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Boncsér Gergely, Pasztircsak Polina

Cselekmeny

I. felvonas

Violetta Valéry Périzs legtiinddkl6bb kurtizanja, akinek sulyos tiid6baja miatt egy id6-
re vissza kellett vonulnia a tarsasagi élettdl. Most Gjra balt ad, amin parizsi bohémek,
el6keld és gazdag urak ugyandgy megfordulnak, mint Violetta orvosa és mas kurtiza-
nok, igy példaul a kdzkedvelt Flora. Violettat kitart6ja, a gazdag Douphol baro oldalan
latjuk, az estélyen azonban bemutatjak neki a fiatal Alfredo Germont-t, aki nyiltan
udvarolni kezd a nének. Mint kiderdl, a ferfi mar eqy éve szerelmes Violettaba. Mikor
Violetta elszédil, Alfredo aggddva prabalja 6t meggydzni, hogy hagyjon fel az 6npusztitd
életmaddal, és valassza az 6 szerelmét. Violetta vivadik: feladhatja-e a fényes, mula-
tozassal teli, ugyanakkor sivar életet azért, hogy végre eldszor igazan szeressék és
viszontszerethessen.

Il. felvonas

Harom hanappal kesdbb Violetta és Alfredo Parizstol nem messze, vidéken élnek boldog
szerelemben. Az dnfeledt vidéki élet azonban nem olcso mulatsag, és Violetta a kiada-
sokat fedez6 pénzt értékeinek eladasaval teremti eld. Amikor erre Alfredo raddbben,
elonti a szégyen, és Parizsha siet, hogy pénzt szerezzen.

Violetta levelet kap, melyben Flora invitalja 6t balba aznap estére - de hiaba: Alfredo
tavollétében Alfredo apja, Giorgio Germont érkezik, hogy rabeszélje a nét: hagyja el
Alfredat, hiszen egy kurtizannal folytatott kapcsolat kompromittalja az egész Germont
csaladot. Violetta szive majd’ megszakad, de végil megigéri Germont Grnak, hogy
meghozza szerelme csaladjaert ezt az aldozatot. Csak egyet kér: mondjak majd el
Alfredénak azigazsagot, ha 6 mar nem lesz tobbe. Az id6s Germont 6szintén meglepddik
a n6 nagylelk(iségén, és tavozik.

Violetta nehéz szivvel nekilat, hogy levélben bicsizzon el szerelmétdl, am a vissza-
térd Alfredo meglepi 6t. A nd konnyek kozt 6leli magahoz szerelmét, majd felindultan
elrohan. A mit sem sejté Alfredonak nem sokkal késbb meghozzak Violetta levelét,
amelyben szakit a férfival. Giorgio Germont érkezik Ujra, fiat vigasztalja, akit arra keér,
hogy térjen vissza csaladjahoz. Alfredo megtudja, hogy Violetta elfogadta a meghivast
aznap estére Flora baljaba, és azt hiszi, szerelme a régi élete és a baré miatt hagyta 6t
el. A diihtdl elvakultan bosszit eskiiszik.



Ugyanaznap este Flora alarcosbaljan az a hir jarja, hogy Violetta és Alfredo szakitottak.
Avaratlanul megjelend férfi maga igazolja a szobeszedet. Amikor Violetta is megérkezik
a baro karjan, Alfredo kihive megjegyzéseket tesz a baronak, aki sértetten ,parbajra”
hivja a fiatal Germont-t: nagy tetben kezdenek kartyazni. Alfredo egyre nyer, a fesz(ilt-
ség pedig egyre nd. Flora vacsorazni hivja a vendégeket, igy Violetta negyszemkozt
maradhat Alfredéval. Arra kéri a férfit, menjen el az estélyrél, nehogy elmérgesedjen a
helyzet Alfredo és a bar6 kozott. A boldogtalan ferfi kéri szerelmét, hogy térjen vissza
hozza, am a n6 az id6s Germont-nak tett igéretét megtartva azt hazudja Alfredonak,
hogy a bardt szereti. A fiatalember az egész vendégsereq el6tt megszégyeniti Violettat.

lll. felvonas

Violetta haldoklik. Magara maradt; csak szolgaldja, Annina és a doktor tartottak ki
mellette. Szobajaba a parizsi karneval zaja sz(irddik be. Violetta elvesztett szerelmére
gondol, és blcsuzik az élettdl. Varatlan latogato erkezik: Alfredo, akinek apja elmondta
a teljes igazsagot. Boldogan dleli magahoz imadottjat, Violetta azonban erdtlendl omlik
vissza az agyra. Azidgs Germant is megérkezik fia utan, hogy kifejezze halajat, am késé:
Violetta szerelme karjaban hal meg.

Kinek van tobb joga
a szerelemhez?

Interju Anger Ferenc rendezével

A Traviata igazi kihivas minden rendezé szamara, hiszen vitan feliil az
operairodalom legnépszeriibb miivérél van sz6, amelyrdl szinte min-
denkiben él egyfajta kép a Zeffirelli-film, a sok klasszikus el6adas, vagy
épp az elmiilt évek hires modern rendezései kapcsan. dn milyen nyo-
mon indult el, amikor az uj produkcié vilagan gondolkodott?

