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Viaclav Talich at the Slovene Provincial

Theatre in Ljubljana

Jernej Weiss
Univerza v Ljubljani / Univerza v Mariboru
University of Ljubljana / University of Maribor

Viewed from today’s perspective, the start of the second decade of Slove-
ne concert and opera performance in the twentieth century was an extra-
ordinary period. Two “novices” took turns on the conductor’s rostrum: the
25-year-old Czech Vaclav Talich and his Hungarian colleague Friderik Rei-
ner, half a decade younger. Both would later become world-famous condu-
ctors: the former a specialist in Slavonic and, particularly, Czech compo-
sers of the Romantic era, the latter a widely acknowledged Wagnerian star.

Talich’s brief period of involvement in the Slovene Provincial Theat-
re in Ljubljana, lasting a mere two seasons, was of course inseparably tied
to his position with the Slovenian Philharmonic, founded in 1908." The in-
creasingly urgent question of amateur symphonic performance in Slovenia,
and the musical-dramatic production that depended on it, had encouraged
the realisation of decades-old plans to establish the first Slovene professi-
onal orchestra: the Orkester Slovenske filharmonije (Slovenian Philharmo-
nic Orchestra).

The Glasbena matica music society and the existing Ljubljanska
drustvena godba (originally a military orchestra) had agreed at a meeting
on 16 April 1908 to advertise for various positions in the orchestra, inclu-
ding that of conductor.” Candidates were sought in Vienna, among other
places. The board of the Glasbena matica sent an invitation “to all suita-
1 Metoda Kokole, “Vaclav Talich and the Slovenian Philharmonic Orchestra (1908-

1912),” Arti musices 27 (1997), 2: 173-93.

2 Ibid., 175.
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ble Viennese musicians” offering positions for an oboist, a flautist, clari-
nettist, a bassoonist and a harpist.” On 15 July 1908, at the recommendation
of Vitézslav Novak and Josef Suk, both teachers at the Prague Conservato-
ry, Vaclav Talich was selected from among numerous candidates to be the
conductor of the newly established orchestra.* In July 1908 the orchestra
performed under its old name Ljubljanska drustvena godba, while in Sep-
tember of that year it performed as the Ljubljanski koncertni orkester (Lju-
bljana Concert Orchestra). Shortly after the general meeting of the Glasbe-
na matica on 23 October 1908 and the official renaming of the orchestra as
the Orkester Slovenske filharmonije, the management of the latter liaised
with the Slovene Provincial Theatre and secured exclusive rights to accom-
pany performances there. In this way, the orchestra was assured of work in
the event that it failed to attract sufficient audiences to its symphonic con-
certs. An agreement of this kind was, of course, also in the interests of the
Slovene Provincial Theatre, since in this period both the Slovene theatre
and the German theatre were constantly faced with serious economic diffi-
culties and personnel problems. The increasingly frequent cancellations by
the military orchestra, on which operatic performances had depended be-
fore this time, were greatly hindering the smooth functioning of Slovene
operatic production. A permanent chorus and orchestra were of vital im-
portance for the realisation of the theatre’s ambitions. With a permanent
company, operas could be revived with less rehearsal, and were therefore
less of a financial burden. It also meant more time to study new roles, whi-
ch enabled a gradual broadening of the operatic repertoire.

A comparative analysis of the repertoires of the Slovene and German
theatres in the early twentieth century’ shows that the management of the
Slovene theatre, in particular, took an important step forward in this pe-
riod, not only staging works from the standard repertoire that were alre-
ady known to audiences from the programme of the German Provincial
Theatre, but, even more importantly, enriching Ljubljana with productions
of new and hitherto unknown musical-dramatic works. Hoping to encou-
rage the production of original works by Slovene composers, the Slovene
Provincial Theatre broadened its repertoire to include works by Croatian,
Czech, Polish and other composers (e.g. Nikola Subi¢ Zrinjski by Ivan Zajc,
3 A copy of the invitation is held in the archives of the Slovenian Philharmonic at the

National and University Library.

