake of Armida’s premiere. We cannot
but agree. Despite its not having met with great enthusiasm on the part of
opera houses, the piece richly deserves to be performed. One of the problems
staging teams must tackle is the not entirely theatrically and dramatically
functional libretto, which now and then is unduly prolix. It would seem that
Vrchlicky failed to put right the deficiencies of La Gerusalemme liberata he
himself had mentioned, that “the main hero is not overly interesting and not
overly active” and that “even though a heroic poem, its greatest weight rests
in its lyrical passages, its dreamy melancholy”. The libretto’s shortcomings
were presently highlighted by the critics following the opera’s world
premiere. “Dvordk’s music in Armida is not dramatic, and given the text it is
set to, there is no way it could be dramatic. The libretto is more to blame for
Armida’s having met with a lukewarm response than the score, parts of which
are truly superb,” reads an article published in Véstnik pévecky. The German
critic Richard Batka wrote: “Precious few poets are good librettists. The very
idea of choosing an outdated, timeworn subject was not fortunate. A more
profound psychological motivation and inner dramatic evolution might have
made the theme more plausible to us, yet Vrchlicky has not a drop of red
theatre blood in his veins.”

Directors and conductors of future generations, including Otakar Ostrcil
and Vaclav Talich, tried to remedy the evident defects by means of making
deletions in the score and modifying the libretto.

Although Vrchlicky had translated La Gerusalemme liberata, he created his
own verse for Armida. Today we can only speculate as to what the libretto
would be like had he made direct use of Tasso’s epic and its poetics, since
one of the problems of Dvorak’s opera is, as some critics indicated after the
premiere, the text's overly ornate idiom, interwoven with poetic and archaic
Czech forms that may well have been difficult to understand even for a 1904
audience. Accordingly, modifications of the text do not aim to change the
content of the story, but to retain its poetics, while also making it possible for
the spectator to follow the action without having to reread sentences in the
surtitles or programme.
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When seeking a conception, it is worthwhile and illuminative to return to the
literary roots and known historical facts. Vrchlicky conceived his libretto as
very loosely based on Tasso’s epic, foregrounding and refining some of the
characters (Armida), while not paying much attention to others (Rinaldo) or,
contrariwise, giving greater scope to yet others, a case in point being the
sorcerer Ismen, the ruler of Syria and Armida’s wooer. It is Ismen who sets in
motion a current of events by coming up with the idea to send Armida to the
Crusaders’ camp. And it is he who provides a magic shield to two Christian
knights, thus helping them to take Rinaldo away from Armida. In Tasso’s
epic, the portrayals of the protagonists are viable and credible. Armida is

a powerful sorceress, an independent woman, who visits the Crusaders of
her own volition and who, in the end, overwhelmed by passion and thirst

for revenge, does not hesitate to raise a sword in battle. Neither is Dvorak’s
Armida merely an obedient daughter of the King of Damascus. First refusing
to carry out that which her father and Ismen urge her to do, she only agrees
to do so after realising that the mission would serve her own interest — to
meet Rinald, whom she loves, and start a new life. Dvorak ultimately made
Vrchlicky delete from the libretto the section preceding Armida’s famous
aria about a gazelle, in which she keeps fainting into the arms of her
maidservants. Her wish to be the gazelle wounded by Rinald can be deemed
to presage that which will happen in the future.

Vrchlicky elevated Ismen from a lowly sorcerer to the ruler of Syria, yet,
regrettably, he deprived the character of the ambivalence he possesses in
Tasso’s epic, in which he has been by turn Christian and Muslim, yet has
not sincerely embraced either religion. Tasso’s Rinaldo too comes across
differently to Dvorak’s Rinald, since we know that he is just 18 years of age
and would only have to prove himself among the more seasoned knights. In
La Gerusalemme liberata, during a quarrel among the Crusaders as to who
will accompany Armida to Damascus, Rinaldo kills one of his comrades.

He is banished from the camp, but only retreats with Armida to the magic
island upon their later encounter. Thus all the more convincing is his feeling
guilty for having betrayed and abandoned his co-warriors when he sees
himself in the diamond shield - a mirror Ubaldo (Ubald) and Carlo (Sven)
put before him.