A Traviata népszer(isége aldas és atok egyszerre, hiszen ez az opera hihetetlen td-
megeket vonz, viszont az emberek tébbsége dhatatlanul valamiféle elvarassal il be a
nézétérre, és ez megnehezitheti azt, hogy a m{i mélyebb rétegeit is sikeriljon felfe-

deznieqgy eldadasban. A legtobb operatol eltéréen ebben a darabban viszonylag kevés
utalds van a korra, amelyben jatszodik, és ezzel Verdi és Piave nagy szabadsagot
hagytak a rendez6knek. A Traviata felkindlja magat az aktualizalasra - ez azonban
csapda. Ez az opera egy ,kisrealban” jatszodo kamaradarab, ennél fogva trivialis,
egyszer(i megoldasok iranyaba hajlamos terelni az alkotdkat. Ha csupan egy korh
vagy éppen modern életképben meril ki a latvany és a jaték, akkor kdnnyen elsik-
kadhat a mii 1ényege, lelke, koltészete. Eppen ezért Zoldy Z Gergely latvanytervezdvel
igyekeztlink keriini azt, hogy eqyértelmien korhi vagy modern, illetve tdlzottan re-
alis vilagot alkossunk - arra tdrekedtlnk, hogy egy olyan teret sikeriljon létrehozni,
ami segit érzekeltetni a darab mélyebb mondanivalojat és hangulatat. igyjutottunk el
egy olyan, modern jegyeket viseld, de mégis kortalan, letisztult, egyszer( diszlethez,
ami reményeink szerint segit kdzvetiteni a zene és a szoveq szimbolikdjat, kdltésze-
tét. Mind a négy kép szinte ,res térben” jatszodik, amit egy kilsd, magasabb és egy
belsd, mélyebben fekvd részre bontottunk; az dket elvalaszto Gvegfalak pedig hol
sotétek, hol attetszdek - ezaltal a fdszerepl@ érzelmi vilagat is arnyaltabban lehet
megmutatni. Arra torekedtiink, hogy az alapvetden (res, letisztult térben lehetd-
leg kevés eszkozzel (batorral, kellékkel) dolgozzunk, és a mindennapi, funkcionélis
targyakba sikeriiljon belecsempészni az opera szimbolikajat. igy sziiletett meg a fel-
h6-mativum, ami a kanapékon, parnan, takaran, és Violetta egyik ruhajan egyarant
megjelenik, és a mennyhez kapcsolodd képzeteket (boldogsag, angyal, halél) hivatott
jelképezni. Hasonldé modon koszon vissza a parizsi ,t6meges magany” sivataganak
repedezett padlomintaja a térékeny, hervado, s véqgul 6sszetort sziv(i Violetta jelme-
zén. Igyekeztiink megmutatni, hanyféle funkciot tolthet be egy bator: a tulmeretezett
kanapé nem csupan bali Ul6alkalmatossag, hanem naszi, beteg- és halotti agy is,
amelyben - akarcsak a parizsi témegben - szinte eltdnik az ember. Hangsulyos a
virag-motivum is: Verdinél nem kdszon vissza sz6 szerint Dumas ,kaméliaja” - szoveg
szinten csak mint ,virag” jelenik meg. Mi a szerelem legaltalanosabb viragat, a vords
rozsat valasztottuk.

A Traviata oriasi drémai helyzeteket sritd opera. Szerettem volna a ml sokszor
tulzottan patetikus élét ellenpontozni kissé azaltal, hogy banalis, mar-mar komikus
elemeket széttem bele - ahogyan ez oly sokszor el6fordul az életben is: a dramai
pillanatokban gyakran akad valami komikus, oda nem ill§ elem. Mikdzben példaul
Germont arral probalja meggy6zni Violettat, hogy hagyja ott Alfredat, odakint az inas
végig ablakat pucol. Ezekkel a komikus elemekkel nem gyengiteni, hanem éppen er6-
siteni kivanom a dramai hatast.



Milyennek talalja Violetta és Alfredo szerelmét?

Erdekes szerz6i dontés, hogy a két szerelmest nem latjuk boldog pillanataikban: az
| felvonashan torténik a Talalkozas, amit azonban a Il. felvonas elején régtdn a harom
honapja tarto kapcsolat probléemai valtanak fel. Szamomra az a legizgalmasabb ebben
a szerelemben, hogy az 6 a hazug tarsadalmukban ennek a szerelemnek nem lenne
szabad megtorténnie: viszonyt folytathatnak, de szerelembe esni nem szabad. Violetta
és Alfredo tehat eltér a ,normaktol” - a ,normalis” valik ,abnormélissa”. Felmeril az a
kérdés, hogy mi szamit akkor elfogadhaténak: milyen szerelem? Es mi alapjan tisztabb,
becsesebb az egyik szerelem, kapcsolat a masiknal? Tébbek kdzt ezért hoztam be a ll.
felvonashan a szinre Alfredo higat. (Ez ,nem az én talalmanyom’; tébb rendezd élt mar
eléttem ezzel a fogassal.)

