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Mario
és a varazslo
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Kozremiikédik a Magyar Allami Operahaz Zenekara és Enekkara
Featuring the Hungarian State Opera Orchestra and Chorus
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Bemutata: 2013. november 9., Erkel Szinhaz
Premiere: 9 November 2013, Erkel Theatre
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Rendezd, diszlettervezd Director and set designer GALAMBOS PETER
Jelmeztervezd Costume designer KARPATI ENIKO
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Judit Judith GAL ERIKA / MESTER VIKTORIA

Kékszakallli Bluebeard PALERDI ANDRAS / BRETZ GABOR
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Featuring the Hungarian State Opera Orchestra, as well as students
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Karmester Conductor KOvAcs JANOS

Bemutat6: 2013. november 9., Erkel Szinhaz
Premiere: 9 November 2013, Erkel Theatre
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A rendez06 gondolatai

Mindkét opera labirintustortenet. A labirintus a beavatas-torténetek metaforaja, Gnmagunk megis-
merésének helyszine. A Mario és a vardzslo a tarsadalmi, A kékszakdllu herceg vdra a személyes 6n-
ismeretrdl szal. Minden embernek vannak kiilénleges képességei, és nem mindegy, mire hasznaljuk
tehetséglinket. A kérdés az, mi tdrtenik akkor, ha egy ember istennek képzeli magat? Mi zajlik le
benne, és mit okoz kornyezetében ez a téveszme?
Minel mélyebbre jutnak az emberek sajat démonaik megismerésében, annal jobban elbizonytala-
nodnak. Kivancsisdguk megis nagyobb félelmeiknél. A démonjainkkal valo szembenézés - barmi-
lyen fajdalmas is legyen - elvezet Gnmagunk megismeréséhez. ... Azt gondolom, hogy ez a beavatasi
szertartas a felngtte valas ritudlis folyamata. Napjainkban tarsadalmi és személyes szinten egyarant
valsagban vagyunk - elvesztettiik a felnGtté valas képességét (tisztelet a kivételnek), ami szdmomra
az egyén valodi felelésségvallalasat jelenti. A Maridban a tarsadalmi kiskarisag a probléma forrésa,
ez élteti a parancsolas és engedelmesség egymast feltételezd, eqymast kolcsonbsen kiegeszitd vi-
szonyat, ahogyan Thomas Mann irja is.

Galambos Péter

Bretz Gabor és az OPERA Enekkar / OPERA Chorus




Vajda Janos
Mario és a varazslo

Cselekmény

Azt teszed, amit akarsz. Vagy eléfordult mdr, hogy nem tetted meg, amit akartdl? Vagy éppen amit nem
akartdl, azt tetted?”

Nyari viharos este Torre di Venerében. Egy kiilonds bdvész estjére cs6dil 8ssze a nyaralovaros kozon-
sége: még a herceg is megjelenik csaladjaval. A kdzonseg mar z(goladik a kései kezdés miatt, amikor
végre berobog a bivész: Cipolla. Egy gyapjuinges fiatalember belekdt, am igencsak rafazik: akarata
ellenére rabirja a magus, hogy kidltse a nyelvét a kdzonségre.

Cipolla elséként fejszamolasi mutatvannyal kdpraztatja el a publikumot, majd a kdzdonség

soraiban 0l Angiolieri asszonyt vonja teljesen a hatésa ala: gondolataibal kiolvassa, hogy a hélgy
korabban a nagy szinészn6, Eleonara Duse tarsalkoddondje volt. Ezutan megtancoltatja a tarsasagot,
am egy romai Ur ellendll: 8t nem lehet csak Ugy, akarata ellenére befolyasolni. Cipalla elfogadja a
Jkihivast’: nemsokara a romai Ur is ott mulat a tdbbiek kozott.

A blivész tekintete veglil egy szomord fiatalemberen dllapodik meg: Marion, a kdvéhazi

pincéren. Cipolla egészen megb(ivdli a fiut: kitalalja, hogy Mariot szerelmi banat kinozza, s a hipndzis-
ban végiil maga Cipolla jatssza el a lanyt, aki cskot ker szerelmesétdl. A fit megcsakolja a biivészt, s
abban a minutumba felriad réviiletéb6l. Mario pisztolyt rant, és tobbszdr Cipollara 16.

A szerzok

Thomas Mann (1875-1955) a 20. szazad legnagyobb német regényiréja, a humanista Németorszag
és a nagyvilag polgara egyszerre, aki a goethei német lélek, a heinei gydngédség és a kanti szépség
orokase volt. Polgari csalddba sziletett, rovid ideig egy biztositotarsasagnal dolgozott, és a mincheni
egyetemen miszaki tanulmanyokat is folytatott. Veqil 21 évesen ugy hatéarozott, gyermekkori szen-
vedeélyét valasztja hivatasaul: foallas iro lett. Két éves olaszorszagi tartézkodasa alatt irta meg elsé
regényét, A Buddenbrook hdzat, amellyel 26 évesen vilaghir( irgva valt. 1929-ben irodalmi Nobel-dijjal
tiintették ki. Neve Eurépaban hamar egybeforrt az emberek békés egyittéléséért folytatott kampany-

nyal. Az I. vildghaboru értelmetlen vérontasat is aggodalommal figyelte, Hitler hatalomra keriilése
utan pedig nyiltan szdt emelt a fasizmus ellen, melyet ,az excentrikus barbarsag és a primitiv, to-
megdemokratikus vasari durvasag oriashullamanak” nevezett, melynek egyik f6 jelensége a ,téme-
ges gorcsheesés, badecsorgetty(izés, halleluja és monoton slagerszavak dervisszer(i ismétlése, mig
mindenkinek habzani nem kezd a széja.” Az 1929-ben irt Mario és a vardzslc is a fasiszta diktatura
veszélyeire figyelmeztetd irds. Hamar nemkivanatos szemely lett, 1933-t6l emigracioban élt, tobbek
kdzt Amerikaban, 14 évig. 1937-ben a fasiszta Németorszag megfosztotta allampolgarsagatol és di-
szdoktori cimétdl. A habort utén, 1952-ben Svajcban telepedett le, mivel gy vélte, akar Kelet-, akar
Nyugat-Németorszagban vald letelepedése jelképes allasfoglalas lenne, 6 pedig nem kivant elkdte-
lezddni sem a Demokratikus, sem a Szvetségi Koztarsasag mellett. Nyolcvanéves koraban halt meg
Ziirichben. Az egész vilag gyaszolta. Hatalmas életm(ivet hagyott maga utén: palyja elejétél kezdve
napi rendszerességgel dolgozott, akér egy hivatalnok.

Vajda Janos (1949-) Bartok-Pasztory-dijas, Kossuth-dijas zeneszerzd, a mai magyar operaszerzés
egyik jelentds kepviseldje. Sokoldalu kamponista, aki mind szinpadi, mind nagyzenekari, kamaraze-
nekari és karusmoveket, valamint dalokat is irt. Miskolcon sziiletett, tanulmanyait a budapesti Liszt
Ferenc Zenem(ivészeti Féiskolan végezte: karvezetést Parkai Istvantol, zeneszerzést Petrovics Emil-
t6l tanult. 1979-ben szerzett diplomat. 1979 és 1980 kdz6tt Amszterdamban tanult. 1974-t61 1979-ig
a Magyar Radio és Televizio Enekkaranak korrepetitora. 1981-ben tanarsegédkent kezdett tanitani
Petrovics Emil mellett a Zeneakadémian, késgbb egyetemi docens lett. A zeneszerzd igy vall munkas-
sagarol: A tdbb szinten fogyaszthatd zenében hiszek. Az én idealom olyan mi, amelynek tobb rétege
van. Egyfel6l 6romet jelent annak, aki csak a fellletet hallja-éli meg. Masfeldl éimenyt ad annak, aki-
nek a miveltsége, adottsaga, tajékazottsaga lehetvé teszi, hogy egy mi masodik, harmadik rétegét
is felfedezze.” A Mario és a vardzslot eldszér a Zenés TV Szinhaz kozonseége Iathatta 1986-ban, szinpadi
bemutatdja 1988-ban volt az Operahazban. Ezt kivetden Vajda két tovabbi operéjanak - Leonce és
Léna(1999), Karnyoné (2007) - is itt volt az Gshemutatdja, mig A képzelt beteg, avagy dfelsége komédi-
asa az Eiffel Mihelyhaz Banffy termében mutatkozott be 2020-ban.

Bakkon Gabor (1954-1990) budapesti sziiletési kltd, zeneesztéta, a Mario és a vardzslé librettistaja.
1974-ben a Bartok Bela Zenemdvészeti Szakiskola Utds tanszakan végzett, késdbb zeneesztétikat
tanult. 1975-77-ben a 25. Szinhaz munkatarsa volt. 1977-t6l szabadfoglalkozasu alkotd volt, aki szokat-
lan alaphelyzetekre épil6 epikus miveket irt. Alkotasait szenvtelen hangvétel jellemzi, verseskotetei
koziil kiemelkedik a Néhdny sz6 a tigrisekrdl (1982) és az E szép vildg hat nem enyém?(1999).
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A mUrol

,Mar 1979-ben foglalkoztam a Mario és a vardzsloval. Egy jo részével elkésziltem, amikor félretettem,
mert felmeriilt egy zenei probléma, amelyen nem tudtam tdljutni. A kulcs az volt, amikor rajottem,
hogy egy valadi tanczenét kell komponaljak. Vildgossa valt, hogy az egész szituacict ellenpontozni
lehet: minél durvabban banik a varazslo az emberekkel, annal behizelgébb, szerethetdbb a zene. Ezzel
a zenei megoldassal egyben az a szerencsés helyzet allt el6, hogy a kdzonség szamara egyertelmibb,
fogyaszthatabb lett a muzsika. Ugyanakkor attételesebbé is valt a torténet” - mondta Vajda Janos
operéajarol, az 1983-1985-ben keletkezett Mario és a vardzslérol. A md 6sbemutatdja 1988-ban volt, és
az az0ta tobb felljitdsban és rendezésben szinpadra allitott darab a modernkori magyar operatdrte-
net egyik legsikeresebb es leghatasosabb kompozicioja lett.

Negyed évszazaddal a premier utdn mar kevesekben meriil fel, hogy maga az irodalmi alapmd,
Thomas Mann 1929-ben irt elbeszélése mennyire sok problémat tartogat az operai feldolgozok
szamara. A lélektani, etikai és ideoldgiai kérdéseket feszegetd, A kékszakdlld herceg vdrdhoz ha-
sonloan példazat-szerd torténet - melyet egyetlen szereplé dominal - inkabb egy monodramara,
s nem dialégusokban kibontakoz6 dréamai mire ad lehet6séget. Bokkon Gabor szdvegkdnyve a
dramatizalas sorén felmeril nehézségek tébbségét igen meggydzéen kezelte, de nem mind-
egyiket. Eppen ez a koriilmény tette elkeriilhetetlenné a megzenésitést: a dramaturgia csakis
a zene révén valhatott kivetkezetessé és hitelesseé. Ugy is fogalmazhatunk, hogy ha a libretto
onmagéban is hidnytalan volna, nem lenne értelme megzenésiteni, hiszen prézai mikent is
teljes élmeényt adhatna.