Unlike Tasso’s epic, the chronicles present a picture of harsh reality, an
account of a collision between two cultures and religions, in which neither
party manifests much mercy. The similarity of that era’s barbarity and

the atrocities committed today is truly chilling, thus affording the opera

an unexpected topicality. We can, however, detect a touch of appeasement
and love that served as inspiration for and a silent guide through our story.
The 7th century saw the emergence of Sufism, Islamic mysticism. Seeking
the path and drawing closer to God, Sufis pursue such practices as music,
trance, asceticism, poetry and meditation. On this spiritual journey, they
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Svatopluk Sem (Ismen)

quest for a concealed treasure, aiming
to find Truth, the passage to God.
There are numerous Sufi Orders, with
one of the most prominent being the
Mevlevi, also known as the “Whirling
Dervishes”. The Mevlevi philosophy is
based on Love of God, which is the only
way leading to attainment of happiness
and Unity with God.

What, then, is the key to understanding
Armida? Can we perceive it as a fairy
tale for adults? Why not? Fairy tales

are not, after all, just entertainment

to while away an evening. Some
folklore specialists even regard them

as historical documents. Yet, first and
foremost, fairy tales possess a symbolic
meaning and help us to remember what
is good and what is evil ...

Patricie Castkova
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Martin Srejma (Sven), Martin Barta (Bohumlr) chorus




Robert Jindra

Dirigent | Conductor
- Absolvoval Prazskou konzervator

v oborech klasicky zpév a dirigovani.

V Narodnim divadle nastudoval svétovou
premiéru opery Tomase Hanzlika Slzy
Alexandra Velikého, Smetanovy Dvé vdovy
nebo Mozartovu operu Cosi fan tutte. Dale
zde dirigoval radu dél ceského i svétového
operniho repertoaru (Smetana: Libuse,
Dvorak: Rusalka, Janacek: Kata Kabanova

a Jeji pastorkyna, Mozart: Figarova svatba,
Bizet: Carmen, Verdi: Falstaff ad.). V sezoné
2013/2014 plsobil v Narodnim divadle

na pozici hudebniho reditele Opery a jako
dirigent nastudoval inscenace Janacko-
vych oper Prihody lisky Bystrousky a Z mrtvého domu. V letech 2010-2014
byl hudebnim reditelem opery Narodniho divadla moravskoslezského

v Ostravé, kde nastudoval napf. Smetanovu Certovu sténu, Dvoirakovu
Armidu, Janackovu Jeji pastorkyni a Véc Makropulos, Wagnerova Lohengrina,
Verdiho Falstaffa a mnoho dalsich tituld. Spolupracoval s Deutsche Oper am
Rhein, plsobil v Aalto-Musiktheater und Philharmonie Essen, diriguje

v Norské opere v Oslo (Jeji pastorkyria, 2022), ve Slovenském narodnim
divadle v Bratislavé (Verdi: La traviata). V roce 2021 v rdmci Mnichovského
operniho festivalu dirigoval v Bavorské statni opere Dvorakovu Rusalku

a s Weinbergerovym Svandou dudékem debutoval v opefe ve Styrském
Hradci. Od sezony 2021/2022 je Séfdirigentem Statni filharmonie KosSice.
0d sezony 2022/2023 je opét hudebnim reditelem Opery Narodniho divadla
v Praze, kde dirigoval Rusalku, Certa a Kacu, Libusi, Jeji pastorkyni a Véc
Makropulos. Je hlavnim hostujicim dirigentem Symfonického orchestru
Ceského rozhlasu.

Conductor Robert Jindra studied classical singing and conducting at the
Prague Conservatory. At the National Theatre he conducted the world
premiere of Tomas Hanzlik's opera The Tears of Alexander the Great, as

well as Smetana’s Two Widows and Mozart's Cosi fan tutte. Other operas

he has conducted include Smetana’s Libuse, Dvorak's Rusalka, Janacek’s
Kata Kabanova and Jendifa, Mozart's Le nozze di Figaro, Bizet's Carmen and
Verdi's Falstaff. In the 2013/2014 season, he served as music director of
the National Theatre Opera, conducting new productions of Janacek's The
Cunning Little Vixen and From the House of the Dead. Between 2010 and 2014,
he was music director of the National Moravian-Silesian Theatre in Ostrava,
where he conducted Smetana’s The Devil’s Wall, Dvordk's Armida, Janacek’s
Jenufa and The Makropulos Case, Wagner’s Lohengrin, Verdi's Falstaff and
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many other operas. He has collaborated with the Deutsche Oper am Rhein,
worked at the Aalto-Musiktheater und Philharmonie Essen, conducted at
the Norwegian Opera in Oslo (Jendfa, 2022), the Slovak National Theatre