Azt szerettem volna, hogy leomoljanak a sztereotipiak. Kinek van tobb joga a boldog-
saghoz? Eqy bukott vagy egy erényes ndnek? Egy szép vagy egy cslinya embernek?
Szegenynek vagy gazdagnak? Fiatalnak vagy dregnek? Kinek van joga donteni errél?
Az id6s Germont-nak van-e joga hozza? Violettanak van-e joga megfosztani Alfredot
a boldogsagatol? Hibaztathatjuk-e Alfredot, amikor nyilvanosan megaldzza a sze-
relmét, mert azt hiszi, a pénzért hagyta el 6t? Hibaztathatjuk-e Germont-t, amiért
ekkora aldozatot kér Violettatol? Ebben a darabban nincsenek rosszak és jok. Minden
szereplonek sajat értékrendszere és igazsaga van. Az volt a célom, hogy elgondol-
kodhassunk: mi az egyes szereplék motivacioja, milyen indulatok, érzelmek vezérlik
Oket egy-eqy szituacioban?

Szokas volt Verdi koraban balettbetétet illeszteni az operakba.
A Traviatdban is akad egy: a ll. felvonasban, a Floranal rendezett balban,
ami sokszor okoz fejtorést a rendezéknek, hiszen a jovendémondé ciga-
nyok és a torreador-ballada jelenete némiképp kilog a drama szdvetébdl.
A Traviatdban két bali jelenet is van, amik véleményem szerint nagyon kiildnbdzéek, és
ehhez éppen ez a tanchetét adta a kulcsot. Florat a legtdbb eldadasban Violetta szivé-
lyes baratndjeként abrazoljak, de az én olvasatomban az 6 alakja 6sszetettebb ennél.
Violettanak nincsenek baratai. Azakbdl, akiket annak hisz, nem marad mellette senki,
amikor bajban van. Flora maga is kurtizan, méghozza szinte mar népszer(ibb is a sokat
betegeskedd Violettanal. A két ng viszonya szivélyesnek tlnik, am valéjaban egymas
rivalisai. A darab elején igy mentegetdznek a Violetta béljabol elkésd vendégek: ,Flordndl
jdtszottunk”. Vagyis: nala mar jobban lehet szorakozni. Ezt a kilénbséget szerettem
volna megmutatni a Il. felvanasban a Floranal rendezett balban. Violetta estélyén a

vendégek szamara egyetlen dolog érdekes: hogy a nd hosszl betegeskedés utan eld-
szor fogad Gjra tarsasagot. Violetta haldoklik, ezt mindenki tudja. Arra kivancsiak, hogy
milyen allapotban van a szép kurtizan. Az embernek szinte az az érzése tamad, mintha
katasztrafaturizmus zajlana az I. felvonasban. (,De maga is veliink mulat?” - kérdezik
provokativan a vendégek a hazigazdat.) Flora baljan azonban valami érdekesebbnek
kell torténnie. Nekem azok a zavarbaejt6 privat partyk jutottak eszembe, ahova eld-
szeretettel hivnak el6ado- vagy képzémivészeket a hazigazdak, hogy vendégeiket
szorakoztassak, leny(igdzzék. Ez régen s igy volt, mais igy van. Innen jott az 6tlet, hogy
ajelmezesek balettjének témaja a Héfehérke mesejének furcsa parafrazisa legyen, ami
fonak mddon egy kicsit Violetta torténetére is rimel: egyszerre elvenedik meg benne
eqy vilagszep lany idealizalt szerelme, és a halal is. Az extravagans partyk adtéak azt az
dtletetis, hogy Floranal eqy bizarr kiallitas megnyitoja zajlik éppen: a kiallitott targy eqy
hatalmas medencecsont, illetve a vendégek is annak egy kisebb masat viselik fejdisz-
ként. A medencecsont a koponyahoz hasonlgan a halal attribituma; am mig az utébbi
az emberi értelemre, az elébbi a nemiségre, a szexualitasra utal. Ebben az el6adasban
ez a targy valt jelképévé ennek a z{illgtt, értelmiségi demi-monde tarsasagnak, amibe
ismét hossz( id6 utan mutatkozik Ujra tarsasagban, és ezuttal is argus szemmel figyeli
6t a pletykara éhes tdmeg, hiszen hallottak, hogy a nd szakitott Alfreddval és mar Gjra
abaroval van. Amikor Violetta belép, csontvaz-szer( emberek fogadjak, és egy dvegko-
porson kinaljak hellyel. Ezekkel a hatasokkal is azt az 6sszetett lelkiallapotot szerettem
volna érzékeltetni, amiben Violetta ezen a balon van: a betegség lazas deliriumat, a halal
leheletét, a vivodast, kétségbeesést, amit végil a nyilvanos megalaztatas kdvet.