4 Kokole, “Vaclav Talich and the Slovenian Philharmonic Orchestra (1908-1912),” 175.

5 Spela Lah, “Slovensko-nemsgka dihotomija v Dezelnem gledalig¢u v Ljubljani med le-
toma 1892 in 1914,” Muzikoloski zbornik 46 (2010), 2: 95-108.
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In the Well by Vilém Blodek, Halka by Stanistaw Moniuszko). Despite not
having achieved great prominence on the international scale, these works
nevertheless represented an example for Slovene composers to follow. The
management of the Slovene theatre had also successfully tested the audi-
ence-drawing capacity of the great composers from the East, bringing to
the stage such notable works as Eugene Onegin and The Queen of Spades
by Pyotr Ilyich Tchaikovsky; Ruslan and Lyudmila by Mikhail Ivanovich
Glinka; Rusalka by Antonin Dvorédk and The Bartered Bride by Bedfich
Smetana — the last of which, with more than 50 performances since the fo-
unding of the theatre in 1892, was the most popular opera ever performed
at the Slovene Provincial Theatre.

The management of the German theatre, by contrast, did not pro-
gramme even a single work by composers from Eastern Europe — not even
Smetana’s The Bartered Bride, despite it being staged with great success in
that period in both Klagenfurt and Graz. The reason for this is almost cer-
tainly not to be found in nationalist, anti-Slav tendencies. A more likely
explanation is that the management of the German theatre in Ljubljana at
that time was more interested in acquiring works that were proven draws
in major theatres in Austria, and therefore guaranteed success and pro-
fit. With the opening of the new German theatre dedicated to the Empe-
ror Franz Joseph in the autumn of 1911 (the building that is today home to
the Slovene National Theatre’s dramatic company SNT Drama Ljubljana),
the German Provincial Theatre realised its long-cherished ambition of wre-
sting itself from the grip of the Slovene theatre, which was increasingly li-
miting its activities and gradually driving it out of its original performance
venue (the present-day home of the Opera and Ballet of the Slovene Nati-
onal Theatre in Ljubljana), which had previously housed both compani-
es and where they were forced to share “performance days”. A significant
change had, in fact, already occurred in the 1909/10 season, when the ra-
tio of performance days was increased in favour of the Slovene theatre. The
Provincial Council had granted the wish of the Slovene theatre’s manage-
ment and approved four performance days a week compared to just three
for the German theatre.

Thus in the 1911/12 season both the Germans and the Slovenes achieved
their long-held desire to have their own theatre, although this did not gu-
arantee the survival of either company. While the predominantly liberally

6 Dusan Moravec (ed.), Repertoar slovenskih gledalis¢ 1867-1967 (Ljubljana: Slovenski
gledaliski muzej, 1967), 181-201.
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oriented Slovene management was faced with serious internal political
pressures and the opposition of the clerical majority on the Provincial Co-
uncil, the Germans found themselves losing ground in an increasingly Slo-
vene Ljubljana that was too small to sustain two theatrical institutions. In
1910 Ljubljana had a population of only slightly over 45,000,” including sol-
diers, with only around 14 per cent still defining themselves as Germans.”*

Guest soloists contributed greatly to the quality of German and Slove-
ne opera evenings. Among them were some big names from the musical-
-dramatic scene of that time, for example Leonija Briickl, the prima donna
of the Zagreb Opera, the tenor Frantisek Pacal, a member of the Hofoper
(Court Opera) in Vienna, and Bohumil Ptéak of Prague’s Ndrodni divadlo
(National Theatre), who in 1901 had sung the role of the Prince at the world
premiere of Rusalka in Prague.” With their expertise and the high artistic
level of their interpretation, they had a direct influence on the other solo-
ists. Such famous names are also a good indicator of the prestige enjoyed by
the Ljubljana theatre, as well as evidence of the financial resources availa-
ble to its management.

Besides the orchestra and soloists, who were the most frequent focus of
attention of the non-professional audience, it was the conductors who were
most responsible for the quality of musical-dramatic productions. The la-
tter had an even more important role in the preparation of musical-drama-
tic works in the past than they do today. The conductor was responsible for
all the music and, not infrequently, for directing the piece too. The conduc-
tor’s tasks included studying the work to be staged, preparing the orchestra
and the singers, rehearsing the singers, and so on. This involvement of the
conductor in every aspect of the preparation of a musical-dramatic work
is evidence that the role was conceived considerably more broadly than is
usually the case today. Under these circumstances, the permanency of a
conductor’s engagement was, of course, of crucial importance. From this
point of view, the organisational possibilities open to the management of
the Slovene Provincial Theatre were more satisfactory than those available
to their German counterparts, since the number of conductors employed
by the Slovene theatre in the two decades following its founding in 1892 was
7 Lojze Pipp, “Razvoj §tevila prebivalstva Ljubljane in biv§e vojvodine Kranjske,” Kro-

nika slovenskih mest 2 (1935), 1: 70.