in Bratislava (Verdi: La traviata). In 2021, he conducted Dvorak's Rusalka at
the Bayerische Staatsoper within the Munich Opera Festival and made his
debut with Weinberger’'s Schwanda the Bagpiper at the Oper Graz. Since the
start of the 2021/22 season, he has been chief conductor of the KoSice State
Philharmonic. Since the 2022/23 season, he has been music director of the
National Theatre Opera in Prague,conducting Rusalka, The Devil and Kate,
Libuse, Jenifa and The Makropulos Case. He is principal guest conductor of the
Prague Radio Symphony Orchestra.

Jiri Herman

Rezie | Stage director

Jiri Herman vystudoval zpév na konzerva-
tori v Plzni a operni rezii na prazské AMU.
Renomé si ziskal jak komornimi projekty

v netradic¢nich prostorach, tak inscenacemi
na velkych opernich jevistich. K tém prv-
nim patfi napf. Lamenti (2004), ptvodni
scénicka meditace na text F. Micieliho

a hudbu Michala Nejtka, uvedend v Univer-
salnim prostoru NoD, v divadle Schlacht-
haus Theater ve Svycarském Bernu

a na festivalu Rio Cena Contemporanea

v brazilském Riu de Janeiro, nebo ¢eska
premiéra duchovni hry B. Brittena Curlew
River (2005) v byvalém kostele sv. Mari
Magdalény na Malé Strané (Ceské muzeum hudby) v ramci festivalu Struny
podzimu. Na velkém jevisti se predstavil v plzenském Divadle J. K. Tyla
Saint Saénsovym Samsonem a Dalilou (2002), Wagnerovym Bludnym Holan-
danem (2004), ktery ziskal Cenu Sazky a Divadelnich novin, a Gounodovym
Faustem a Markétou (2013). V letech 2007-2012 byl uméleckym $éfem Ope-
ry Narodniho divadla. Nastudoval zde Sest inscenaci, které ziskaly mimo-
radny ohlas publika i kritiky — Monteverdiho Orfea, Dvordkovy opery Rusalka
a Jakobin, Hry o Marii B. Martin(, Wagnerova Parsifala a Brittenovu Glorianu.
K jeho dalsim uméleckym pocinim patfi originalni scénické zpracovani
Schubertovy Zimni cesty (2013) v prostoru filmového ateliéru €. 4 na praz-
ském Barrandové a v roce 2014 ¢inoherni Lorcova Yerma v JihoCeském
divadle, Rusalka v Otacivém hledisti v Ceském Krumlové, Fibichova opera
Pad Arkuna v Narodnim divadle v Praze (2014), Pucciniho Tosca v Janackove
opefe NdB (2015), Recké pasije B. MartinG v Aalto-Musiktheater v Essenu
(2015), Pucciniho Madama Butterfly v prazském Narodnim divadle (2016),
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dvojvecer Epos o Gilgamesovi B. Martinl a Dido a Aeneas H. Purcella v Ja-
nackove opere NdB, ktery ziskal cenu Divadelnich novin za Hudebni
inscenaci roku 2016. Z nedavnych inscenaci v Janackové opere NdB to jsou
Dvorakav Cert a Kac¢a (2016), ¢eska premiéra opery Ldska na délku

K. Saariaho (2017), ktera obdrzela cenu Divadelnich novin za Hudebni insce-
naci roku 2017, mimoradné projekty s brnénskym opernim souborem Gou-
nodiv Faust a Markéta (2017) a Smetanova Libuse (2018), ktera ziskala cenu
Divadelnich novin za Hudebni inscenaci roku 2018, uréené pro BVV, Janac-
kovy Prihody lisky Bystrousky, které zahdjily festival Janacek Brno 2018,
StraussQv RdZovy kavalir (2019), Nabucco (2021) a Recké pasije B. Martind
(2021). V roce 2022 nastudoval Handelovu Alcinu, kterd vznikla v koprodukci
s francouzskymi divadly ve Versailles a Caen. Mimoradny projekt spojeni
dvou Janackovych vrcholnych dél Glagolska mse a Z mrtvého domu v rezii
Jifiho Hefmana zahajilo MFJB 2022. V ramci Prazského Quadriennale 2015
pUsobil jako komisar pro sekci Hudba a prostor. Od ledna 2015 je umélec-
kym $éfem Janackovy opery NdB.