A zeneszerz6 egykoron igy nyilatkozott: ,Az dtletért, hogy Thomas Mann novellajabal operéat irjak, ele-
inte nem lelkendeztem killondsebben. Rendszerteleniil dolgoztam rajta, majd szdmtalan Ujrakezdés
utan ra kellett jonndm, hogy a felmertilt problémak mindenekel6tt zenei természetliek. Az els6 pro-
balkozasaimbal hianyzott a zenei és dramaturgiai koncepcig, mondhatni az Urligy, hogy egyaltalan
megzenésitsem a mvet, az indok, hogy szeépprozabdl zenet és operat irjak. Olyan rendszert kellett
felépitenem, amely elfogadhatova teszi azt a - kiilondsen napjainkban - abszurd szituaciot, amelyben
feln6tt emberek ahelyett, hogy normalisan beszélgetnének, inkabb dnfeledten dalra fakadnak.” Vajda
olyan zenedramaturgiat dolgozott ki, melynek egyes elemei az operai hagyomanybdl tébbé-kevésbe
ismerdsek lehetnek, am a dramai helyzet, a szdvegkdrnyezet ezeket az elemeket Uj vagy egyenesen
szokatlan megvilagitasba helyezi. Az ismerdsseq érzése, pArhuzamosan a cselekmény elGrehaladasa-
val, fokozatosan ergsodik, s6t: a darab legvegére a zene kifejezetten hétkdznapiva, hasznalativa, azaz
trivialissa valik. Egyre inkabb otthonosan érezziik magunkat a darab (és a manipulacio nagymestere,
Cipolla) vilagaban. Ez a helyzet ambivalens befogadai szituaciot hoz létre. A nézd - miként a darabbeli



kdzonség - dnfeledten adja 4t magat a tanc sodrasanak, ugyanakkor (szemben a szinpadon latott
kozonséggel) tudja, hogy ez az dnfeledtség ellentétben &ll mindazzal, amit sajat emberi mivoltaban
Gvni vald értéknek gondal.

A darab befejezése részben eltér az eredeti novellatdl. Tallian Tibor egy kritikdjaban igen talalo értel-
mezését adta a kiildnbségnek. ,A hatalom altal az torténik, amit az emberek tudattalanul leginkabb
tenni akarnak. Cipolla nem kényszeriti Torre di Venere polgarait, hogy tancoljanak, hanem a betel-
jesiilés igeretével csabitja Gket - azzal, hogy megengedi nekik, hogy azt tegyék, amire a legjobban
vagynak. Semmire sem vagynak inkabb, mint hogy tancaljanak. Cipolla hipnézisa nem altat, hanem
felszabadit: felébreszti benniik azt, akik lelkiik mélyén lenni szeretnének. Ezért, hogy a varazsld halala
nem vet véget a tancnak. A varazslg tovabb él; a varazsld benniink él: a fliggdség iranti vagy legben-
s6bb titkunk, kondicionalasunk legfdbb tartalma. Primitiv-élesebb formaban ezt a felismerést fogal-
mazta meg mar a Karinthy-féle Barabbas-példazat: Krisztus helyett Barabbast, a megvalto helyett

a gyilkost valasztja a tarsadalmi tudattalan. A Mariéban a dilemma szavak-nevek nélkiil fogalmazddik
meg, a hangzas és a latvany dsztonsikjan. De kétségtelen, hogy a témegdsztdn itt is valaszt. Ha meg-
kisérlem megszemelyesiteni valasztasat, némileg tétovan Ugy batorkodom fogalmazni: a tmeg Mario
helyett Cipollat valasztja. A mesebeli ifji szolgalegény helyett a vén szemfényveszt6t, a sarkanyols
helyett a sarkanyt.”

Thomas Mann:
Mario és a varazslo

Részletek

A Torre di Venerére vald emlékezésnek kellemetlen a levegdje. Az atmoszférat bosszisag, izgalom, fe-
szliltség remegtette kezdettdl foga, s végill megtortént a kirobbanas ezzel a borzalmas Cipollaval, kinek
szemelyében vegzetszer(ien s egyébkent emberileg nagyon megrazoan testesilt meg és sdrlisodott dsz-
sze az, ami a hangulatban tulajdonképpen kinos volt. Hogy a rettentd végkifejlésnél (amely, utélagosan
Uqy érezzilk, eleve elrendeltetett, s a dolgok lényegében rejlett) még a gyerekeknek is jelen kellett lenni-
ik, magaban is szomoru és csak félreértesen alapuld kisiklas, s csupan e kiilonds ember csald amitasa
aludas benne. Hal' istennek, a gyerekek nem értették meg, hol végzddott a komédia, és hol kezd6ddtt a
szerencsétlenség, és abban a boldog hitben maradtak, hogy minden csak jaték volt.

[..]

Palerdi Andras, Geiger Lajos, Csémy Balézs




Hogy dsszefoglaljam: ez az Gnérzetes nyomarek a leghatalmasabb hipnotizér volt, akit valaha lattam.
Ha a nyilvanossagnak port hintett szemébe el6adasai termeszetével kapcsolatban, és blivészmesternek
hirdette magat, ezzel kétsegkiviil csak a rend6ri intézkedéseket akarta elkeriilni, amelyek efféle mutat-
vanyak iparszer( (izését szigortan tiltjak. Talan a killsg alcazas ilyen esetekben szokasos, és hivatalosan
is eltdrik, vagy félig eltdirik. Mindenesetre a b(ivész a gyakorlatban kezdettdl fogva kevésse rejtette véka
ala tevékenysege valodi jellegét, és mdsoranak masodik felét most mar egészen nyiltan és kizarolag a
specialis kisérletezeés, az akaratfosztas és -atvitel demonstralasa toltdtte ki, noha a kisérd szonokla-
tokban meég mindig a kériliras uralkodott. Nevetseges, izgalmas, csodalatos kisérletek hosszura nydlo
sorozataban, mely jféltajt még javaban folyt, az érdektelentdl az iszonytig mindent lattunk, ami meg-
nyilvanulasa e természetes-titokzatos teriiletnek csak lehet, s a groteszk részleteket fesziilten kivette a
kacago, fejrazo, térdére csapo, tapsold publikum, amely szemmel [athatdan egy erds dntudatu egyeniség
varazsa alatt allt, noha, legalabb az én érzésem szerint, nem minden haborgas nélkiil Cipolla diadalainak
az egyesekre és az egesz kizonségre nézve sajatosan megszégyenitd jellege irant.

[...]

A tanc nyilvan élvezetes volt, s nem tartott sokd, mig az ifju kovetdkre talalt; ket masik fiatalember,
eqyikiik egyszerd, masikuk Urias dltdzetben csatlakozott hozza a szteppet jarni. Ekkor jelentkezett
a rémai Ur, és dacosan foltette a kérdést, vajon a cavaliere vallalkozik-e ra, hogy megtanitja tancolni
akkor is, ha 6 nem akarja.

- Akkor is, ha nem akarja! - felelte Cipolla olyan hangon, amelyet nem tudok elfelejteni.
Még mast is a fiilemben van az a félelmetes ,Anche se non vuole!”, és akkor megkezdgddtt a harc.
Cipolla, miutan ivott egy pohéarkaval és friss cigarettéra gyujtott, a romai urat folallitotta valahol a
kdzépjaratban, arccal a kijaratnak, maga is odaallt mdge bizonyos tavolsagra, és megfiittyentette
ostorat, ezt parancsolva

- Balla! - Ellenfele meg se moccant. - Balla! - ismételte a lovag nyomatékosan, és
csattantott. Lattuk, amint a fiatalember gallérjaba hizza nyakat, és amint ugyanakkor egyik kezét
csukloban megemeli, és egyik sarkat kiforditja. De a kisértés e vonaglé jeleinél, amelyek hol erdsd-
tek, hol ismét alabbhagytak, sokaig nem tortént egyéb. Mindenki tisztaban volt vele, hogy itt elére
eltdkélt kemény ellenallast, hdsies konoksagot kell legy6zni; ez a legény az emberi nem becsiiletéért
allt ki a gatra, rangatozott, de nem tancolt, és a kisérletezes oly sokdig elhiizodott, hogy a cavalie-
re kénytelen volt figyelmét megosztani; egyszer-egyszer a szinpadon bokazok felé fordult, s feléjik
suhintotta ostorat, hogy igajaban tartsa Gket, s kizben félreszonokolva nem mulasztotta el a k-
zonsegnek megmagyarazni, hogy a hejehujazok egyaltalan nem fognak utolag kimertiltséget érezni,
akarmeddig is tancolnak,

mert tulajdonképpen nem azok ropjak odafént, hanem 6. Azutén tekintetét ismét a romai tarkojaba
furta, hogy legy(rje az akaraterdt, mely uralma ellen szegilt.

[.]

Ah, és mi lett a mi Marinkbal széditd szavai kizben? Nehezemre esik elmondani, mint ahogy nehe-
zemre esett Iatni is, mert az a legbensdbb érzések kiszolgaltatasa, az elcstiggedt és Griiletben f6lizzo
szenvedely vilag elé tarasa volt. Kezét dsszekulcsolta ajka eldtt, valla mély zihalassal siillyedt és emel-
kedett. Boldogsagaban nyilvan nem hitt szemének és flilének, s éppen csak azt az egyet felejtette el,
hogy valéban nem volna szabad nekik hinnie.

- Silvestra! - lihegte leigazottan, keble legmélyébdl.

- Csokolj meg - mondta a papos. - Hidd el, szabad. Szeretlek. Csokolj meg itt - s mutatéujja
hegyével, kezet, karjat s kisujjat szétterpesztve, arcara mutatott, szajahoz kdzel. S Mario hozzahajolt,
és megcsokolta.

A teremben mely csond lett. A pillanat fura, iszany( és izgalmas volt - Mario ddvdziilt boldogsaganak pil-
lanata. E rdvid s kinos percben, mialatt a boldogsag és az illizio minden lehetd vonatkozasa megragadta
a lelkeket, nem mindjart kezdetben, hanem nyomban Mario ajkanak szomard s groteszk egyestilése utan
a fértelmes hussal, mely aldcsuszott csokjanak, a giovanotto kacagasa hangzott fol bal feldl, egyedill
szakadva ki a fesziiltségbdl, durvan, kardrvendden és mégis, nagyon kellene csalddnom, ha nem a sza-
nalom egyiitthangzasaval ennyi dlomkddds balsag irant, ha nem a ,Poveretto!” kialtas mellékzengésével,
amelyet a vardzslo az imént rossz helyre iranyitottnak jelentett ki, s @ maga szamara igényelt.
Ugyanekkor azonban - a kacagas még tartott - a nyilvanos csokkal illetett cavaliere titkon, a szék laba
mellett megsuhintotta ostorat, és Mario flriadva, hatratantorodott. Allt és bamult, hatrahajlo testtel, két
kezet megcsufolt ajkara szoritotta, egyiket a masik folé, azutan oklével tobbszor a halantekara csapott,
megfordult, s mikdzben a teremben z(gott a taps, és Cipolla 6lébe kulcsolt kézzel, vallrezegtetve, hang-
talanul nevetett, lerohant a lépcsdn. Lenn, még teljes lendiiletben, labat szétvetve hirtelen megfordul,
karjat eldrelenditette, és ket laposan lecsapd dordiilés hasitotta at a tetszészajt s nevetést.

Hirtelen néma csend tdmadt. A bokazo tancosok is megalltak, és elképedve meresztettek szemiiket. Cipolla
eqy ugrassal fdlpattant székérdl. Vedekezon, oldalt nyGitott karral allt ott, mintha azt akarna kialtani: Alj!
Csond! El eldlem! Mi ez?, s a kovetkez6 pillanatban feje mellére bukott, s visszazittyent székére, majd
oldalvast lefordult a fdldre, ahol fekve maradt mozdulatlanul: egymasra hanyt ruhak s gorbe csontok halma.
A felfordulas szérnyd volt. Zokogd hélgyek rejtették arcukat kisérdjiik mellére. Orvosért, rendérért
kidltoztak. Folrohantak a padiumra. Csapatostul vetették magukat Maridra, hogy lefegyverezzék; ki-
csavarjak kezéb6l az apro, sdtét fémd, pisztolyhoz alig hasonld masinériat, amelyet szorongatott, s
melynek szinte nem is IétezG csdve a sorsnak oly varatlan és ismeretlen iranyt szabott.