David Esteban, Kolonits Klara

Az orok téma: a bukott n6

Nézzétek csak meg, milyen elényére vdlik Dubarry a tizennyolcadik szdzadnak, Ninon de

Lenclos a tizenhetediknek, Marion de Lorme a tizenhatodiknak, Imperia a tizendtidiknek,

Flora a rémai kéztdrsasdgnak, melyet rékdsévé tett, s amely a szép nd hagyatékdbdl le

tudta tdrleszteni dllamaddssdgdt! Mi lenne Horatius Lydia nélkil, Tibullus Delia nélkil,

Catullus Lesbia nélkil, Propertius Cynthia nélkil, avagy Demetrius Lamia nélkdil, hiszen
még ma is egyedil neki készénheti a dicsdségét?”

(Balzac: Kurtizanok tiinddklése és nyomorisdga,

Elsg rész: Hogyan szeretnek a rossz nék?

Forditotta: Ldnyi Viktor)

La traviata: az eltévelyedett/helyes Gtrdl letért nd. Mar az okor Ota kdzkedvelt és vis-
szatérd téma volt ez az életben és az irodalomban egyarant - és lassuk be, az maradt
a mai napig. A francia irodalomban Jean de Meung (kb. 1240-kb. 1305) kizépkori Rézsa-
regényétdl Villon (1431-1463) filledt balladain, Prévost abbé 1728-ban publikalt Manon
Lescaut-jan, és Sade marki (1740-1814) irdsain at vezetett az Ut a XIX. sz4zadig, amikor
Victor Hugo Marion Delorme (1828) cim(i szindarabjaval, Eugéne Sue Pdrizs titkai (1842) és
Balzac Kurtizdnok tiinddklése és nyomordsdga (1842) cim(i regényével, és a XIX. szazadi
francia kolt6k verseivel szinte divatta valt a helyes Utrol letért n6k abrazolasa az iroda-
lomban. Az eqyik legtdbb vitat kivaltd és hihetetlen nepszerd regényt, A kamélids hélgyet
ifj. Alexandre Dumas 1848-ban irta. Ezt kovetden jelentette meg Flaubert a Bovarynét
(1858), Hugo A nyomorultakat (1862) és Zola a Nandt (1880). De vajon mitdl lett ,slager”
ez a téma a XIX. szazadban - és mitél lett olyan nagy az érdekl6dés a tarsadalmilag és
szacialisan érzekeny mavek irant?

Az 1840-50-es években létezett eqy, az ifj. Alexandre Dumas altal demi-monde'-nak ke-
resztelt réteg, amelynek tagjai szabados, laza erkdlcsd eletmadjukrol voltak hiresek,
és a legfelsdbb korok szokasait és életmodjat utanoztak - rendszerint anélkil, hogy
az ahhoz sziikséges eszkdzokkel (rang, pénz) rendelkeztek volna. Tagjai kozott gyak-
ran akadtak rosszhir(i egyének és kurtizanok, virdgzott koriikben (is) a prostitcio és
a szerencsejaték. A demi-monde és a beau monde (felsGosztaly) kdzdtti ,szakadek”

1 demi-monde (francial félvilag". A kifejezés ifj. Alexandre Dumas-tdl szarmazik: eqyik 1855-0s draméja viselte ezt a cimet.



azonban hazugsag és alszentség volt. Szinte altalanosan elfogadott és nyilt titok volt,
hogy a legtobb férfi szeret6t tartott ki, akibe azonban tilos volt beleszeretnie. Azokat a
lanyokat pedig, akik az eskiivé eldtt elvesztették sziizességiiket, kitaszitotta magabal
a tarsadalom, a kis traviatdk pedig nem talaltak mas talélési format, mint hogy aruba
bocsatottak a testiiket. Ha szerencséjiik volt, kis grisette-h6l” feljebb verekedték magu-
kat a ranglétran: a lorette-en’, lionne-on‘, szinészndcskén vagy ,balettpatkanyon” (petit
rat)at tobb lépcsd vezetett a hierarchia legtetejére, az Gn. grande harizontale-ig®. Azok a
prostitualtak, akiknek sikerilt magukat felkiizdenitik a demi-monde-kérdkbe, nem férjet
vagy szerelmet kerestek, hanem pénzt, fényes életet és draga ajandékokat, és addig
voltak csak hliek szeretdjlikhdz, amig érdekilk fliz6dott hozza. Vadasz Sandor igy ir a
témaban:

,Meghatérozo volt, hogy szarmazasukra és miltjukra valg tekintet nélkiil a rend6rség
nem haborgatta 6ket - vagy csak kivételes esetben -, mivel el6kel6 férfi partfogoik
védelmet biztositottak szamukra. Jellemz6 volt tovabba, hagy sohasem tarsultak mas
nokkel, egyeddl laktak apartmanjaikban - ez volt a leggyakoribb eset - vagy kilon
palotaikban, ami csak a legeldkelsbbeknek adatott meg. Ugyfeleik kizardlag gazdag
emberek voltak: kiilfdldi arisztokratak, a francia pénzvilag és az ipar magnasai, a parizsi
»j6 burzsoazia« tagjai, valamint nagypénz({ vidéki foldbirtokosok. Ezek a nék sohasem
folyamodtak ahhoz a mddszerhez, hogy az utcan toborozzak partfogdikat. Csakis an-
nak adtak el magukat, akik megtetszettek nekik, tehat fenntartottak a valasztas - és a
napi id6beosztas - jogat. Ugyanis gyakorta tbb szeret(t tartottak, megosztva kozottik
napjaikat és éjszakaikat. Parizson kivil csak a vidéki nagyvarosokban, tovabba idiil6-
és fiirddhelyeken lehetett veliik talalkozni. (...) Voltak kdzottiik deklasszaltak, valamely
botrany aldozatai, elvaltak és olyanok, akiket a férjik vagy a szeretdjiik elhagyott. Mas
tipust képviseltek a vig 6zvegyek és a gazdag kiilféldi n6k. Vagyis tébbségik nem ma-
gabol a népbdl, hanem a burzsodzia also, »népi« rétegébdl érkezett.

A parizsi félvilagi né killonleges életmadot folytatott. Kedvelte a Villiers, az Etoile
és a Trocadéro sugaraton épilt palotdkat, de beérte szerényebb apartman-
nal is valamelyik divatos kerlletben. Barhol is lakott, arra tdrekedett, hogy a

2 grisette: munkasosztalybeli ng (pl. varrond), akinek alkalmankeént voltak fizetG vendégei”

3 lorette: olyan drémlany, aki mar szinte kizarolag a prostittciobol él meg

4 lionne: egyetlen férfi altal kitartott kurtizan

5 grande horizontale: eldkeld és draga, Jegfelsdbb osztalybeli” kurtizan, akinek szeretdi/kitartoi magas rangt férfiak

lehetd legfeltlindbb luxus kordlményei kozt élhessen. Nagyon kés6n kelt, nagysza-
mu cselédséqg vette kordl. Délutan négy ora elétt nemigen mozdult ki otthonabal.
Miutan kocsisa eldallitotta a csillogd hintot, a févaros kedvelt parkjaba, a Bois de
Boulogne-ba vitette magat, hogy megtekintsen eqy loversenyt vagy részt vegyen vala-
melyik killitas megnyitasan. Esténként szinhazba ment, f6ként a bemutatak vonzottak.
A kulturdlis rendezvények latogatasara azért volt szilksége, hogy miveltségét gya-
rapitva Uj ismeretekre, informacickra tegyen szert, amelyeket aztan a kés6 esti vagy
gjszakai vacsorak, pantosabban csevegések soran kamatoztatott vendéglékben vagy
a baratainal.”

A legfinomabb csaladok szoba sem alltak olyan familiaval, akiknek valamely tagja 6s-
szefiiggéshe hozhato volt efféle ndvel.

Parizs tele valt torvénytelen gyerekekkel, lednyanyakkal, adosokkal, uzsorasokkal és bd-
n6zokkel, mikdzben a tarsadalom javarészt sajat alszentségének kiszonhette ezeket a
szaciologiai anomalidkat és problémakat. Erre igyekeztek felhivni a figyelmet a kor iroi.

Hommage a Marie Duplessis

Pdrizs a velejéig romlott. Néhdny napja minden politikai, mivészeti és gazdasdgi kérdést
hanyagolnak a lapok. Mind eltérpilnek egy sokkal fontosabb esemény mellett: a demi-
monde egyik csillagdnak, Marie Duplessis regényes haldla mellett.”

(Charles Dickens)

Alphonsine Plessis egy normandiai faluban jtt a vilagra és nehéz kériilmények kozt ne-
velkedett: edesanyja, férje kegyetlenkedése miatt kénytelen volt elhagyni a csaladjat, a
legendak szerint pedig az apa a csinos kis Alphonsine-t kész volt eladni a ciganyoknak
vagy éppen vagyonos, id6s uraknak. A lany 14 éves kara koriil Parizsba kerilt, és cse-
lédmunkabol tartotta fenn magat, hogy éhen ne haljon. Azutan elkezdddétt az I. Lajos
Fiilop-korabeli ,pretty woman” térténet: Alphonsine végigjarta a korabeli kokottok

6 In: Vadasz Sandor. Périzs 8rémlanyai. In: Rubicon. 1998/7.



rangletrajat, mig véqul igazi grande harizontale-1a nétte ki magat. 16 éves volt, amikor a
Palais Royal egyik étteremtulajdonosa felfigyelt ra, és magahoz vette: etette, dltoztet-
te, és olykor magaval vitte a felt(inden szép lanyt egy-két tarsas eseményre. Az egyik
ilyen estélyen akadt meg rajta a szeme Agénor de Guiche grofnak, aki az elsé komoly
szeretdje és kitartja lett a fekete haju, fehér bdrd, vékony lanynak. A mélyszegénység-
bél érkez6 normandiai csitrib6l csakhamar irni-olvasni tudo, mlivészetben és kozéleti
témakban egyarant jartas, elegans kurtizan lett, akit immar Marie Duplessis néven is-
mert meg Parizs. Marie csakhamar a demi-monde kiralyngjevé valt, akinek szalonjaban
a kor kivalésagai is megfordultak, és akit még az erényes, el6kel6 hdlgyek is kivancsian
bamultak meg, amikor délutanonként kikocsizott a Champs-Elysées-re.