8 Dragan Mati¢, Nemci v Ljubljani: 1861-1918 (Ljubljana: Oddelek za zgodovino Filo-

zofske fakultete, 2002), 433.

9 Spela Lah, “Opera v Dezelnem gledalig¢u med letoma 1861 in 1914,” Zlitje stoletij:
SNG Opera in balet Ljubljana (Ljubljana: SNG Opera in balet, 2011), 139.
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comparatively small. Of these conductors, the one who undoubtedly left the
greatest mark on the activities of the Slovene theatre over the course of a
full 15 seasons was Hilarion (Hilarij) Benisek, a Czech.”

Talich’s first season (1909/10) in Ljubljana

It was Vaclav Talich who succeeded BeniSek as director of music of the Slo-
vene Provincial Theatre, taking over as operetta conductor in the 1909/10
season and, finally, as opera conductor in the 1911/12 season. Critics wri-
ting in the Slovene daily press were almost unanimous in their highly fa-
vourable accounts of his initial contribution to the theatre, writing of the
“unexpected yet notable progress of the theatre and a new era in Slove-
”" or stating that “With the new orchestra, Slovene opera
and operetta have elevated themselves to a level that until now we could
only dream of.™* While it is worth taking these reports in the Slovene press
with a pinch of salt - the aim of critics in the bi-national, highly competi-
tive environment of that period was always “to praise, and in this way to
encourage and fill the theatre™ - the authors of these pieces nevertheless
unanimously agreed that over the course of the two seasons of Talich’s mu-
sical-dramatic activity (1909/10 and 1911/12), the latter proved himself to be
a capable, spirited and skilful conductor and a remarkable interpreter, who-
se stagings of musical-dramatic works were well-rounded and precise, and
prepared with true artistic enthusiasm." Even the politically more objective
Laibacher Zeitung was unstinting in its praise for Talich, frequently highli-
ghting his ardent temperament and the maturity of his artistic interpretati-
on, along with the remarkable discipline he had succeeded in imposing on
the orchestra, with an iron hand, in such a short time."”

ne musical life

Stanko Premrl, one of the most conscientious chroniclers of the or-
chestra’s activity, wrote a piece in the periodical Dom in svet about the new
composition of the Slovenian Philharmonic, which from this point on had
37 permanent members, more than half of whom were graduates of the Pra-

10 Jernej Weiss, “Hilarion BeniSek (1863-1919) and other Czech conductors at the Slo-
venian Provincial Theatre at the turn of the 20oth century,” Zbornik Matice srpske za
scenske umetnosti i muziku 51 (2014): 53-63.

11 Slovenski narod 41 (1908), 260 (6. 11.): 3.

12 Ibid.

13 Lah, “Slovensko-nemska dihotomija v DeZelnem gledali$¢u v Ljubljani,” 100.

14 Taken from reviews published in the newspapers Laibacher Zeitung and Slovenski
narod between 1908 and 1912.

15  Ibid.
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gue Conservatory. There is even a surviving sketch' of the disposition of
the orchestra, in which we find eight violins, three violas, cellos and dou-
ble basses, two flutes, oboes and clarinets, a bassoon, two trumpets, a harp,
four horns, three trombones and three percussionists. The sketch clearly
shows how Talich placed the cellos in front of him, while the double basses
were at the back, on the conductor’s left. But the Slovene Provincial Theat-
re’s reliance on outside assistance was not limited to the members of the or-
chestra: foreign help was also required when it came to singers. There was,
in fact, a shortage of local soloists (one exception was the bass Josip Krizaj,
whose first major role was as Mephistopheles in Gounod’s Faust at the end
of the 1910/11 season), with the result that lists of performers had a predomi-
nantly international flavour. For the most part the foreign performers were
Czechs, reflecting the provenance of both directors of music, Benisek and
Talich, but there were also several Poles. Performers on stage were requi-
red to have faultless Slovene, and few German-speaking soloists were able
to meet this requirement.