Kézen fogtuk - végre hat - a gyerekeket, és a belép6 csenddrpar mellett elhaladva, a kijarat felé von-
szoltuk 6ket. - Ez mar a vége volt? - tudakoltak, hogy nyugodt Iélekkel tavozhassanak. - Igen, ez volt
avége - hagytuk rajuk. Rettenetes vég, szorny, végzetes befejezés. Es folszabadito vég mégis - nem
tehetek rola, igy kellett és igy kell éreznem!”

Sdrkozi Gydrgy forditdsa

Topolanszky Laura, Palerdi Andras, Habetler Andrés és az OPERA Enekkar / OPERAChorus




Bartok Bela
A kékszakallu herceg vara

Cselekmény

- Megérkeztiink.

Ez a Kékszakalll véra.

Judit, jdssz-e még utanam?

- Elhagytam az apam, anydm,
Elhagytam szép testvérbatydm,
Elhagytam a vélegényem,

hagy vdradba eljéhessek.

- Most csukadjék be az ajto.

- Milyen sgtét a te vdrad.
Vizes a fal! Kékszakdllu!

Sir a vdrad! Sir a vérad!

- Miért j6ttél hozzam, Judit?
- Szél bejdrjon, nap besisson.

Tiinddkéljén a te varad!

Hét fekete csukott ajto.
Minden ajtd legyen nyitva!
Sz8 bejdrjon, nap besissdn!
En akarom kinyitni, én!
Kékszakalld, add a kulesot,

Add a kulcsot, mert szeretlek!

1.

- Ez a kinzékamra, Judit.

- Szdrny( a te kinzékamrdd!
- Félsz-e?

- Nem. Nem félek.

Add ide a tébbi kulcsot!

- Vigyazz, vigydzz mirank, Judit.

2.

- Ez a fegyvereshaz, Judit.

- Vér szdrad a fegyvereken.

- Felsz-e?

- Add ide a tabbi kulcsat!

- Vigyazz, vigyazz mirank, Judit!
- Idejattem, mert szeretlek.

Mast mdr nyiss ki minden gjtct!

- Adok neked harom kulcsot.

Akarmit latsz, sose kérdezz.

3.
Ez a varam kincseshaza!

Verfolt van az ékszereken!

4,
- Ez a véram rejtett kertje.
- Virdgaid fdldje véres!

- Nézd, hogy deril mar a varam!

5.

- Lasd, ez az én birodalmam.
Itt lakik a hajnal, alkony.

Itt lakik nap, hold és csillag.
- Véres drnyat vet a felhd.

- Nézd, tindokdl az én varam.
Aldott a te kezed, aldott.

- De két ajtd csukva van még.

- Gyere, gyere, csokra varlak!

- Nyissad ki még a két ajtot!

- Vigyazz, vigyazz a varamra,
Vigyazz, nem lesz fényesebb mar.
- Eletemet, haldlomat, Kekszakdlli!

- Adok neked még egy kulcsot.

6.
- Csendes, fehér tavat Idtok.

Milyen to ez, Kékszakdllu?

- Konnyek, Judit, konnyek, kdnnyek.

- Az utolsdt nem nyitom ki.

- Nagyon szeretsz, Kékszakdllu?
- Csokalj, csokolj, sose kérdezz.
- Kit szerettél én eldttem?

- Csakalj, csokolj sose keérdezz.

- Szebb volt, mint én? Mds volt, mint én?

- Judit, szeress, sose kérdezz.
- Tudom, tudom, Kékszakdld,
mit rejt a hetedik ajto.

Ott van mind a régi asszony,
legyilkolva, vérbe fagyva.
Nyisd ki a hetedik ajtot!

1.

- Lasd a régi asszanyokat,
lasd, akiket én szerettem.
Hajnalban az elsGt leltem,
dvé mast mar minden hajnal.
Masodikat délben leltem,
minden dél az 6vé most mar.
Harmadikat este leltem,

dvé most mar minden este.
Negyediket éjjel leltem.

Tied lesz mar minden éjjel.

- Kékszakdlld, nem kell, nem kell!

- Te voltél a legszebb asszony!

Es mindéq is &jjel lesz mér... éjjel...
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A szerzok

Bartok Béla (1881- 1945) a Torontal megyei Nagyszentmikléson (ma Sannicolau Mare, Romania) szii-
letett. Edesapja, Bartok Béla, a helyi foldmivesiskola nagy zenekedveld; édesanyja Voit Paula pedig
kivalo zongorista és tanitd volt.

Otddik sziiletésnapjan kapta élete elss zongoraleckéjét édesanyjatdl; kiskoratol kezdve rendkiviil fo-
gékony volt a zenére, és nagyon hamar elkezdett komponalni is. Hétéves volt, mikor édesapja elhunyt;
ezutan az édesanyanak kellett eltartania két gyermekeét: Bélat és a kis Erzsébetet (Elzat). Gyakran
voltak kénytelenek kéltdzni, igy kerlltek Pozsonyba is, ahol Erkel L&szI6 tanitotta a kis Bartdkot. 1899-
t6l budapesti Zeneakadémian folytatta tanulmanyait Koessler Janos zeneszerzg tanitvanyaként és
Thoman Istvan zongorandvendekekent. Eleinte zongoristaként volt ismert: Eurdpa sok véarosaba hiv-
tak koncertezni Bécstdl Berlinig; a komponalas csak iddvel kerlilt el6térbe munkassagaban.

Nagy hatéssal volt ra tobbek kdzt Richard Strauss muzsikaja, és Dohnanyi is, akitdl zongoraleckéket
is vett. Kdzben élete fontos részéveé valt a népzenekutatas: fonograffal és viaszlemezekkel felszerel-
kezve a magyar, majd a szlovak és roman népzenei kincsek gydjtésébe kezdett. Kodaly Zoltannal ko-
zdsen felbecsiilhetetlen munkat végeztek a népzene gydjtésének, lejegyzésének, rendszerezésének
és oktatasanak terén. 1907-ben nevezték ki a Zeneakademia zongoratanarava. 1909-ben vette el elsé
feleségét, Ziegler Martat, akitdl 1910-ben sziiletett meg elsé gyermeke, ifj. Bartok Béla. Zeneszerz6i
munkajat ekkor mind a kdzdnség, mind a kritika elutasitotta. Ennek kdszdnhetden az 197T-ben kom-
ponélt Kekszakdllit is csak A fdbal faragott kirdlyfi 1917-es sikere utan egy evvel mutattak be. Az I.
vilaghaboru alatt sziiletett meg A csoddlatos mandarin cim( balettje Lengyel Menyhért
szdvegkonyvére. Az 1920-as évek alatt vilagszerte sokat kancertezett. 1923-ban elvalt,

1924-ben pedig elvette egy tanitvanyat, Pasztory Dittat, akitdl eqy evvel kés6bb megsziiletett masodik
fia, Péter.

1935-t6l a Magyar Tudomanyos Akadémia tagja. 1838-tal kezdve egyre inkabb aggasztotta

a nemzetszocialista hatasok erdsodése a magyar és a nemzetkozi politikai helyzetben, majd 1939
végeén, szeretett édesanyja halala utan hatéarozta el, hogy kiilfdldre kdltdzik. 1940. oktober 8-an lépett
fel utoljara Budapesten Ferencsik Janossal, majd amerikai turnéra indult, ahonnan nem tért vissza.
A Columbia és Harvard Egyetemen is tanitott el6adoként. 1942-ben leukémiat diagnosztizaltak nala,
de allapota atmenetileg stabilizalodott és sikerlilt tovabb dolgoznia: ekkoriban sziiletett a Concerto
(1943), a Yehudi Menuhinnak szerzett Szondta sz6lo hegedire (1944) és utolso miive, a /ll. zongoraver-
seny (1945) is. Hosszas betegség utan 1945. szeptember 26-an hunyt el. Foldi maradvanyait 1988-ban
szallitottak Magyarorszagra és helyezték el a Farkasréti temetdben.

Balazs Béla (1884-1949) szegedi polgari csaladbol szarmazott, apja tanar volt. Egyetemi évei alatt
Edtvis-kollégista volt, ahol Kodaly Zoltan volt a szobatérsa. Eqgy ideig Berlinben és Périzsban tanult
osztondijjal: magaba szivta a német filozofidkat és a francia dekadens kdltészetet; ezek erds nyomot
is hagytak korai koltészetén. Hazatérvén kdzépiskolai tanar lett. 1908-tdl A Holnap egyik kbltdje, és
jelen volt a Nyugatban is annak indulasatol kezdve. 1909-ben vitakat valtott ki és sikert aratott Doktor
Szélpdl Margit cimd dramajaval, a kivetkez6 évben pedig elkésziilt els verseskdtete: A vandor énekel.
A fiatal Balazs Béla a Iélek kalandjait hajszolta, a végzet vallalasat és mindezek szimbolikus ateléset.
Ez iddben kelt drémai jatékai kozel allnak Maeterlinck és Hofmannsthal ez id6ben vilagnépszeriséq(
szimbolista szinjatékaihoz. 1911-ben irta A kékszakdlld herceg vdra cimd verses dramat. Késébb, mar a
habord alatt irta azutan a népmesékhez legkdzelebb allg A fabdl faragott kirdlyfit, amelybdl ugyancsak
Bartak formalt halhatatlan tancjatékot.

Balazs Béla otthon is volt a Nyugat kérében, meg nem is. Individualistabb és féleg nacionalistabb volt
tarsainal. Amikor 1914-ben kitdrt a habord, maga kérte, hogy a szerb hadszintérre kiildjék haditudo-
sitonak. A habor( borzalmai azonban atformaltak vilagnézetét: lelkes nacionalistabdl elkeseredett
pacifistava valt. A Tanacskoztarsasag idejen vezetd kultdrpolitikai szerepet vallalt, majd menekiilnie
kellett az ellenforradalom eldl. A bécsi emigraci6 alatt kezdett mind erdsebben foglalkozni filmesz-
tétikaval. Elméleti miveinek egy részet németill irta, s igy hamarosan nagy tudomanyos és miveé-
szeti felt(inést keltett. A német fasizmus uralomra keriiléséig felvéltva jart Bécsben, Berlinben és
Moszkvéban: részt vett az Uj filmmUvészet alakitasaban és forgatokonyveket irt. Prazai mivei egyre
szélesebb kdrben valtak ismertté; Thomas Mann is nagy elismeréssel irt réla. Hitler uralomra kerilése
utan Moszkvaba koltozott, ahol a Filmakadémia tanara lett, és részt vett az emigrans magyar iro-
dalmi élethen. 1945-ben azonnal hazatért. A Szinhaz- és Filmm(ivészeti Féiskola tanara lett, megirta
a Valahol Eurdpdban forgatekonyvet, majd Kodaly Zoltannal egyiitt készitette el a Cinka Panna cim(i
balladaoperat. Ez volt utolsé mive. 1948 utan félreallitottak, llasait elvesztette. Nemsokara, hatvan-
0t éves koraban meghalt. Csak évtizedekkel haldla utan kerilt életmive - kiiléndsen filmesztétikai
munkassaga - a mélto helyére.
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A mUrol