Guiche grof utan egyre gazdagabb szeretdi lettek. Kozilik meghatarozo szere-
pet toltdtt be az életében Edouard Perrégaux’, akivel igazi szerelemmel szerették
egymast, illetve az idds Stackelberg grof, akit Marie a sajat, tiiddbajban elhunyt le-
anyara emlékeztett, és aki - inkabb tamogatoként, mint szeretékent - a kurtizan
legtobb kiadasat allta. (A fény(izg életvitelhez - lovak, kocsik, ruhak, ékszerek, szin-
haz, vacsorak, balok, szerencsejaték stb. - évente mintegy 100.000 aranyra volt
sziikség.) Marie délutan 2-nél eldbb ritkan kelt fel; délutanonként kikocsizott a
Bois de Boulogne-ba, esténként rendszerint valamelyik szinhaz paholyaban tnt
fel, majd hajnalig mulatott. 1844-ben eqy szeptemberi estén mutattak be neki
ifj. Alexandre Dumas-t a Théatre de Variétés-ben, akivel csakhamar viszonyt kezd-
tek. Kapcsolatuk alig egy évig tartott, mivel az akkor hisz éves, jobbara csak a
szOrakozasnak é16 fiatalember nem volt olyan anyagi helyzetben, hogy Marie igényeinek
megfeleljen, viszant betegesen feltékeny volt a lany tobbi szeretdjere. A fiatal Dumas
mellett/utan Duplessis kisasszony egyik leghiresebb szeretéje Liszt Ferenc (1811-1886)
volt, aki késdbb igy nyilatkozott az elblvél6 kurtizanrol: ,Ha szegény Marie Duplessis-
re gondolok, szivemben egy régi elégia rejtélyes hirja rezdil" 1846 februarjaban Marie
Angliaban dsszehazasodott Perrégaux-val, (a hazasséag Franciaorszagban érvénytelen
volt), de amint hazatértek Parizsba, Perrégaux apja miatt elvaltak Gtjaik. Marie ezutan
Liszttel akart tartani a zongorista koncertkdrutjara, de a férfi 1846 tavaszatel nem adott
hirt magarol az akkorra mar nagyon beteg lanynak. Marie-nal 18 éves koraban jelent-
keztek el6szor a tiid6baj tinetei, amelyek egy németorszagi utazas soran atmenetileg
csillapodtak ugyan, de Gjra gydtorni kezdték a lanyt, amint visszatért korabbi mulato-

7 valdjaban 6 volt az a férfi, aki ifjabb Dumas miveiben Armand Duval alakjanak mintaja volt

z0, kimerit6 életmadjahoz. Parizs legjobb orvosai kezelték - de hidba. 1847 januarjaban
jelent meg utoljara tarsasagban. Ekkorra gazdag szeretdi, bohém baratai sorra elmara-
doztak mellGle, és csupan hii cselédje, Clothilde tartott ki mellette. Marie Duplessis, aki
7éves karrierje alatt a francia fovaros egyik legismertebb kozéleti személyiségévé valt,
1847. februdr 3-an (alig 23 éves koraban) hunyt el. Halalarol kivételes madon nem egy,
hanem harom teljes napig beszélt Périzs.

.Egyike volt azon utolsé és kivételes kurtizdnoknak, akiknek volt szive. Kétségkiviil emiatt
is halt meg ilyen fiatalon. Volt benne szellem és kdzony is. Szegényen végezte eqy fénylizd
lakdsban, amit a hitelez6i foglaltak le. Velesziiletett kellemnek volt birtokdban, jo izléssel dl-
tozkaddtt, méltasdggal, szinte nemesi madon jdrt. Olykor azt hitték réla, hogy arisztokrata.”
(ifj. Alexandre Dumas, 1867)

LA boldogtalan! Magdnyra volt sziksége... mindig kdrilvette valaki. Csendre volt sziiksége...

vég és sziinet nélkil ugyanazokat a szavakat sugtdk faradt filébe. Nyugalmat akart! Bélokba

és a témegek kaze vitték. Szeretetre vagyott! ... Azt mondtak neki, hogy szép. Ellendllds nélkdl
adta meg magdt ennek a forgatagnak, ami elemésztette. Micsoda fiatalsdg!”

(Jules Janin iré-kritikus eldszava

A kamélids hélgy harmadik kiaddsdhoz)
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A.D.

Ifj. Alexandre Dumas-ban és Marie Duplessis-ben két dolog bizonyosan kozds volt:
mindkettejiknek hanyattatott volt a gyermekkora, és bizonyos értelemben mindket-
ten a tarsadalom perifériajan él6, torvényen kivili embernek érezték magukat: Marie
azert, mert kurtizan volt, a fiatal Dumas pedig azért, mert gyermekkoraban évekig
fatty(keént tartottak szamon. (Ez a kettdsséq és kirekesztettség meghatarozd élmény
volt az ir6 szdmara: egész életében rendkiviil érzékeny volt a tarsadalmi és szacialis
problémakra, amelyek tobb mivében is kozponti témava valtak.?)