In addition to concerts of “serious music” in the great hall of the Grand
Hotel Union, Talich’s duties included conducting “promenade concerts” in
Tivoli Park, at the Ilirija sports ground and in certain other venues around
Ljubljana, and also the “popular concerts” that the Glasbena matica orga-
nised to accompany “banquets” in the Narodni dom.” In a similar manner,
during his first season at the Slovene Provincial Theatre, Talich was exclu-
sively responsible for the theatre’s light operetta evenings. The fact that the
music on these occasions served as a kind of Tafelmusik was enough to put
Talich off engagements of this type. Neither did he derive much satisfacti-
on from conducting light operetta at the Slovene Provincial Theatre. At the
end of his first theatrical season he wrote to his fiancée (and future wife)
Vida Prelesnik: “I will eternally be ashamed of all my theatrical activity in
the last season.” His performances consisted almost exclusively of little-
-known operettas, although he did conclude his first season at the theatre

16  Stanko Premrl, “Koncerti “Glasbene Matice”.”, Dom in svet 22 (1909), 1 (1. 1.): 47.

17 Kokole, “Vaclav Talich and the Slovenian Philharmonic Orchestra (1908-1912),” 179.

18 Jernej Weiss, Ceski glasbeniki v 19. in na zacetku 20. stoletja na Slovenskem (Maribor:
Litera in Univerza v Mariboru, 2012), 235.

19  “Za tu celou svoji divadelni ¢innost v loniské sezéné se budu vécéné stydét.” Corre-
spondence with Vida Prelesnik Talich, w. d., autumn 1910, Muzeum Ceského krasu,
Beroun.
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with Verdi’s Il Trovatore, in which he “demonstrated his conspicuous talent

for tragic opera.”™

Talich’s objections to “popular concerts” soon led to friction betwe-
en the Glasbena matica, headed by Matej Hubad, and Talich, and resulted
in a significant reduction in financial support for the orchestra. Althou-
gh the Slovenian Philharmonic was organised as an independent institu-
tion (funded by the city government, the theatre and its members), it was
nevertheless always indirectly dependent on the Glasbena matica, which
had previously paid the orchestra 400 crowns per performance (twice as
much as it received at the theatre). Following the dispute, it reduced its con-
tribution to 300 crowns and no longer covered certain other costs (premi-
ses, scores, heating, etc.) either.” It is important to remember that the di-
rector of music at the Glasbena matica, Matej Hubad, was deputy chairman
of the board of the Slovenian Philharmonic and therefore unquestionably
had a considerable influence on the orchestra’s activity. The essence of the
disagreement between the two men appears to have derived from the fact
that, since the founding of the Slovenian Philharmonic, the Glasbena ma-
tica had persisted exclusively with concerts with a mixed (vocal and in-
strumental) programme, which Talich, well acquainted with comparable
symphonic production in other countries, strongly opposed.

So it was that after a series of the intrigues typical of Ljubljana’s cultu-
ral milieu, at the end of the 1909/10 season in which the Slovenian Philhar-
monic racked up an incredible 267 performances,” the disappointed Ta-
lich left Ljubljana and set off to study at the Conservatory in Leipzig for a
year and a half. Before this Talich had received a number of threatening le-
tters in which the anonymous writer advised him to abandon conducting
and leave Ljubljana as quickly as possible. Not only that, but even the fe-
male singers of the Glasbena matica were heard shouting in the corridors:
“We won’t let that bloody Bohemian bring us down!™ In Leipzig Talich
attended Max Reger’s lectures on counterpoint and Hans Sitt’s lectures on
conducting. At the same time he attended rehearsals with Arthur Nikisch,
then the principal conductor of the Gewandhaus Orchestra, and occasio-
20 Lah, “Opera v Dezelnem gledali$¢u med letoma 1861 in 1914,” 136.

21 Natasa Cigoj Krstulovi¢, Zgodovina, spomin, dedis¢ina: Ljubljanska Glasbena mati-
ca do konca druge svetovne vojne (Ljubljana: Muzikoloski institut ZRC SAZU, 2015),
116-17.

22 Milan Kuna, Vdclav Talich (1883-1961): Stastny i hotky 1idél dirigenta (Prague: Na-
kladatelstvi Academia, 2009), 86.

23 Weiss, Ceski glasbeniki v 19. in na zaletku 20. stoletja na Slovenskem, 239.
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nally worked for him as Hilfsmusiker. He also consulted Arturo Vigna, at
that time the director of music at the Teatro alla Scala in Milan, on a few
occasions.”* Talich’s duties with the Slovenian Philharmonic and the Pro-
vincial Theatre were taken over in the 1910/11 season by his countryman Ed-
vard Cajanek and the young and supremely ambitious conductor Friderik
Reiner, later known as Fritz Reiner.