Feérfi és né tragédiaja
Bartdk Béla 1971-ben, nyolc hdnapan keresztiil dolgozott els6 és egyetlen operajan. A kovetkez6 években
t6bb alkalommal is visszatért a darabhoz, A kékszakdlld herceg vdra 1917-ben nyerte el végleges alakjat.
A mivet 1918-ban, Egisto Tango vezényletével mutatta be az Operahaz. A szdvegkdnyvet Balazs Béla irta.
Miként Maurice Maeterlinck néhany évvel korabban az Arianne et Barbe-bleu (Ariadné és Kékszakdll) ese-
tében, a drama kialakitasakor maximalisan igyekezett figyelembe venni az opera mifaji kivetelményeit,
de nem zérta ki a szbveg prozaszinhazi el6adasat sem. A Maeterlinck-darab nyoman szerzett operat
- Paul Dukas mivét - Balazs Béla Kodaly Zoltan tarsasagaban latta Parizsban, a Dukas-md dntudatos
Ariadnéjanak figuraja minden bizonnyal hatott az altala elképzelt asszony, Judit személyiségjegyeire.
A Bartok-opera férfi és n6 egymas iranti elkitelezddesével kezdddik. A szovegkdnyv tanlisaga szerint
Judit hozza a nagyobb kockazatat jelentd, egzisztenciajat alapjaiban érinté dontést: a Kékszakallu
hercegért elhagyja apja hazat és elhagyja vélegenyét is. A m( a ket ember kapcsolatanak fejlddéset,
az egymasra ismerés és az eltdvolodas allomasait jarja végig, példazatszerden, sokjelentésl szimbo-
lumak fénytdrésében, mindvegig azt sugallva, hagy nem Egy férfi és Egy né draméja pereg le szemiink
eldtt, hanem A férfié es A ngé.
A darabban két cselekmenysor fut parhuzamosan. Az eseményeket értelmezhetjiik Ugy is - 6sszhang-
ban a kdzépkari eredet(i rémtdrténettel -, hogy Judit fokozatosan meggy6zddik a herceg biindsse-
gérdl, bebizonyosadik, hogy az asszonyait kegyetlenil megkinzo kéjlrral szl6 mendemondak igazak.
Masfel6l viszont a zarva tartott ajtak nem a blin bizonyitékait rejtik, hanem a herceg személyiségé-
nek, multjanak, emlékeinek szimbolumokban megtestesiilg részleteit.
A darab soran feltarulkozo ajtok a lélek megnyilasanak folyamatat jelképezik. A két tortenetszal az
utolsd ajtonal ér dssze. A mult asszonyai élnek, emlékképként nagyon is elevenek (a herceg tehat nem
qyilkos), nekik kdszonhetd mindaz, amivé a férfi valt. Az élet és a szemeélyiség kiteljesitésének ,fela-
data” Juditra vart volna (a megvaltd nd ideaja a Wagner-operak ihletésérdl arulkodik), am a felismerés
késon kdvetkezik be. A tragédiaban mindketten osztoznak. Judit nem nyer boldogsagot a Kékszakallu
mellett, emlékke valva a férfisorsot be nem teljesitd asszanyok mellé sorolddik. Kékszakallu pedig
tudja, hogy az utolso asszany Judit volt, és az élettél nem varhat tovabbi megvaltokat. A Kékszakallu
s B2 | szamara oly fontos négy asszony a napszakok szimbolikaja szerint koveti egymast: Reggel - Dél - Este
- - Ejszaka. S bar a zene sugall egyfajta ciklikussagot (az drok visszatérés mitoszat, illetve remenyét),
(gy sejtjik, hogy a Kekszakalll herceg szamara nem kél Gj Hajnal.
A szimbolikus nyelv az egymast kdvetd szerelmek tdrténetiségével kapcsolatban teljesen vilagosan
fogalmaz. A herceg életében meghatarozo kapcsolatok egymasra epiilnek, a hatasok nem oltjak ki
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kdlcsBndsen egymast, a Kékszakalli gazdagsaga egy folyamat eredmenye. Amikor a férfi a kiteljesedett
életet kindlja fel, a nd egykedv( reakcitja visszautasitassal ér fel, és teljes mértékben érthet6 is, hisz
miféle életfeladat varhat itt ra? Mindaz, ami a herceget naggya, elégedetté és boldogga tette, tékeletesen
idegen szaméra, hiszen az ,épitkezés” processzusaban nem vett részt. Az egymas utan kinyitott ajtok
mogétt a Kekszakallu maltjanak epizodjait fedezi fel Judit, azokat az epizddokat, melyekhez neki nem
volt, nem is lehetett koze. A kinzokamra a kontroll nélkli szadisztikus 6sztondk korat, a gyermekkort
idézi fel; a fegyverek haza a maga harcias jatékaival a kiskamaszok vilagara utal. A kincseskamra az
anyagi javak felhalmozaséanak id6szakat, a fiatal felndttkort juttathatja eszlinkbe; a kert a megalla-
podas, a birodalom a feérfi-hatalom kiteljesiilését jelképezi. A karrier” cstcsarél nézve a hatodik ajto
(férfibanat, konnyek tava) valéban a lélek eltitkolni vald territoriuma.

Malndr Szabolcs

Talalkozasok

1905 karacsonya. Bartak levelet ir eqyik partfogo baratnéjanak, Gruber Henriknének, aki 6t év milva majd
Kodaly Zoltan felesége lesz. A levélben legfrissebb zenei elményérdl, Richard Strauss, a Zarathustra és a Hosi
élet - Bartok korabbi zeneszerzéi fejl6désében donté szerepet jatszd muivek - szerzéjének Uj operajardl,
a Salomérdl ir. A zongorakivanatot nem tudta félretenni, mig végig nem jatszotta. Veégre sikerilt Wagner
utan operat imi. S Oscar Wilde szdvegeért is lelkesedik. (Konyvtaraban fonn is maradt a dréma angol val-
tozatanak gondosan tanulmanyozott példanya.) Saloméban vagy ébred a bebdrtdnzott proféta, Jochanaan
(Kereszteld Szent Janos) irant, akinek - mivel elcsabitani nem tudja - levagott fejét szerzi meg.

1907 januérja. Kodaly Zoltan idegenkedve mesél az operaban frissen megnézett Salomérol baratnéja-
nak, Gruber Emmanak. Levele Berlinben kelt, ahova nemrégiben érkezett, hogy régi Ectvas kollégiumi
baratjahoz, Balazs Bélahoz csatlakozva, egy fél évet egyetemi tanulmanyokkal tdltsdn, egyiitt éljék a
komoly ,bohémok” ifji mlvészéletét, s tavasszal fdlkerekedve, Périzsha vonuljanak &t a vildgvarost,
annak mivészi életét, képtarait, s valami ennél is tébbet, a ,némettel’ vagy ,germannal’ szemben a ,fran-
ciasagot’, a Jatinsagot” felfedezni. A donjuanizmus éimeényvilagaval kaceérkodd Balazs Béla egykort nap-
l6f6ljeqgyzései szerint ekkor kezd egy ,dramolett” tervével foglalkazni, melyben két ,ndcsabita”, Don Juan
és Kékszakall talalkoznanak. 1910-ben Balazs Bela Kodaly és Bartok eldtt fololvassa egyfelvonasosat, A
kékszakdlld herceg vdrdt. Bar 6nalldan is eldadhatd szinpadi md, eleve megzenesitésre szanja, épplgy
mint Maurice Maeterlinck (Debussy Pelléas és Mélisande-janak kéltdje), az Arianne et Barbe-bleu-t, melyet
Paul Dukas zenésitett meg, s melyet Kodaly - talan épp Balazzsal egyiitt - meg Parizsban, 1907 kora
nyardn megismert. A Kekszakallu szimbolikus ,misztérium-jatekaban” Balazsnak sikertl a szecesszios
modern nemzeti stiluskeresés jegyében az ,individualis” téma megfogalmazasahoz sajatosan magyar
népi, balladai hangot talalnia. Szovege a két komponista kdziil Bartokot ragadta meg.

Bartok és a magany

Aligha kétséges, hogy Bartok a kor kozérzetébdl fejez ki valamit mivében. Miként Frigyesi Judit (Béla
Bartdk and Turn-of-the-Century. Budapest, 1998) meggyézéen hangsulyozta, a problematikanak, az Uj
mivészi eszkdzokkel létrehozott formai tokélynek s a lemondas gesztusanak megtalaljuk parjat Ady,
Babits lirajaban. Mert a meg nem értés, a magany, a ferfi és n6 kozotti kapcsolat reménytelensége
nem csupan a megzenésitésre valasztott szdveg sajatja - mellyel a komponista kilonben mélysé-
gesen azonosult -, hanem a zenéé is. Benne van a polaris szélsdségre épiild tonalis alaptervben
(Fisz-pentaton keret, C-pentaton cstcspont az b. ajténal) épplgy, mint a két szerepld énekszélama-
nak ellentétében: a Kékszakalli pentatonidja és Judit nyugtalan, expressziv dallamformalasa kozotti
kantrasztban. A szimmetria, mely Bartak zeneszerzéi gondolkodasanak egyik kulcsfogalma s eszkdze
lett a forma, a harmania, a dallamrajz terén egyarant, maga is megkdzelithetetlen zartsagot, vagyis
valami mddon a magany metaforajat hozza létre.

De Bartok azért tudta kifejezni a kar magany-éiményét, mert személyes sorsaban maga is tobb-
szbrBsen atélte. A gyermekkori, éveken 4t tarto betegségek, az aggodd gondoskodas elszigetelték
a tarsasagtol. Apja korai halla (a gyermek 8 éves koraban), az ezt kivetd nehézségek, megélhetési
gondok a csalad életében, vandorlas varosrol véarosra, iskolardl iskolara, mikdzben dtmenetileg - ho-
napakig - még anyjatal is tavol, rokonokndl kellett maradnia, csak fokoztk a gyermeket ért megpro-
baltatasokat, s az elhagyatottsag élményet, mikdzben kétségkiviil szerepiik volt a rendkiviili zenei
tehetsegnek rendkivili alkotdva fejlédésében. Csalddasok éppen a korai seriilések miatt kiilondsen
stlyosan érinthettek. Hiszen nem sziikségszer(, hogy a parizsi Rubinstein versenyen 1905-ben - 24
évesen - elszenvedett, s igazsagtalannak érzett zeneszerz6i és zongoramivészi kudarc miatt vala-
ki nyomban a teljes rezignaciora gondoljon. Nem sziikségszerd, hogy dngyilkassagon gondolkozzék,
amikor gy érzi, Geyer Stefi heged(im(vészn6 irant érzett szerelme reménytelen, drékre viszonzatlan
fog maradni. Balazs Béla misztériuma kézvetlenil szélitotta meg 6t.

Az opera komponalasa

Kroo Gydrgy kéziratvizsgalatai (Adatok A kékszakdlli herceg vdra keletkezéstdrténetéhez, 1969) ota
tudjuk, hogy Bartdk operajanak komponalasa nem zarult le 1911 nyaranak végen. Szerzéje legalabb
haromszor, 1911 végén, 1912-ben majd 1917-ben lényeges atdolgozast hajtott végre mven. E reviziok
legmeélyebben a zérojelenet kidolgozasat érintették, ahol eldszdr keriil kdzvetlen egyidejl kapcsolatba
a két protagonista szolama, s amint Carl Leafstedt, az egyik legujabb Kékszakalli-monografia (Inside
Bluebeards Castle, 1999) szerzéje kimutatja, tibb ponton stilaris valtozast is hoztak: a harméniavilag
merészebbé, expresszivebbé, a tonalitastl messzebbre rugaszkodova valt.