Jifi Hefman studied singing at the Plzen Conservatory and opera directing
at the Academy of Performing Arts in Prague. At the present time, he is one
of the foremost Czech opera stage directors. He gained recognition owing
both to chambre projects in nontraditional spaces and productions on large
opera stages. The first group include Lamenti (2004), an original scenic
medidation to Francesco Micieli's text and Michal Nejtek’'s music, presented
at the NoD Universal Space in Prague, at the Schlachthaustheater in Bern
and at the Riocenacontemporanea festival in Rio de Janeiro; the Czech
premiere of Benjamin Britten's church parable Curlew River at the the
former Church of St Mary Magdalene (Czech Museum of Music) in Prague
within the Strings of Autumn Festival 2005, and the staged performance

of Schubert’'s Winterreise set in the imimmense space of Studio 4 at
Barrandov (coproduction of the Strings of Autumn Festival and the National
Theatre Prague, 2013). When it comes to opera stages, Jifi Hefman
produced Saint-Saéns’'s Samson et Dalila (2002), Wagner's Der fliegende
Holldnder (2004), with received the Sazka and Divadelni noviny Award, and
Gounod’s Faust (2013) at the J. K. Tyl Theatre in Plzen. From 2007 to 2012
he was artistic director of the Opera of the National Theatre in Prague,
where he has staged seven productions: Monteverdi's Orfeo, Dvorak's
Rusalka, The Miracles of Mary by Bohuslav Martin(, Wagner's Parsifal,
Dvordk's The Jacobin, Benjamin Britten’s Gloriana in the Czech premiere,
and Zdenék Fibich’s The Fall of Arkun. His most recent projects include
Puccini’'s Tosca at the Janacek’s Theatre of the National Theatre Brno
(2015) and Bohuslav Martinl's The Greek Passion at the Aalto Musiktheater
in Essen (2015), Puccini's Madama Butterfly at the National Theatre in
Prague (2016), the double evening The Epic of Gilgamesh by B. Martin( and
Dido and Aeneas by H. Purcell at the Janacek Opera NdB, which won the
Divadelni noviny award for Musical Production of the Year 2016. Recent
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productions at the Janacek Opera include Dvorak’'s The Devil and Kate
(2016), the Czech premiere of LAmour de loin by K. Saariaho (2017), which
received the Divadelni noviny award for Musical Production of the Year
2017, and extraordinary projects with the Brno Opera Company, Gounod'’s
Faust and Marguerite (2017) and Smetana’s Libuse (2018), which won the
Divadelni noviny award for Musical Production of the Year 2018, Janacek's
The Cunning Little Vixen, which opened the 2018 Janacéek Brno Festival,
Strauss’s Der Rosenkavalier (2019), Nabucco (2021) and Greek Passion

by B. MartinG (2021). In 2022, he staged Handel's Alcina which was co-
produced with the French theatres of Versailles and Caen. An extraordinary
project to combine two of Janacek’'s masterpieces, The Glagolitic Mass and
From House of the Dead, directed by Jifi Hefman, was launched by Janacek
Brno 2022. The management of the Prague Quadriennial International Set
Design Exhibition 2015 named Jifi Hefman comissar for the music and
space section. Since January 2015 he has been artistic director of the
Janacek Opera of the National Theatre Brno.