Dumas szerelemgyerekként, avagy - kevésbé romantikusan fogalmazva - torvényte-
len gyerekkent j6tt a vilagra, akit 7 éves koraig nem ismert el az apja, ezért addig a kis
Alexandre vidéken nevelkedett, nagy szegénységben. 1831-ben azonban - amikorra
id. Dumas-nak sikerilt hirnevet szereznie és egzisztenciat teremtenie -, fiat sajat
nevere vette, anyjatol elszakitotta, és a lehetd legjobb bentlakésos iskolakban nevel-
tette. Apja vezette be 6t az el6keld parizsi korokbe is. A ,nagy ird fia” 20 éves korara
nagyvilagi életet élt, és nemigen foglalkozott massal, mint addssagainak szaporita-
saval. 1844 Gszén szeretett bele az elragadd, am tlontdl ,draga” Marie Duplessis-be,
aki miatt tovabbi adgéssagokba verte magat. 1845. augusztus 30-an kénytelen volt
szakitani a kurtizannal:

Drdga Marie-m,
Nem vagyok sem oly gazdag, hogy dgy szerethessem magdt, ahogy szeretném, sem pedig
oly szegény, hogy Ugy szerethessen, ahogy On szeretné. Feledjik hat mindkettét - On egy
nevet, amely az On szdmdra bizonnyal tobbé-kevéshé kizémbds, és én egy boldogsdgot,
amely a szamomra elérhetetlenné vdlt.
Hasztalan mandanom, milyen szomort vagyok, hisz tudja jol, mennyire szeretem. Hdt
Isten vele. Onnek elég nagy a szive, hogy megértse levelem inditékdt, és elég okos ahhoz,
hogy megbacsdsson.

Ezer emlékkel,

A.D.

8 A szerelem gyermeke cim( drama 1858-bdl, A Clémenceau-tigy cim( regény 1867-hdl.

Ezutan hatarozta el, hogy irasbdl fogja fenntartani magat és rendezi anyagi helyzetét:
verseket, egyfelvonasos szindarabokat kezdett irni. Egy hosszabb kiilféldi Gtrél haza-
térve értesilt Marie halalhirérdl, ami rendkiviili hatéssal volt ra: a lany emléke ihlette
A kamélids hélgy cim(i regényét, amely az ifjabb Dumas egész életm(ivének legfontosabb
darabjava valt, és a fiatal irdnak valadi hirnevet hozott.

Dumas a narrator szerepébe helyezkedve meséli el a tiid6bajban elhunyt Marquerite
manogram Alexandre Dumas-éval egyezik meg, aregényben mégsem sajat szerelmének
torténetét meséli el a szerzg: A. D. alakja inkabb Edouard Perrégaux-éval azonosithato,
aki feltehetden az egyetlen férfi volt, akihez Marie-t igazan mély érzelmek fiizték.
Aregeny 1848 juliusaban jelent meg, és nagy visszhangot keltett: egyesek botranyosnak
talaltak, masok rajongtak érte. Tébb szinhazi szakember is noszogatta a fiatal szerzét,
hogy irjon szindarabot a regénybdl; Dumas 1849 nyaran el is készitette a szinpadi val-
tozatot, am a darab bemutatasa tobb mint két évig varatott magara a cenzlra miatt.
Vegl szinte napra pontosan Marie Duplessis halalanak 5. évfordulojan, 1852. februdr.
2-4n kertilt sor az 6tfelvonasos darab dsbemutatdjara a parizsi Théatre du Vaudeville-
ben. Majusig mintegy szaz eldadast ért meg a szinm els szériaja, amelyek egyikén eqy
olasz zeneszerzd is a néz6k kozott dilt...



Pasztircsak Polina, Kelemen Zoltan



Serban Vasile, Boncsér Gergely

Eqgy kurtizan és eqy
komponista talalkozasa

Giuseppe Verdi 1851 szeptemberétdl 1852 marciusaig Parizsban tartozkodott; és ottléte
alatt megtekintette A kamélids hdlgy szinpadi valtozatat is a Théétre du Vaudeville-ben.
Az érzékeny lelki olasz zeneszerz6t ket okbdl is megérintette a francia kurtizan tragédia-
ja: egyrészt fiatalon elhunyt els6 felesége, masrészt akkori tarsa miatt.

Verdit els6 nagy szerelmet, Margherita Barezzit 18 évesen jegyezte el, majd ot ev jegyesség
utan, 1836-ban vette feleséqil. Két gyermekilk sziiletett, am a hazaspar boldogsaga nem
tartott sokaig: 1837-ben kislanyukat, 1838-ban kisfiukat vesztették el, 1840-ben pedig a
minddssze 26 éves Margherita is meghalt agyveldgyulladasban. Nem csoda, ha a halalos
beteg, raadasul ugyanazt a keresztnevet viseld Marguerite Gautier tragikus torténete elsg
nagy szerelmének halalara emlékeztette a komponistat.