Ugyancsak Leafstedt hivta fél a figyelmet arra, hogy a korai reviziok szorosan Gsszefliggenek azzal a
ket operapalyazattal, melyre Bartok - végll is egyarant sikertelendl - m{ivét benyujtotta: a Lipotvarosi
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Kaszind Erkel-palyazataval (1911 6sz) és a Rozsavélgyi Zenemiicéq operapalyazataval (1912). A vissza-
utasitas valodi oka - legalabbis az utdbbi palyazat esetében bizonyithatoan - nem a zene elleni kifo-
gas lehetett, hanem az, hogy a librettot ,szinpadra alkalmatlannak” talaltak, mely a palyazat legelsé
szempontjaval {itk0z0tt, s igy az operat zeneileg feltehetSleg nem is ertékelték. Balazs Béla szovegét
még az 1918. majus 24-én megtartott bemutato utan is sok biralat érte; egyedl Kodaly vette védel-
mebe mint valodi dramairg kolt6i koncepcioji mivét. Bartok pedig szamos maganlevelében nevezte
- még Baldzs Bélatol valo személyes elhidegiilése utén is - kivald librettonak.

A mii zenei formaja

Balazs Béla misztériumjatéka nemcsak szavak és gesztusok nyelvén szol. A cselekményt szinek és
fények szimbolikus jatéka kiséri végig. A kezdet az atlathatatlan sotétsegé. Az 5. ajtd varba beara-
do vakito napfényeig fokozodik, és az ezt kovetd fokozatos visszasttétedés, a verGfénybdl ismét
visszamer(ilés a maganyos, dermedt, moccanatlan éjszakaba. A zenei forma ezt a szimmetrikus
szerkezetet koveti, s jeleniti meg hatalmassa ndvesztve. A m{i a kezdet tonalitasahoz visszatérve,
a kezdet zenéjével zarul. A darab szdvege polgari és modern ,urakhoz” és ,asszonysagokhoz” szole,
am regdsénekre utald megzenésitetlen verses prolégussal indul. Ebbe kapcsolddik a zenei elbeszélés
mott6ja, végletekig stilizalt négysoras pentaton dallamversszak, régi stilusi népdal-esszencia. Ezt
halljuk majd kétszer is, f4jdalmas harmoniak kiséreteben a darab végén. ElGtte ugyancsak visszatér a
faflvasok elsd lagy témaja, amit Lendvai Ernd klasszikus elemzésében (Bartdk dramaturgidja, 1964) a
hazatérd Kékszakallinak az éjszakaba belobband faklyafényével hoz sszefliggésbe. A var kapujanak
bezarultakor, a bevezetés masodik fd szakaszaban Judittal egydtt a komor, sotét, hideg vérral is-
merkediink meg, melyet egyenletes mozgasu, sz(inni nem akard basszus-ostinato jellemez. Megakad
pillantasa - s a zenei folyamat is - a hét csukott ajton. Szerelmére hivatkozva a kulcsokat kéri, hogy
kitarhassa az ajtokat, s folderithesse a ,sir¢” varat. A tulajdonképpeni cselekmény itt indul, s nem
all masbal, mint a kulcs kdvetelésébdl, Kékszakalli valaszabol - aki eleinte ellenall, de végiil mindig
enged -, s az Ujabb és Ujabb ajtok felnyitasabol. Ugyanaz torténik meg - a mese jegyében - hétszer,
de mindig masként. A m innen kezdve némiképp flizér- vagy szvitszerd kepek sorat vonultatja fel:
a hét ajto hét kilonbdz6 zenei kép. E képekben az illusztrativ jelleg dominal: faftvasak és xilofon
lanccsorgese a Kinzokamraban, hadi trombitdk a Fegyvereshazban, cseleszta és ket széloheged(
irizalo fénye a Kincseskamraban, vonos tremold és lagyan énekld kiirthang a Titkos kertben, orgona-
val és szinpadra helyezett rézfivosokkal kiegészitett forte zenekari tutti a Birodalom abréazolasanal,
dermedt harmdnidk, harfa, cseleszta rezdilések, fivos sohajok a Konnyek tavanal, fafuvos gyasz-
zene a Régi asszonyoknal. Sajatos formaritmus alakul ki azonban a valtozo fesziiltséqd és terjedelm(i

- tulajdonképpeni cselekményhordozo - atvezetd szakaszok révén. Az 1. és 2. ajto (a Kinzékamra

és a Fegyvereshaz) kinyitasa utan Kékszakalld harom kulcsat biz Juditra, s igy a 3. és 4. ajto




szinte kozvetlendl egymas utan tarul fgl. Az 5. ajto kinyitasat, mely Kékszakalli Birodalmara enged
kitekintést, maga a herceg siirgeti. Az utolso két ajto kulcsat azonban egyre hosszabb és egyre
hevesebb jelenet kdzben szerzi meg Judit. A két izgatott jelenet egyre tragikusabb, egyre stlyosabb
zenei képbe, eltbb egy Adagidba (Konnyek tava), majd eqy Molto adagioba (Régi asszonyok) torkollik.

Vikdrius Laszlo

Részletek Bartok Geyer Stefihez irott leveleibdl

Nekem eddig még csak egyetlen egy baratom van, azt is néha csak ondmitassal nevezhetem annak,
(gy, hogy az igazsagnak nem nézek merden a szemébe. Mert én baratsagot csak a fébb dolgokban
vald felfogasbeli harmoniaval képzelhetek. Eppen ezért 8nalld férfiegyének kdzt ritka, vagy lehetetlen
az igazi baratsag. Férfi és ng kozott inkabb, mert bizonyos hagyomanyos alkalmazkodd készség lép
fol vagy egyiknél vagy masiknal. Az én egyetlen baratom is - asszony. Megjegyzem - csak baratom!
Azt mar elvégeztem magamban, hogy férfibaratom nem lesz, mert nem lehet. Csakis onallo ember
lehetne erre valg, de ez a koriilmény szinte kizarja a felfogasbeli harmoniat. Ha ilyenek dsszealinak,
mint ket dssze nem illd fogaskerék, egymast zlzva, recsegve-ropogva indulnak meg, minden tényle-
ges eredmeény nélkill, hogy vegre is széjjelessenek. Jellemz6 példa: Wagner és Liszt.”

6Unyos megjegyzéseit provokalta az a sejtelmem, hogy mast, mint magat nem szerethetek tgbbeé.
Erre egy vallomassal kell felelnem: életemben haromszor szerettem nét; elészdr komoly, hosszd és
gyGtrelmes volt a kiizdelem - egyetlen egy 6ranyi zavartalan tiszta boldogsagot nem nyujtott, vége
szakitas volt -, a masodik egy kellemetlen emlék( tevedés volt; utana megfogadtam magamban, hogy
soha tdbbeé! bar éreztem magamban a lehetdséget. Harcba akartam szallni Snmagammal és a kdril-
menyek negy sivar esztendeig mellettem voltak: nem talaltam senkire, csak az elhagyatottsag kisért
allando barat gyanant. Azutan magara talaltam és - kiizdeni akartam magammal régi fogadalmamhoz
hiven. Elbuktam. Es most harmadszor tgy érzem, olyan egészen biztosan érzem, hogy ez utoljara volt.
Ahhoz a végsd hatarhoz jutottam, amelyen tul nem kérhetek senkitdl szerelmet, nem kérhetem sen-
kitdl, hogy 0ssza meg velem életét. Erzem és meqgyézédésem, hogy nem var mas ram, csak a hossz
egyediillét. Le kell mondanom &rokre errgl a bensd boldogsagral.”

Bartck levele Geyer Stefihez, 1908. februdr 8.

Mester Viktéria, Palerdi Andras
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The director’s thoughts

Both operas are labyrinth stories. The labyrinth is a metaphor for initiation: the place where we
go in order to reach an understanding with ourselves. Mario and the Magician is all about self-
understanding in a sacial sense, whereas Bluebeards Castle is about personal self-knowledge. Every
human being has unique abilities, and it is no trivial matter how we use our talents. The question is:
what happens when a person believes himself to be a god? What transpires in such a person’s mind,
and what consequences does it have on his environment?
The deeper that people understand their own demons, the more uncertain they become about them.
And yet, their curiosity is always stronger than their fears. Facing our demons - no matter how painful
this might be - leads to a better knowledge of ourselves. | believe that this initiation ceremany is the
rite of passage in the process of becoming an adult. Today we face a crisis at both the social and
personal levels - by and large, and with great respect to the exceptions, we have lost our ability to
become adults, by which | mean true recognition of responsibility on the part of the individual. In the
case of Mario, the source of the problem is social immaturity, which feeds into the interdependent
and mutually complementary relationship of control and obedience, just as Thomas Mann himself
wrote.

Péter Galambos

Mester Viktéria, Palerdi Andras




Janos Vajda
Mario and the Magician

Synopsis

“You do what you like. Or is it possible you have ever not done what you liked - or even, perhaps, done
what you didn't like?

It is a stormy summer night in Torre di Venere. The inhabitants of the summer resort town are
thronging to a special night of magic: even the prince has arrived with his family. The audience starts
to murmur about the delayed start when in rushes the magician, Cipolla. A young man in a woollen
shirt picks a quarrel with him, but then is put quite in his place when the wizard induces him, against
his will, to stick his tongue out at the audience.

Cipolla then commences to dazzle his audience with a mathematical trick, and then places Mrs
Angiolieri, whom he selects from the audience, completely under his power: reading her thoughts to
learn that she was once a companion of the great actress Eleanora Duse. Soon he has the assembly
dancing, but one gentleman from Rome resists: he won't be so easy to influence against his will.
Cipolla accepts the “challenge”, and presently the Roman gent is cavorting along with the others.
Finally, the conjurer’s eyes settle on a morose young man: Mario, the waiter from the café. Cipolla
mesmerises the boy, discovering that Mario is suffering from a lovesick heart. As the hypnotic state
continues, Cipolla himself plays the role of the girl, requesting a kiss from her sweetheart. The boy
kisses the magician, and at that moment he awakens from his trance. He draws a pistol and shoots
several bullets into Cipolla.

The authors

Thomas Mann (1875-1955), the greatest German novelist of the 20" century, a citizen of both humanist
Germany and the warld, was an heir to Goethe'’s German soul, Heine's sensitivity and Kants sense of
beauty. Born into a middle-class family, he worked briefly for an insurance company and then began
technical studies at the University of Munich. At the age of 21, he decided to pursue his childhood
dream of becoming a full-time writer. While living in Italy for a period of two years, he wrote his first
novel, Buddenbrooks, which earned the 26-year-old writer world fame. After he won the Nobel Prize for
literature in 1929, Europeans soon identified him with his campaign for peaceful coexistence. He was

deeply aggrieved by the pointless bloodshed of World War I, and after Hitler's rise to power he openly
raised his voice against Nazism, which he called the “giant wave of eccentric barbarism, the vulgar
crudity of primitive mass-demacracy that is sweeping the world’, which was primarily characterised by
“mass fits, showground-stall bell-ringing, hallelujah, and dervish-like repetition of monotonous slogans
till everyone is foaming at the mouth”. Mario and the Magician, written in 1929, also warns about the threat
of Nazi dictatorship. Mann soon became a persona non grata, and after 1933 lived in exile, including in
the USA, where he lived for 14 years. In 1937 Nazi Germany deprived him of his citizenship and honorary
doctorate. After the war, in 1952, he settled in Switzerland, feeling that choosing either East or West
Germany would have been a symbalic declaration of favouritism. After he died in Zurich at the age of 80,
the entire world mourned him. He left behind a vast oeuvre: from the very beginning of his career he had
produced as much text on a daily basis as a civil servant would have.