Dragan Stojcevski

Scénografie | Set designer

Dragan Stojcevski se narodil v Pancevu

na uzemi byvalé Jugoslavie. Vystudoval
obor scénografie na DAMU v Praze

u prof. J. Duska, v soucasnosti pokracuje

na stejné sSkole v doktorandském studiu.
Vedle téchto studii absolvoval také staz

na prazské AVU v ateliéru V. Kokolii. Kromé
scénografie pro divadlo realizoval radu
instalaci a uméleckych intervenci ve verej-
ném prostoru. Intenzivné se zabyva tvorbou
site-specific projektd, ¢asto ve spolupraci
se skupinou Mamapapa jak v Cechach, tak

i v zahranici. Své projekty realizoval v ar-
cheologickych lokalitach, v muzeich, v mis-
tech opusténych industridlnich zén ¢i v rurdlnim prostredi. Jeho scénografic-
ké tvorba pro divadlo za posledni dobu: Dobre placend prochdzka
(Zapadoceské divadlo v Chebu, 2012), Labyrint svéta a réj srdce (Divadlo Drak,
Hradec Kralové, 2015), Kral jelenem (Zapadoceské divadlo v Chebu, 2015),
Recké pasije (Statni divadlo Essen, 2015), Zeny na pokraji nervového zhrouceni
(Zapadoceské divadlo v Chebu, 2016), Pycha a predsudek (Divadlo Jatka78,
Praha, 2016), Experiment mysi réj (Narodni divadlo, 2016), Epos o Gilgamesovi
/ Dido a Aeneas (Narodni divadlo Brno, 2016), Dynastie: Lehman Brothers
(Husa na provazku, 2017), No¢ni sezéna (Narodni divadlo, 2017), Faust (Sta-
vovské divadlo, 2018), Hrac (Husa na provazku, 2018), Amerika (Husa na pro-
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vazku, 2018), Prihody lisky Bystrousky (Narodni divadlo Brno, 2018), Proslov
k ndrodu (Nova scéna, Narodni divadlo, 2019), Kral Oidipus (Narodni divadlo,
2019), Romeo a Julie (Divadlo ABC, 2019), Garsonky (Divadlo Archa, 2019),
Recké pasije (Narodni divadlo Brno, 2021), Alcina (Narodni divadlo Brno,
2022), Bakchantky (Narodni divadlo, 2023), Salome (Narodni divadlo Brno,
2023) ad.

Dragan Stojcevski was born in Pancevo in the former Yugoslavia. He
studied stage design at the DAMU in Prague under Prof. J. Dusek and is
currently pursuing his PhD studies at the same school. In addition to these
studies, he also completed an internship at the Academy of Fine Arts in
Prague in the V. Kokolii. In addition to scenography for the theatre, he

has realized a number of installations and artistic interventions in public
space. He is intensively involved in the creation of site-specific projects,
often in collaboration with the Mamapapa group both in the Czech Republic
and abroad. He has carried out his projects in archaeological sites,
museums, abandoned industrial zones and rural environments. His recent
scenographic work for the theatre: A Walk Worthwhile (West Bohemian
Theatre in Cheb, 2012), Labyrinth of the World and Paradise of the Heart (Drak
Theatre, Hradec Kralové, 2015), The Deer King (West Bohemian Theatre in
Cheb, 2015), Greek Passion (State Theatre Essen, 2015), Women on the Verge
of a Nervous Breakdown (West Bohemian Theatre in Cheb, 2016), Pride and
Prejudice (Jatka78 Theatre, Prague, 2016), The Mouse Paradise Experiment
(National Theatre, 2016), The Epic of Gilgamesh / Dido and Aeneas (National
Theatre Brno, 2016), Dynasty: The Lehman Brothers (Goose on a String,
2017), The Night Season (National Theatre, 2017), Faust (Estates Theatre,
2018), The Player (Divadlo Husa na provazku, 2018), America (Goose on

a String, 2018), The Cunning Little Vixen (National Theatre Brno, 2018),
Speech to the Nation (Nova scéna, National Theatre, 2019), Oedipus Rex
(National Theatre, 2019), Romeo and Juliet (ABC Theatre, 2019), Garsonky
(Ark Theatre, 2019), Greek Passion (National Theatre Brno, 2021), Alcina
(National Theatre Brno, 2022), The Bacchantes (National Theatre, 2023),
Salome (National Theatre Brno, 2023), etc.