Talich’s final season (1911/12) in Ljubljana

Talich decided to return to Ljubljana only when Reiner returned to the
Népopera in Budapest after the end of the 1910/11 season. That Talich was
truly the spiritus agens of the Slovenian Philharmonic Orchestra was cle-
arly demonstrated during the season in which he was absent, when the or-
chestra gave just one independent concert in more than 200 appearances.
But conditions in the orchestra did not improve significantly even after Ta-
lich’s return, with audience interest and support remaining modest.

The situation at the Slovene Provincial Theatre could not have been
more different, and an interesting and varied programme meant that the
new management, headed by Talich, almost always succeeded in filling the
opera house - by contrast, performances at the German Provincial Thea-
tre only drew an audience for the first performance, and occasionally the
second. Besides the classic operas of Mozart and Wagner, which always su-
cceeded in attracting an audience,” the attention of Ljubljana critics in the
1911/12 season was captured in particular by a production of Smetana’s The
Bartered Bride, which enjoyed seven repeat performances.” Dvordk was
another of the great Czech composers to find his way onto the Slovene ope-
ratic stage. For the most part his music had hitherto been known to the Lju-
bljana audience from concerts alone. If the premiere performance of Ru-
salka in the 1907/08 season had been less than successful, Talich’s Rusalka,
directed by the Czech tenor Franti$ek Krampera, found an enthusiastic au-
dience and was described by critics as the “loveliest work that this season
has offered us.”™ The new management under Talich also devoted particu-
lar attention to works by Slovene composers. Viktor Parma’s Ksenija, di-
24 Ibid., 404.

25  Lah, “Slovensko-nemska dihotomija v Dezelnem gledali§¢u v Ljubljani,” 106.
26  Moravec (ed.), Repertoar slovenskih gledalis¢ 1867-1967, 201.
27 Anton Lajovic, “Gledali§¢e.”, Novi akordi: glasbeno-knjizevna priloga 11 (1912), 3: 25.

The work was repeated five times in a month. Moravec (ed.), Repertoar slovenskih gle-
dalis¢ 1867-1967, 202.
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rected by Talich himself, was met with wild approval. Its famous interme-
zzo had already become something of a hit a decade earlier. Up until the
Second World War, Parma’s opera retained its place alongside The Nightin-
gale of Upper Carniola by Anton Foerster as one of the most frequently per-
formed Slovene musical-dramatic works.

As director of music of the Slovene Provincial Theatre, Talich also in-
vited other conductors to collaborate with him: his Czech countryman Ja-
roslav Jeremias, and also Joseph Walther and Niko Stritof. To them he en-
trusted the operettas — for box-office reasons — while he himself worked on
putting together an operatic repertoire that was balanced and at the same
time sufficiently bold. Also worth highlighting in Talich’s second season,
alongside the already mentioned works by the great Slavs, were two classic
masterpieces: Verdi’s Rigoletto, which was considered*’ by composer Anton
Lajovic to have created one of the most beautiful impressions of the sea-
son; and seven performances of Bizet’s Carmen, of which Lajovic wrote that
“Talich practically works miracles with his little orchestra.™’

Talich deliberately balanced the season, which in the case of the Slo-
vene Provincial Theatre always ended in late March, with a more modern
work, Milkovdni (Liebelei) by FrantiSek Neumann, who would later become
well known as a remarkable interpreter of Janacek’s operas. In other words
Talich decided to stage an opera that had received its world premiere just
a few months earlier in Frankfurt. While this new work may not have met
with the best reception, Talich nevertheless persisted with two repeat per-
formances, since educating the audience seemed to him to be one of the
principal tasks of the Slovene Provincial Theatre.

The already mentioned Lajovic wrote enthusiastically about the new
opera season in Novi akordi: “It is a long time since we saw such an opera
season. This is above all thanks to the young, passionate musical director
Talich, who aspires to lofty artistic goals.™ Talich’s importance for the de-
velopment of Slovene musical culture does not only lie in the foundations
he laid for Slovenia’s first professional symphony orchestra but also in the
fact that he succeeded in significantly raising the level of the Slovene Pro-
vincial Theatre in terms of both programme and performance.