Composer Janos Vajda (1949-) is a winner of the Bartok-Pasztory Award and the Kossuth Prize, and
is one of the foremost representatives of contemporary Hungarian opera. Compaosing in a wide range
of styles, he has written stage music, symphonic, chamber and choral works, as well as lieder. Born in
Miskolc, he studied conducting with Istvan Parkai and composition with Emil Petrovics at the Ferenc
Liszt Academy of Music in Budapest. After graduating in 1979, he continued his studies in Amsterdam
from 1979 to 1980. Between 1974 and 1979 he was a répétiteur with the Hungarian Radio Charus. In 1981
he began teaching as an assistant lecturer alongside Emil Petrovics at the Music Academy, where he
later became a docent. “I believe in the kind of music that can be consumed at several levels. My ideal
is a work with many layers. First, it gives pleasure to those who can only hear and experience it at the
surface level. And it also offers enjoyment to those whose education, abilities and knowledge make
it possible for them to explore the second and third layers of the work,” said the compaser. Mario
and the Magician was first produced for television in 1986, and it received its stage premiere at the
Opera House in1988. Further operas by Vajda - Leonce and Lena in 1999 and Mrs Karnyd in 2007 - also
enjoyed their world premieres at the Opera House, whereas his latest opus, The Imaginary Invalid, or
The Cabal of Hypacrites was first staged at the Eiffel Art Studios in 2020.

Gabor Bokkon (1954-1990) was a Budapest-born poet, music aesthetician and the librettist of Mario
and the Magician. He graduated from the Béla Bartdk High School of Music as a percussionist in
1974 and later studied music aesthetics. From 1975 to 1977 he worked at the 25. Theatre, and since
1977 he was a freelance author. He produced epic works based on unusual situations; his works are
characterised by a tone of indifference. His major works include the poem collections Néhdny szo
a tigrisekrdl (Some Words about Tigers) published in 1982 and E szép vildg hat nem enyém? (So This
Beautiful World Is Not Mine?), published posthumously in 1999.
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About the opera

‘| 'began to deal with Mario and the Magician as early as 1979. | finished a large part of it, but
then | put it aside because a musical problem arose that | could not resolve. The key to solving
it came when | realised that | had to compose actual dance music. It was clear that the whole
situation needed to be counterpointed: the more crudely the magician deals with the people, the
more insinuating and likeable the music should be. This musical solution resulted in the fortunate
situation that the music became more understandable and digestible for the audience. At the
same time, the story became more complex,” claimed Janos Vajda about his opera Mario and
the Magician, composed between 1983 and 1985. It was premiered in 1988 and has been staged
in several revivals and productions, and is now one of the most successful and influential
compositions of modern Hungarian opera.

Twenty-five years after the premiere, few of us are aware how many problems the source, Thomas
Mann's short story of 1929, poses for an opera composer. Similarly to Bluebeards Castle, which brings
up psychological, ethical and ideological issues, it is a parable-like story - dominated by a single
character - more like a monodrama than a dramatic work that develops out of dialogue. Gabor
Bokkon's libretto succeeded in handling most of the difficulties that arose during dramatisation,
although not all of them. This is what made the musicalisation so critical: it was the music that
made the dramaturgy consistent and convincing. In other words, if the libretto were perfect in itself,
then there would be no point in setting it to music, as it would be able to provide a perfect artistic
experience simply as a work of prose.

As the composer said: “Initially, | wasn't enthusiastic about the idea of writing an opera to Thomas
Mann's short story. | worked on it erratically, and after putting it down and picking it back up again many
times, | had to realise that the problems that had arisen were mainly musical ones. My first attempts
lacked a musical and dramaturgical concept, which is to say a reason for setting this work to music,
the motivation for composing music and opera to prose. | had to devise a system which makes us
accept the absurd situation (which is especially absurd today) when grown adults begin to sing with
abandon instead of speaking normally.” Vajda worked out a musical dramaturgy, some elements of
which might be mare or less familiar from operatic traditions, but the dramatic situation and the context
places these elements in new and sometimes unusual perspectives. As the parallel stories develop,
the feeling of familiarity gradually strengthens; moreaver, by the end of the opera, the music becomes
completely ordinary and everyday, that is, trivial. We feel more and more at home in the world of the
opera (and that of the great master of manipulation, Cipolla). This results in an ambiguous situation (full
of contradictions) for the viewers. The audience - similarly to the audience of the play - surrenders

ecstatically to the whirling dance, while it is aware (unlike the audience on the stage) that this ecstasy is
in contrast with everything that they believe to be of value and worth preserving in their own humanity.
The ending of the opera differs slightly from that of the original short story. In a review, Tibor Tallian
gave a very thoughtful explanation for this discrepancy: “Cipolla's power is the power to make people
do what they subconsciously most want to do. He does nat force the citizens of Torre di Venere to
dance, but instead seduces them with the promise of fulfilment - by allowing them to do what they
wish for most. There is nathing they wish far more than to dance. Cipolla's hypnosis does nat put them
to sleep, but instead liberates them: it wakes them up with regard to what they yearn to be deep in
their hearts. That is why the magician’s death does not put an end to the dance. The magician lives on;
he lives on in us: our innermost secret is our yearning for dependence, and it is the main content of
our conditioning. This recognition was expressed in a more primitive and sharper form by Karinthy's
Barabbas parable: the social unconscious chooses Barabbas instead of Christ, the murderer instead
of the Saviour. In Mario, this dilemma appears without words or names, only at the instinctive levels
of sound and spectacle. It is undeniable though that the mass instinct makes a choice here too. If |
try to personalise their choice, | dare to say somewhat hesitantly: instead of Mario the crowd chooses
Cipolla. Instead of the young servant boy of the fairy tales they choose the old trickster, instead of the
dragon killer they choose the dragon.”

Thomas Mann:
Mario and the Magician

Excerpts

The atmosphere of Torre di Venere remains unpleasant in the memory. From the first moment the air
of the place made us uneasy, we felt irritable, on edge; then at the end came the shocking business of
Cipolla, that dreadful being who seemed to incorporate, in so fateful and so humanly impressive a way,
all the peculiar evilness of the situation as a whole. Looking back, we had the feeling that the horrible
end of the affair had been preordained and lay in the nature of things; that the children had to be present
at it was an added impropriety, due to the false colours in which the weird creature presented himself.
Luckily for them, they did not know where the comedy left off and the tragedy began; and we let them
remain in their happy belief that the whole thing had been a play up till the end.

[..]
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Let me state once for all that this self-confident cripple was the most powerful hypnotist | have ever
seen in my life. It was pretty plain now that he threw dust in the public eye and advertised himself
as a prestidigitator on account of palice regulations which would have prevented him from making
his living by the exercise of his powers. Perhaps this eye-wash is the usual thing in Italy; it may be
permitted or even connived at by the authorities. Certainly the man had from the beginning made
little concealment of the actual nature of his operations; and this secand half of the programme
was quite frankly and exclusively devoted to one sort of experiment. While he still practised some
rhetorical circumlocutions, the tests themselves were one long series of attacks upon the will-power,
the loss or compulsion of valition. Comic, exciting, amazing by turns, by midnight they were still in
full swing; we ran the gamut of all the phenomena this natural-unnatural field has to show, fram
the unimpressive at one end of the scale to the monstrous at the other. The audience laughed and
applauded as they followed the grotesque details; shook their heads, clapped their knees, fell very
frankly under the spell of this stern, self-assured personality. At the same time | saw signs that
they were nat quite complacent, not quite uncanscious of the peculiar ignominy which lay, for the
individual and for the general, in Cipolla’s triumphs.

[.]

It looked unmistakably like enjoyment, and other recruits were not long in coming forward: two other
young men, one humbly and one well dressed, were soon jigging alongside the first. But now the
gentleman from Rome bobbed up again, asking defiantly if the Cavaliere would engage to make him
dance too, even against his will.

‘Even against your will, answered Cipolla, in unforgettable accents. That frightful ‘anche se non vuole’
still rings in my ears. The struggle began. After Cipolla had taken another little glass and lighted a
fresh cigarette he stationed the Roman at a point in the middle aisle and himself took up a position
some distance behind, making his whip whistle through the air as he gave the order: ‘Balla!’ His
opponent did not stir. ‘Balla! repeated the Cavaliere incisively, and snapped his whip. You saw the
young man move his neck round in his collar; at the same time one hand lifted slightly at the wrist,
one ankle turned outward. But that was all, for the time at least; merely a tendency to twitch, now
sternly repressed, now seeming about to get the upper hand. It escaped nobody that here a heroic
obstinacy, a fixed resalve to resist, must

needs be conguered; we were beholding a gallant effort to strike out and save the hanour of the
human race. He twitched but danced not; and the struggle was so prolonged that the Cavaliere had to
divide his attention between it and the stage, turning now and then to make his riding whip whistle
in the direction of the dancers, as it were to keep them in leash. At the same time he advised the

audience that no fatigue was involved in such activities, however long they went on, since it was not
the automatons up there who danced, but himself. Then once mare his eye would bore itself into the
back of the Roman's neck and lay siege to the strength of purpose which defied him.

[.]

It was grisly, the way the betrayer made himself irresistible, wreathed and coquetted with his crooked
shoulder, languished with the puffy eyes, and showed his splintered teeth in a sickly smile. And alas,
at his beguiling words, what was come of our Mario? It is hard for me to tell, hard as it was for me to
see; for here was nothing less than an utter abandonment of the inmost soul, a public exposure of
timid and deluded passion and rapture. He put his hands acrass his mouth, his shoulders rose and
fell with his pantings. He could not, it was plain, trust his eyes and ears for joy, and the one thing he
forgot was precisely that he could not trust them.

‘Silvestra!” he breathed, from the very depths of his vanquished heart.

*Kiss me!" said the hunchback. Trust me, | love thee. Kiss me here.” And with the tip of his index finger,
hand, arm, and little finger outspread, he pointed to his cheek, near the mouth. And Mario bent and
kissed him.

It had grown very still in the room. That was a monstrous moment, grotesque and thrilling, the
moment of Mario's bliss. In that evil span of time, crowded with a sense of the illusiveness of all joy,
one sound became audible, and that not quite at once, but on the instant of the melancholy and
ribald meeting between Marias lips and the repulsive flesh which thrust itself forward for his caress.
It was the sound of a laugh, from the giovanotto on our left. It broke into the dramatic suspense of
the moment, coarse, mocking, and yet-or | must have been grossly mistaken-with an undertone of
compassion for the poor bewildered, victimised creature. It had a faint ring of that ‘Poveretto’ which
Cipolla had declared was wasted on the wrang person, when he claimed the pity for his own.

The laugh still rang in the air when the recipient of the caress gave his whip a little swish, low down,
close to his chair-leg, and Mario started up and flung himself back. He stood in that posture staring,
his hands one over the other on those desecrated lips. Then he beat his temples with his clenched
fists, over and over; turned and staggered down the steps, while the audience applauded, and Cipolla
sat there with his hands in his lap, his shoulders shaking. Once below, and even while in full retreat,
Mario hurled himself round with legs flung wide apart; one arm flew up, and twa flat shattering
detonations crashed through applause and laughter.