82

Zuzana Rusinova

Kostymy | Costume designer

Zuzana Rusinova se narodila v Martiné roku
1970. Absolvovala SUPS Uherské Hradisté,
obor uzita malba, DAMU Praha, obor alter-
nativni a loutkova scénografie a v roce 1991
studijni staz na Filmhuset ve Stockholmu.
Spolupracuje s radou ¢eskych i slovenskych
rezisérd — P. Gabor, J. Pokorny, A. Petrzelko-
va, V. Cermakova, D. Drabek, M. Porubjak,

J. Nvota, V. Mordvek. Nejvice inscenaci vy-
tvorila s rezisérkou H. Buresovou (napr.
Pavel |. pro Méstské divadlo Brno ziskal
cenu A. Radoka jako nejlepsi predstaveni
roku), s rezisérem Jurajem Nvotou (Zazrak
v cerném domé, Divadlo Na zabradli; Mnoho
kriku pre ni¢, SND; Zmierenie alebo dobrodruzstvo pri obZinkoch, SND; Zem
usmevov, SND). Ve spolupraci s J. A. Pitinskym vytvorila pres dvacet inscena-
ci. Mnohé z nich byly ocenény jako nejlepsi predstaveni roku (Sestra tzkost,
Dejvické divadlo; Jéb, HaDivadlo; Dido a Aeneas, Plzen). Za predstaveni Tho-
mase Bernhardta Ignorant a silenec obdrzela cenu DOSKY za nejlepsi kostymy
roku 2005. Pro Janackovu operu NdB vytvorila kostymy k inscenaci Ldska

na ddlku K. Saariaho (2017), k Smetanové Libusi (2018), Straussovu RiZovému
kavaliru (2019) a Verdiho Nabuccovi (2021).

Zuzana Rusinova was born in Martin, Slovakia. She graduated from SUPS
Uherské Hradisté, Applied Painting, DAMU Prague, Alternative and Puppet
Scenography and in 1991 she studied at Filmhuset in Stockholm. She has
worked with a number of Czech and Slovak stage directors — P. Gabor,

J. Pokorny, A. Petrzelkova, V. Cermakova, D. Drabek, M. Porubjak, J. Nvota,

V. Moravek. Most of her productions were created with director H. Buresova
(e.g. Pavel I. for the Municipal Theatre Brno won the A. Radok Award for

the best performance of the year), with director Juraj Nvota (The Miracle in
the Black House, Divadlo Na zabradli; Much Ado for Nothing, Slovak National
Theatre; Zmierenie alebo dobrodruZstvo pri obZinkoch, Slovak National
Theatre; Das Land des Lachelns, Slovak National Theatre). In collaboration
with J. A. Pitinsky, she created over twenty productions. Many of them were
awarded as the best production of the year (Sister Anxiety, Dejvice Theatre;
Job, HaDivadlo; Dido and Aeneas, Pilsen). For Thomas Bernhardt's Der Ignorant
und der Wahnsinnige she received the DOSKY award for the best costumes
of 2005. For the Janacek Opera NdB she created costumes for K. Saariaho’s
LAmour de loin (2017), Smetana’s Libuse (2018), Strauss’s Der Rosenkavalier
(2019) and Verdi's Nabucco (2021).
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Daniel Tesar
Svételny design | Lighting designer

Nizkého vzdélani, pGvodnim povolani délnik
CKD Tatra. Tvaruje a barvi svételné kuzely
od roku 1998.V soucasnosti svételny
designér, tour manager, spolumajitel
obchodni spole¢nosti. V prvni dekadé

21. stoleti spolupracuje s choreografem
Janem Kodetem na designu k choreografiim
Brany/Gates (2000), Danse Macabre (2001),
Cala Estreta 2002), Lola & Mr.Talk (2003),
Zlatovlaska (2006), (e)MOTION PURE (2007),
Camoufl-AGE (2009). Od roku 2004 se podili
na vizualni strdnce opernich inscenaci
reziséra Jiriho Hermana - Bludny Holandan
(2004), Lamenti (2004), Curlew River (2005),
Orfeo (2007), Rusalka (2008), Hry o Marii (2009), Parsifal (2011) Jakobin (2011),
Gloriana (2012). S Baletem ND rovnéz spolupracoval na technické produkci
predstaveni Sipkovd RiZenka a Amerikana Ill.V letech 2009 az 2011 vytvoril
svételny design pro predstaveni Hidden Landscape a 100 Wounted Tears
souboru DOT504. Mimo uvedeného spolupracuje jako technicky produkéni

s festivaly 4+4 dny v pohybu, Tanec Praha a Divadelna Nitra

a na workshopech Institutu svételného designu ISD. Pokud by se dalo soudit,
jaka role je mu vlastni pri vSech typech prace, pak se jedna nikoli o koncového
hrace, ale spise o kooperativni typ na zpUsob tvorivého zaloznika.