28  Lajovic, “Gledalice.,” 24. The opera had five repeat performances. Moravec (ed.), Re-
pertoar slovenskih gledalis¢ 1867-1967, 201.

29  Lajovic, “Gledalisce.,” 24.

30 Ibid.
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What is it, then, that separates Talich’s artistic contribution or concept
from that of his contemporaries and successors? Why is his final theatrical
season in particular written in gold letters in the annals of the Slovene Pro-
vincial Theatre?

It is not only because he succeeded - thanks to his unquestionably
remarkable capacities as a conductor, which may be linked to his excel-
lent musical training, his innate musicality and the cast-iron discipline that
characterised him - in winning over the opera audience of his day. He also
managed to convince the critics, and in this way motivated the ensemble to
master what was at that time the most demanding musical-dramatic reper-
toire, in this way significantly accelerating its artistic growth.

Despite the fact that the financial, personnel and technical capacities of
the Slovene Provincial Theatre were considerably more modest than those of
other comparable theatres in the Habsburg Monarchy, Talich very quickly
succeeded in instilling a positive attitude in audiences, even towards some
of the most modern musical-dramatic works. At the same time it should be
emphasised that his artistic concept was not based on mindless experimen-
tation with the most avant-garde artistic creations of the day, according to
the principle “the newer, the better”; instead, his concept involved the gra-
dual and deliberate transcending of the stereotypical nature of the classic re-
pertoire, the fixed nature of which, in the long term, always stifles the pro-
gress of both ensemble and audience. In this way he succeeded in wresting
Slovene opera from the edge of geographical and mental provincialism.

We should of course be aware that when Talich was working in Lju-
bljana, the theatre still represented the principal form of “society enter-
tainment”. By including mainly young soloists alongside individual esta-
blished names, who were always a big draw, he succeeded in winning the
enthusiasm of the audience and at the same time gained vital experience for
his later conducting career.

Like almost all great artists in Ljubljana, Talich was also torn between
his own artistic ambitions and financial and personal reality. At that time
the opera orchestra only had around 35 members and was therefore always
dependent on substitutes. Unfortunately, Talich was working in an envi-
ronment in which political and ethnic disputes frequently flared up, and
was thus not able to contribute as substantially as he perhaps could have
in a musically more stimulating environment. That old story, heard coun-
tless times before, of gifted outsiders whose remarkable musical gifts meant
that they became a thorn in the side of certain home-grown “masters” with
their own provincial interests, was fated to repeat itself.
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Talich’s work in Ljubljana was all too frequently hindered by machi-
nations and incidents caused by musical competitors jealous of his success.
In this context it is particularly worth underlining Talich’s personal rival-
ry with the young and extremely ambitious director of the Glasbena mati-
ca choir, Matej Hubad, who frequently immodestly proclaimed himself the
only capable conductor in Slovenia.

There is no doubt that such circumstances also influenced Talich’s de-
cision to continue his musical career as director of music in Plzen following
his brief Ljubljana interlude. With his departure, the musical life of Ljublja-
na unquestionably lost an almost irreplaceable element in terms of musical
performance.” Talich’s departure also represented a kind of end to the bri-
ef pre-war activity of the Slovenian Philharmonic and the Ljubljana Ope-
ra, which would not be capable of another similar breakthrough until Mir-
ko Poli¢’s time.

Despite the many disappointments associated with his time in the city,
Talich enjoyed returning to Ljubljana in later life.”* He made three further
appearances in Ljubljana as a conductor: in 1926 and 1931 with the Czech
Philharmonic, and in 1933 at the invitation of the Glasbena matica, when he
conducted members of various Ljubljana orchestras in a concert to mark the
2s5th anniversary of the start of his artistic career. In his later years, he remem-
bered Ljubljana as a “lovely little city”,” where he had learnt a great deal abo-
ut conducting operas and leading a symphony orchestra, and perfected his
conducting technique. He frequently referred to Slovenia as a second home.

In more encouraging circumstances, Talich would probably have been
able to develop his undoubtedly remarkable artistic potential even further.
In a similar way, an example of this kind, which was not, after all, so rare,
could perhaps have taught us once and for all not to let such first-rate arti-
stic personalities slip so easily through our hands in the future.
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