There was instant silence. Even the dancers came to a full stop and stared about, struck dumb. Cipolla
bounded from his seat. He stood with his arms spread out, slanting as though toward everybody off,
as though next moment he would cry out: ‘Stop! Keep back! Silence! What was that? Then, in that
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instant, he sank back in his seat, his head rolling on his chest; in the next he had fallen sideways to
the floor, where he lay motionless, a huddled heap of clothing, with limbs awry.
The commation was indescribable. Ladies hid their faces, shuddering, on the breasts of their escorts.
There were shouts for a dactor, for the palice. Peaple flung themselves on Mario in a mab, to disarm
him, to take away the weapon that hung from his fingers-that small, dull-metal, scarcely pistol-
shaped tool with hardly any barrel-in how strange and unexpected a direction had fate levelled it!
And now-now finally, at last-we took the children and led them towards the exit, past the pair of carabinier
just entering. Was that the end, they wanted to know, that they might go in peace? Yes, we assured them,
that was the end. An end of horror, a fatal end. And yet a liberation-for | could not, and | cannat, but find it so!
Translated by Helen Tracey Lowe-Porter
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Béla Bartok

Bluebeard'’s Castle

Synopsis

‘Here we are now. Now at last you see
Before you Bluebeards castle.
Judith, answer. Are you coming?’
‘Mother and father beloved,

Brother and sister devoted,

- all of them - | left them weeping,

All my kindred, to come hither.

‘Let the door be shut and bolted.”

‘Evirything lies deep in shadow.

The walls are sweating.

Walls and rafters, all are weeping.

Tell me why you came here, Judith.’
‘Wind shall blow through, light shall enter,
Your house shall glitter bright as gold.’

‘Seven doors all barred and bolted.

All those locks must be unfastend.
Wind shall scour them, light shall enter!
[l unlock it, only I!

Let me have the keys, my Bluebeard.

Give me them because | love you.

1

‘Judith, 'tis my torture chamber.’
‘Fearful is thy room of torture.’
‘Art thou afraid?

‘No! I'm not afraid.

Give me keys to all the others!

"Judith, careful, tis my castle.’

2

“Tis my armoury, Judith.
‘Blood-stained are thy battle weapons.’
‘Are you frightened?

‘Give me the keys ta all your doorways!
‘Pray be careful, careful, Judith.

'l came hither because | love you.

Let me enter ev'ry doorway.’

‘Three more heavy keys | give thee.

Thou shall see, but ask me nathing.

3

“Tis my castle’s treasury.”

"Ml your precious gems are blood-stained!

4
“Tis my castle’s secret garden.’
"All the soil around is blood-soaked”

‘Look, my castle gleams and brightens.’

5

‘Now behold my spacious kingdom.

Here both dawn and twilight flourish.
Here sun, moon, and stars have dwelling.

"Yonder cloud throws blood-red shadows.’

‘See, how my poor castle glitters.

Thy pure blessed hands have done this.’
"Two doors are still not open.’

‘Come, my love, | yearn to kiss thee.’
‘Let the last twa doors be opened.

'Child, beware, beware my castle.
Careful, it will shine no longer.’

‘Though I perish | fear nothing.’

‘Come, | grant thee one more key.’

6

I can see a sheet of water,

White and tranquil sleeping water.
What is this mysterious water?

‘Tears, my Judith, tears, tears.’

‘The last of my doors must stay shut.’
‘Dost thou love me, deeply, truly?
*Kiss me, kiss me. Ask no questions.”
"Tell me whom you loved before me?
*Kiss me, kiss me. Ask me nothing.’

'Was she very fair? Did you love her more,

More than you love me, my Bluebeard?
‘Judith, love me, ask no questions.’

I have quessed your secret, Bluebeard.
| can guess what you are hiding.

All your former wives have sufferd,
Sufferd murder, brutal, bloody.

Open for me the last of your doorways!

7

‘Nl my former wives await thee.

Hearts that | have loved and cherished!
The first | found at daybreak,

Hers the dawn of ev'ry new day.

The second one | found at noon,

Hers the blaze of ev'ry midday.

The third | found at evening.

Hers is ev'ry solemn sunset.

The fourth | found at midnight.

Ev'ry night is thine hereafter.
‘Bluebeard, Bluebeard, spare me, spare me.’
‘Thou art queen of all my women,
Henceforth all shall be darkness,

Darkness, darkness.’

Based on the translation by Christopher Hassall
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The authors

Béla Bartdk (1881-1945) was born in the Torantal County town of Nagyszentmiklos (today part of
Romania; its Romanian name is Sannicolau Mare). His father, also named Béla, was the music-loving
head of the local school of agriculture, while his mother Paula Voit was a schoolteacher as well as
an excellent pianist.

He received his first piano lesson from his mother on his fifth birthday; even from his early childhood
he was unusually sensitive to music and soon began to compose. When he was seven, his father died,
and the task of raising Béla and his younger sister Erzsébet (Elza) fell to their mother. Circumstances
often forced them to move, and this is how they wound up in Pozsony (today’s Bratislava), where the
young Bartek studied piano with LaszI6 Erkel. In 1899 he was admitted to the Budapest Academy
of Music, studying compasition with Janos Koessler and piano with Istvan Thoman. He gained his
first recognition as a pianist and received invitations to play concerts in numerous Eurapean cities,
including Vienna and Berlin; compasition only became the main focus of his work over time.

Among his influences was the music of Richard Strauss, as well as that of Dohnanyi, from whom he
also received piano lessons. In the meantime, researching folk music had also become an important
part of his life: equipped with a phonograph and wax discs, he began to collect the treasures of
Hungarian, and later Slovak and Romanian, folk music. Working together with his friend Zoltan Kodaly,
he made invaluable contributions to the collection, recording, classification and teaching of folk
music. He was given an appointment as a piana teacher at the Academy of Music in 1907. He married
Méarta Ziegler in 1909, who the following year bore him his first child, a son who was also christened
Béla. His musical compositions at the time were rejected by audiences and reviewers alike. This lack
of popularity meant that Bluebeards Castle, which was composed in 1911, would only be premiered in
1918, a year after his first ballet, The Wooden Prince, enjoyed a major success. He compased another
ballet, The Miraculous Mandarin, to Menyhért Lengyel's libretta during World War 1. After the cessation
of hostilities, the 1920s found him playing concerts, this time all over the world. He divorced Marta
in 1923 and a year later married his student Ditta Pasztory, who became the mother of his second
son, Péter.

Bartok became a member of the Hungarian Academy of Sciences in 1935. By 1938 he was growing
increasingly concerned about the growing influence of National Socialism both in Hungary and
abroad, and after his beloved mothers death in late 1939 decided to leave the country. He played
his last Budapest concert on 8 October 1940 with Janos Ferencsik, and then set off on a tour of
the United States, never to return. He taught as lecturer at both Columbia and Harvard, but then in
1942 was diagnosed with leukaemia; after his condition had stabilised temporarily, he was able to
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resume his work and composed his Concerto for Orchestra (1943), his Sonata for Solo Violin (1944),
which he dedicated to Yehudi Menuhin, and his last work, his Concerto for Piano No. 3 (1945). He died
on 26 September 1945 after succumbing to his long illness. His remains were brought to Hungary and
reinterred at Farkasréti Cemetery in 1988.

Béla Balazs (1884-1949) was born into a middle-class family in Szeged, where his father was a
teacher. During his university years he attended Edtvds College, sharing a room with Zoltan Kodaly.
Studying on a scholarship in Berlin and Paris for a time, he soaked up both German philosophy and
French decadent poetry; these had a strong impact on his early poems. After returning home he
worked as a teacher in a secondary school. From 1908 he was one of the poets for the periodical A
Holnap (Tomorrow) periodical and was also published in Nyugat (West) from its very beginning. His play
Dr Margit Szélpdl both generated debate and reaped great success in 1909, and in the following year he
published his first book of poetry: A vandor énekel (The Roamer Sings). The young Béla Balazs sought
the adventures of the soul, the acceptance of destiny and the symbolic experience of all these. His
dramatic plays of this period were similar to Maeterlinck's and Hofmannsthal's symbolist plays, which
were popular all around the world at that time. He wrate his play in verse Duke Bluebeards Castle in
1911. Later, during the war, he wrote The Wooden Prince, which, more of a folk tale than anything, was
turned into an immortal dance drama by Bartok.

Béla Balazs felt himself both at home and an alien amidst the Nyugat circle. He was more individualistic
and more nationalistic than his peers. When the war broke out in 1914, he volunteered to be sent to
the Serbian front as a war correspondent. But the harrors of war changed his views of the world:
the ardent nationalist turned into a bitter pacifist. He undertook a leading role in the cultural policy
of the Republic of Councils in 1919, and then had to escape from the counter-revolution. He began
to concern himself with film aesthetics more deeply while in exile in Vienna. He wrote most of his
theoretical works in German, and thus received a great deal of artistic and scholarly attention. Before
the Nazi's took over power in Germany, he lived by turns in Vienna, Berlin and Moscow, taking part
in the development of the new art of film and writing scripts. His prose works became increasingly
well-known; Thomas Mann paid tribute to him in his writing. After Hitler's accession to power, Balézs
moved to Moscow, where he became a lecturer at the Film Academy and took part in the literary life of
the Hungarian émigrés there. In 1945 he came home immediately. He was appointed to be a lecturer
at the College of Theatre and Film Arts, wrate the script of the film Valaho! Eurdpdban (Somewhere in
Europe), and then created the ballad opera Cinka Panna in collaboration with Zoltan Kodaly. It was his
last work. After 1948 he was sidelined and lost his jobs. He died shortly thereafter at the age of 65. It
was only decades after his death when his oeuvre, especially his work in film aesthetics, gained the
recognition it deserved.

About the opera

A tragedy of Man and Woman

Béla Bartok worked on his first and only opera for eight months of 1911. In the years to follow he
returned to it on several occasions, and Bluebeards Castle was completed in its final form in 1917, It
was premiered at the Hungarian Royal Opera under the baton of Egisto Tanga in 1918. The libretto was
written by Béla Balazs. When writing the play, just as Maurice Maeterlinck had done a few years earlier
with his Arianne et Barbe-bleue (Ariadne and Bluebeard), as much as possible, Balazs tried to take the
special requirements of opera as a genre into consideration, but he did not dismiss the idea of a
prose performance of the text either. Béla Balazs watched an opera - the work of Paul Dukas - based
on Maeterlinck’s play in Paris with Zoltan Kodaly, and the self-confident figure of Ariadne in Dukas’s
play undoubtedly had an impact on the character of the woman he was imagining, Judith.

Bartdk's opera begins with the mutual commitment of man and woman. According to the libretto, Judith
has made the riskier decision, one which will affect her life profoundly: she has left her father’s house and
her fiance for Duke Bluebeard. The work describes the development of the relationship between the twa,
the stages of their getting to know each other and then distancing themselves from each other; and it does
S0 in a parable-like way in the reflection of symbols of multiple meanings. It continuously suggests that it
is not a drama of “a” man and “a” woman before our eyes, but rather that of “the” man and “the” woman.

In the play there are two threads running parallel with each other. The events can be interpreted - in
line with the horror story of medieval origin - that Judith gradually realises that the Duke is guilty and
the rumours about the lecherous lord who brutally tortures his wives are all true. On the other hand,
the locked doors do not hide evidence of his crimes, but rather details of the Duke’s personality, past
and memories that are embodied in symbals.