Poorly educated, originally a worker at the CKD Tatra factory, he has shaped
and coloured light beams since 1998. Currently a lighting designer, tour
manager, co-owner of a business, in the first decade of the 21st century,

he designed lighting for Jan Kodet's choreographies Gates (2000), Danse
Macabre (2001), Cala Estreta (2002), Lola & Mr. Talk (2003), Goldilocks (2006),
(e) MOTION PURE (2007) and Camoufl-AGE (2009). Since 2004, he has co-
created the visuals for Jifi Hefman's adaptations of Der fliegende Holldnder
(2004), Lamenti (2004), Curlew River (2005), L'Orfeo (2007), Rusalka (2008),
The Miracles of Mary (2009), Parsifal (2011), The Jacobin (2011) and Gloriana
(2012). He collaborated with the Czech National Ballet on the productions

of The Sleeping Beauty and Americana lll. From 2009 to 2011, he designed
the lighting for DOT504's performances Hidden Landscape and 100 Wounded
Tears. He has also worked as technical manager for the festivals 4+4 Days in
Motion, Dance Prague and Theatre Nitra, as well as for workshops held by the
Institute of Lighting Design.
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Marek Svobodnik

Choreografie | Choreographer

Tanecni vzdélani ziskal na konzervatofi

v Brné. Jako tanecnik plsobil vangazma

v Narodnim divadle Moravskoslezském
2003-2006,Laterné magice 2006-2008

a jako solista v Narodnim divadle v Brné
2008-2012.V soucasné dobé je demisolis-
tou Baletu Narodniho divadla, plsobi i jako
staly host Laterny magiky. Svij talent a cha-
risma projevuje zejména v modernim reper-
todru, kde neprehlédnutelnym zplsobem
ztvarnil napriklad roli Otce ve Svéceni jara
(Timeless, choreografie Tetley) nebo v dilech
Jiriho Kyliana (Petite Mort). Pro své svébytné
interpretacni kvality byva obsazovan téz

do roli, vyzadujici velké vyrazové nadani: Rotbart v Labutim jezere (Cranko),
Kral Petr z Fise Popo v Leonce & Lena (Spuck), Scrooge v Louskackovi — Vanoc-
nim pribéhu (Vamos)... Mimo kamenna divadla spolupracoval s ProART Com-
pany, Pas de Theatre, Katedrou alternativnio divadla HAMU ¢i Radou starsich
baletu. Od roku 2012 je ¢lenem skupiny DEKKADANCERS. Vénuje se tézZ cho-
reografii. Namatkou z tvorby: Inscenaéni Porada (Ceské Budéjovice 2019,
Fight for a one thing (Velvet gala, ND 2019), HornyBach (DEKKADANCERS
2019), Tatabojs — Nanopicture live 2019 (Tatabojs + DEKKADANCERS), Han-
gar18 (DEKKADANCERS 2018), Petite Corde (Bayerische Staatsballett Il
2018), Lady Macbeth z Mcenského Ujezdu (opera NDM, 2018), Posledni vecere
(DEKKADANCERS 2017), Faunovo odpoledne (Ceské Budéjovice 2017), Chvilka
POEzie (PKB 2016), Obrazy (Divadlo Kolowrat, Praha 2014), Catch27 (NDB
2013), Certstory (NDB 2012).

A graduate of the Brno Conservatory, Marek Svobodnik launched his
career as a dancer at the National Moravian-Silesian Theatre in Ostrava
(2003-2006), followed by engagements with Laterna magika in Prague
(2006-2008) and the National Theatre in Brno, where he held the post

of soloist (2008-2012). At the present time, he is a member of the Czech
National Ballet and also performs as a permanent guest with Laterna
magika. A gifted and charismatic dancer, he has mainly appeared in
modern ballets, excelling in, for instance, the role of Father in Glen Tetley’'s
Le sacre du printemps (the mixed bill Timeless), as well as Jifi Kylian's
works (Petite Mort). Owing to his singular expressive qualities, he has also
been cast as Rothbart in Swan Lake (Cranko), King Peter of Popo in Leonce
& Lena (Spuck), Scrooge in The Nutcracker — A Christmas Carol (Vamos),
and other roles. Moreover, Marek has worked with the ProART Company,
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Pas de Theatre, the Alternative Theatre Department of the Academy of
Performing Arts in Prague and the Council of Ballet Elders. Since 2012,
he has been a member of the DEKKADANCERS company. He has also
created his own choreographies. They include Production Meeting (Ceské
Budéjovice, 2019), Fight for One Thing (Velvet Gala, National Theatre, 2019)
HornyBach (DEKKADANCERS, 2019), Tatabojs — Nanopicture Live 2019
(Tatabojs + DEKKADANCERS), Hangar18 (DEKKADANCERS, 2018), Petite
Corde (Bayerisches Staatsballett Il, 2018), Lady Macbeth of the Mtsensk
District (National Moravian-Silesian Theatre Opera, 2018), The Last Supper
(DEKKADANCERS, 2017), Afternoon of a Faun (Ceské Budé&jovice, 2017),

A Moment of POEtry (PKB, 2016), Pictures (Kolowrat Theatre in Prague,
2014), Catch27 (National Theatre in Brno, 2013) and The Devil’s Story
(National Theatre in Brno, 2012).

Lukas Kozubik

Sbormistr | Chorus master

Lukdas Kozubik vystudoval operni zpév

na Janackové konzervatori v Ostravé a In-
stitutu pro umélecka studia na Ostravské
univerzité. Zaroven je absolventem Janac-
kovy akademie muzickych uméni v oboru
dirigovani sboru ze tridy Prof. Lubomira
Matla. Jiz béhem studii spolupracoval s ce-
lou radou koncertnich sbord, mj. s Matlo-
vym akademickym sborem, Péveckym sbo-
rem Lumir Brno aj. Aktivné se rovnéz
podilel na ¢innosti Komorni opery JAMU

na pozicich asistenta dirigenta, sbormistra
a korepetitora. V letech 2012-2021 byl
Séfsbormistrem opery Statniho divadla

v KoSicich. Tam zaroven zalozil a umélecky vedl Détské operni studio. V le-
tech 2013-2020 pUsobil jako pedagog na kosické konzervatori, kde zalozil
operni studio a vedl skolni sbor. Pravidelné spolupracoval s Filharmonii
Kosice, Statnim komornim orchestrem Zilina & smy&covym orchestrem
Musica luvenalis. Od zari 2020 byl druhym sbormistrem Prazského filhar-
monického sboru, s kterym pravidelné absolvoval operni festivaly v St.
Gallen a Bregenz. Spolupracuje s Filharmonii Hradec Kralové, Symfonickym
orchestrem hl. m. Prahy FOK &i Symfonickym orchestrem Ceského rozhla-
su. Zaroven je uméleckym mentorem Akademie Prazského filharmonického
sboru. V zari 2022 nastoupil na pozici sbormistra Opery Narodniho divadla.
0d ledna 2023 je jejim Séfsbormistrem.
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Lukas Kozubik studied opera singing at the Janacek Conservatory in
Ostrava and the Institute for Art Studies at the University of Ostrava. He
is also a graduate of the Janacek Academy of Performing Arts and Music
(JAMU) in choral conducting from the class of Prof. Lubomir Matl. While
still a student, he worked with a number of concert choirs, including the
Matl Academic Choir and the Lumir Choir Brno. As assistant conductor,
chorus master and repetiteur, he participated in the activities of the JAMU
Chamber Opera. From 2012 to 2021, he was chief chorus master of the
State Theatre Opera in Kosice, Slovakia, where he also founded and led the
Children’s Opera Studio. Between 2013 and 2020, he taught at the KoSice
Conservatory, where he established the opera studio and directed the
school choir. He has regularly collaborated with the KoSice Philharmonic,
the Zilina State Chamber Orchestra and the Musica luvenalis string
orchestra. In September 2020, he was named second chorus master of
the Prague Philharmonic Choir, with whom he regularly performed at the
festivals in St. Gallen and Bregenz. Moreover, he has collaborated with
the Hradec Kralové Philharmonic, the Prague Symphony Orchestra and
the Prague Radio Symphony Orchestra. He is also an artistic mentor of
the Prague Philharmonic Choir Academy. In September 2022, he became
chorus master of the National Theatre Opera, and since January 2023 he
has been its chief chorus master.
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