The doors that open up in the course of the play represent the process of the opening of the soul. The
two threads of the story merge at the last door. The women of the past are still living, alive as memaries
(and therefare the Duke is no murderer), and the man is in their debt for everything he has become. The
"task” of realising both life and personality would have awaited Judith (the ideal of the redeeming woman
reveals the inspiration taken from Wagner's aperas), but the recognition occurs too late. They both suffer
the tragedy. Judith cannot be happy at Bluebeard's side, and as she becomes a mere memory, she takes
her place among the women who have been unable to fulfil the man’s fate. Bluebeard is aware that
Judith is the last waman, and he cannot expect another redeemer from life. The four women whao are so
important to Bluebeard follow one another according to the symbols of the times of the day: Morning -
Noon - Evening - Night. And although the music has a kind of cyclical nature (the myth of and hape for
eternal renewal), we can suspect that no new day will dawn for Duke Bluebeard.
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The symbolic language is absolutely clear in connection with the history of the loves as they followed
one another. The crucial relationships in the Dukes life are built one upon the other, their effects do
not cancel each other out, and Bluebeard's wealth is the result of a process. When the man offers her
an already fulfilled life, the woman's indifferent respanse amounts to a rejection, which is completely
understandable, since what kind of challenge could await her there? All the things that have made the
Duke great, satisfied and happy are entirely alien to her, as she played no part in the ‘construction”
process. Behind the doors that open one after the other, Judith is able to discover episodes from
Bluebeard's past, episodes with which she does not and cannot have any connection. The torture
chamber alludes to childhood and its period of uncontrolled sadistic instincts; the armoury, with its
bellicose games refers to the world of young adolescents. The treasure reminds us of the period of
collecting material wealth in young adulthoad; whereas the garden represents reconciliation and the
realisation of the realm and masculine power. As seen from the summit of a ‘career”, the sixth door
(male sorrow, the lake of tears) actually is the territory of the soul that must be kept secret.
Szabolcs Molndr

Encounters

Christmas of 1905. Bartok writes a letter to one of his patrons, Mrs. Henrik Gruber, who will marry
Zoltan Kodaly five years later. In his letter, he writes about his mast recent musical experience, the
new opera Salome by Richard Strauss, composer of Also sprach Zarathustra and Ein Heldenleben - two
pieces which made a decisive impact on his development as a composer. He was unable to put the
piano score to Salome down until he had played it all the way through. Finally, someone coming after
Wagner had succeed in composing an opera! And he was enthusiastic about Oscar Wilde's text. (A

copy of the English version of the play showing signs of detailed analysis was found in his library.)

Salome is overwhelmed with passion for the imprisoned prophet Jochanaan (John the Baptist), whom
she tries to seduce. But to no avail - so she decides to have him beheaded instead.

January 1907. Zoltan Kodaly writes to his friend Emma Gruber about Salome, which he had just seen
performed at the Opera House and found distasteful. His letter was posted from Berlin, where he had
just arrived, joining his old Edtvds College friend Béla Balazs to spend a term at the university and
live the lives of young artists and serious “Bahemians” together; in the spring they set out to Paris to
discover the metrapolis with its artistic life and galleries, and something else: to explore “Frenchness”
and the “Latin nature”, as opposed to the “German” or “Teutonic”. Béla Balazs, who was dabbling in
the world of Don Juanism at the time, mentioned in his journal that he had started to draw up a
“dramolette” in which the two “seducers of women’, Don Juan and Bluebeard, would meet. In 1910
Béla Balazs read his one-act play Bluebeards Castle to Kodaly and Bartdk. Although it is a dramatic
piece which can be performed as is, he intended it to be set to music from the beginning, similarly




to Maeterlinck's (the librettist of Debussy's Pelléas et Mélisande) intentions for his Arianne et Barbe-
bleue, set to music by Dukas, whose opera Kodaly - and perhaps Balazs himself - had seen in Paris
in the early summer of 1907. In the symbolic “mystery play” of Bluebeard, Balazs successfully found a
uniguely Hungarian folk and balladesque tone to develop this “individualistic” theme in line with the
search for a modern national “Art Nouveau” style. Of the two composers, it was Barték who was more
impressed by the text.

Bartok and loneliness

It can hardly be denied that Bartok expresses something of the mood of the era. As Judit Frigyesi
pointed out convincingly in Béla Bartok and Turn-of-the-Century (Budapest, 1998), the principal
issues and the formal perfection achieved through the new artistic tools, as well as the gesture of
resignation, can also all be found in the poetry of Endre Ady and Mihaly Babits. Lack of understanding,
loneliness and the hopelessness of relationships between man and woman are not only apparent in
the musicalised text - which the composer deeply identified himself with - but also in the music. It is
perceivable in the tonal plan, which is based on extreme polarities (the framing in F sharp pentatonic,
and the climax in C pentatonic at the fifth door) as well as the contrast between the vocal parts of the
two protagonists: the dichotomy between Bluebeard's pentatonic and Judith's restless and expressive
melodies. The symmetry, which is a key issue in Bartok's philosophy as a composer and became
his tool in form, harmony and melodic line alike, created for itself an inaccessible confinement or
isalation, or, in a manner of speaking, a metaphor of loneliness.

Bartok could express the feeling of loneliness that prevailed during the era because he himself
had experienced it many times in his personal life. When he was a child, the years of illness and
his parents’ anxious care isolated him from others. His father's early death (when Bartok was only
eight), and the difficulties which followed - the financial problems of the family, the continuous
movement from town to town and from school to school when he sometimes had to stay with
relatives away from his mother for months - exacerbated the ordeal of childhood and the feeling
of loneliness, and all of these undoubtedly played a role in creating, out of an outstanding musical
talent, an outstanding artist. Because of these early wounds, disappointment affected him more
deeply than it did most peaple, as it is not a matter of inevitably that one react to one's - in his
view, unjust - failure as a composer and pianist at the Rubinstein Competition in Paris in 1905, at
age 24, with total resignation toward life. It is not necessary to contemplate suicide when one feels
that one’s love for violinist Stefi Geyer is hopeless and will never be returned. Béla Balazs's mystery
play touched his heart directly.

Composing the opera

Ever since Gydrgy Kroo performed his analyses on the manuscript scare (Data on the Genesis of Duke
Bluebeards Castle, 1969) we have known that Bartdk did not finish compasing his opera in the late
summer of 1911. The composer made important revisions on his piece at least three times: in late
191, in 1912, and in 1917. The most fundamental changes were made to the development of the closing
scene, where the two protagonists enter into direct and simultaneous contact for the first time, and
as Carl Leafsted, author of the latest monograph on Bluebeard (Inside Bluebeards Castle, 1999) pointed
out, these resulted in many kinds of stylistic changes: the harmonic world turned bolder and more
expressive, and became more detached from tonality.

It was Leafstedt again who discovered that the early revisions were closely related to the two
opera competitions Bartok entered with his opera - ultimately unsuccessfully at both: The Erkel
Competition of the Lipdtvaros Casino (autumn of 1911) and the opera competition of the Rozsavélgyi
Music Publishing Company (1912). The real reason for the rejection - proven by evidence in the latter
case - was probably not over any objection to the music, but the fact that they found the libretto
“unsuitable for the stage”, meaning that it did not comply with the first criterion of the competition,
and thus the music to the opera was probably not even examined. Béla Balazs's text was heavily
criticised after the premiere on 24 May 1918; it was only Kodaly who defended it as a work of art with
a poetic concept written by a genuine playwright. Bartek regarded it as a superb libretto in many of
his private letters - even after he had become estranged from Béla Balazs.

Musical structure

The language of Béla Balazs's mystery play is not only one of words and gestures. The story is
accompanied by a symbalic play of colours and lights throughout the opera. The beginning is set
in pitch darkness. The light increases to the level of the glaring sunshine, which flows through the
fifth door, followed by gradual darkening: the dazzling light fades into lonely, frozen and motionless
night. The musical form follows and interprets this symmetric structure, augmenting it to a huge
degree. The opera closes with the opening music, returning to the tonality of the opening. The text
was written for modern, middle-class “gentlemen” and “ladies’, but it begins with a prologue in prose,
evoking a folk minstrel song. The motif of the musical storyline is related to this: it is a four-line verse
of a pentatonic melody, the essence of an old-style Hungarian folk song, stylised to the extreme. We
can hear it again later, accompanied by painful harmonies at the end of the opera. It is preceded
by the returning soft theme of the woodwinds, which Erné Lendvai in his classic study Bartok's
Dramaturgy (1964) associated with the light of the arriving Bluebeards torch as it flares up in the
night. When the gate of the castle closes in the second main section of the introduction, we, together
with Judith, can see a grim, dark, cold castle, which is represented by an incessant bass ostinato with
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an even pace. Her eyes - and the musical progression - are captivated by the seven locked doors.
Referring to her love, she asks for the keys to open the doors wide and explore the “weeping” castle.
The actual stary begins here, and this consists of no mare than her demanding the various keys,
Bluebeard resists in the beginning, but always gives in eventually - and opens door after door. The
same thing happens - as in a fairy tale - seven times, but each time in a different way. From this point
on, the opera presents a series of pictures like a string or a suite: the seven doars are represented by
seven different musical scenes. These scenes are dominated by an illustrative character: woodwinds
and the chain-rattling of the xylophone in the Torture Chamber; military bugles in the Armoury; the
iridescent colours of a celesta and two solo violins in the Treasury; the tremolo of the strings and
softly singing French-horn in the Secret Garden; a forte tutti of the orchestra amended with the
organ and brass instruments positioned on the stage representing the Kingdom; frozen harmonies,
harp, quivers of the celesta and sighs of the winds at the Pool of Tears; the funereal music of the
woodwinds for the Former Wives. And yet at the same time, a unique rhythm of forms develops
because of the transitional passages with diverse levels of tension and length, which actually move
the stary along. After opening the first and the second doors (those of the Torture Chamber and the
Armoury), Blugbeard hands over three keys to Judith, and thus the third and fourth doors open almost
right after the other ones. It is the Duke himself who urges her ta open the fifth door, which shows
the view of Bluebeard's Kingdom. But Judith is only able to obtain the keys to the last two doors after
longer and more emotional scenes. These two agitated scenes lead to even more tragic and powerful
musical pictures, first an Adagio (Pool of Tears), followed by a Molto adagio (Former Wives).

LdszI6 Vikdrius

Excerpts from Béla Bartok’s letters to Stefi Geyer

“So far I've had only one friend, and | can sometimes only use the word “friend” with some degree of
self-delusion, in the sense that I'm not looking the truth straight in the eye. Because | can imagine
friendship only with harmany in concepts of the major things. That's why it is rare or impassible to
find real friendships between independent men. The more so between men and women, because a
certain traditional tendency to conform will appear in either or both of them. My only friend is - a
waman. | nate - she's only a friend! | have accepted it in myself that | shall never have a male friend,
because it is impossible. Only an independent man could be suitable, but this factor almost excludes
harmony in concepts. If such people unite, as with gears that do not fit, they will begin to crash and
rattle against each other without any real result, and in the end they will fall apart. A typical example:
Wagner and Liszt."

"My suspicion that | can't love anyone else but you provoked a sarcastic remark from you. | can
respond to this with a confession: 've loved women three times in my life; the first was a serious, long
and painful struggle - it did not produce a single hour of undisturbed and clear happiness and ended
with a breakup. The second was an embarrassing mistake; after that | swore to myself: never again!
However, | still felt the possibility in myself. | wanted to go to battle with myself and my situation
remained the same for four bleak years: | couldn't find anyone, and loneliness accompanied me as a
permanent friend. Then | found you - and | wanted to fight myself to keep my old oath. | failed. Now
| feel it for the third time, | feel it so certainly that this was the last one. I've arrived at the final paint
after which | can't ask for love from anyone, | can't ask anyone to share her life with me. | feel it and
it is my conviction that nothing else awaits me but long loneliness. | have to relinquish this internal
happiness forever."

Bartok to Stefi Geyer, 8 February 1908
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