A masik meghatarozo asszony Verdi életében Giuseppina Strepponi, avagy ,Peppina” volt,
aki 1830-43 kozott elismert szopranénekesndként tobb Verdi-operaban is sikert aratott.
A zeneszerzGvel 1839 dszén ismerkedtek meg az Oberto® kapcsan, majd a Nabucco parmai
bemutatasakor, 1843 tavaszan is egyiitt dolgoztak. (Egyes forrdsok szerint mar innen
datalhato a szerelmiik.) Nem sokkal késdbb Strepponi hangja tonkrement: visszavonult,
1846 oktdberében pedig Parizsba koltozott, ahol énektanitassal foglalkozott, és hamar
bekertilt a fontosabb parizsi korokbe. (Tobb, mint valdszind, hogy Marie Duplessist is latta
még.) Verdi az 1847-48-as éveket javarészt Parizshan tltotte; ekkor talltak egymasra
Peppinaval, akivel csakhamar élettarsak lettek. Ezt a torvénytelen kapcsolatat azonban
hosszl éveken at elitélte és tamadta a kézvélemény: a XIX. szazadi olasz papai allamok-
ban az efféle egy(ittélest szabadsagvesztéssel biintették, Strepponi pedig mar egyébkent
is erkolcstelen nnek szamitott torvénytelen gyermekei, és eqy korabbi élettarsi viszo-
nya miatt, amelyet az iigynokével folytatott. (A parizsi nyugodt idgk utan Bussetdban
Strepponi egészen 1859-es hazasasagkotéstikig szenvedett az emberek megvetésétdl, és
nem kisérhette el parjat olyan eseményekre sem, mint A trubaddr, vagy éppen a Travia-
ta premierje.) Verdi volt apdsa és régi, szeretett partfogdja, Antonio Barezzi is fagyosan
fogadta a hirt, hogy volt veje egy kétes hird ndvel él egy fedél alatt. Verdi valaszlevelé-

9 Az Obertdt 1839. november 17-én mutattdk be a mildndi Scaldban.
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bél érz6dik, hogy mennyi bosszusagot okoztak neki az 6t éré tdmadasok: ,A hdzamban
él eqy szabad, fiiggetlen hélgy, aki hozzdm hasonldan szeret visszavonultan élni, és akkora
vagyon birtokosa, amelynek kszdnhetGen semmiben nem kell sziikséget szenvednie. Sem
neki, sem nekem nem kell szdmot adnunk senkinek a tetteinkrdl. Mdsrészrél pedig, ki tudja,
milyen kapcsolat van kozdttiink? Miféle viszony? Miféle kdtelék? (...) Akdrhogy is: a hdzamban
még nagyobb tisztelet kell megillesse dt, mint engem. (...) Ezzel a litdnidval csak azt kivanom
mondani, hagy kérem, hagyjak meg nekem a jogot arra, hogy szabadon azt tehessem, amit
akarok, hiszen minden férfinak joga van ehhez, és természetemnél fogva idegenkedem attdl,
hogy aszerint cselekedjek, ahogy mdsok jonak Idtjdk, és Onnek, aki lelke mélyéig oly j6 és
igazsdgos, akinek oly j6 szive van, ne hagyja magdt befolydsolni és meggydzni azok véleménye
dltal, akik - mondjuk ki! - régen orgonistdnak sem voltak hajlanddak elfogadni, és akik most
jogtalanul és fondk médon tdrgyaljdk ki @ magdnigyeimet.” (1852. janudr 2., Parizs)

Hiba volna azonban Strepponit Violettaval azonositani - maga Verdi bizonnyal sosem
tette volna ezt: Peppina - a multja ellenére - sok évnyi tiirelemmel, munkaval kivivta
maganak azt az altalanos elismerést, amire Verdi elsd szamU tandcsadojakent és tar-
saként megérdemelt.

A Traviata szuletése,
bukasa és diadala

Egy évvel a Rigoletto velencei sikere utan, 1852-ben a La Fenice felkérte Verdit egy
Uj opera megirasara: a szerzddes szerint 1853. marcius elejere kellett elkészilnie az
(j mlinek.

Verdi nekiallt témat keresni az Uj operahoz. A librettista Francesco Maria Piave,
a La Fenice iro-rendezdasszisztense lett, akivel Verdi mar dolgozott kordbban:
¢ irta az Ernani, a Macbeth és a Rigoletto szdvegét. (Es késdbb 6 lett a librettistaja a
Simon Boccanegrdnak és A végzet hatalmanak is.) A komponista kdzben nagy erdkkel
dolgozott a rémai Teatro Apollo szamara késziild Trubaduron, melynek 6sbemutatoja
1853 telére volt kitlizve, és ez jelentdsen hatraltatta is a La Fenicének igért opera el-
kész(ilését.

A mai napig rejtély, hogy milyen témat valasztott el6szdr a szerz6paros, de egy biztos: Pia-
ve 1852 dszén Verdi hazaban vendégeskedett, hogy az (j operan dolgozzanak. A librettista
egyik ez id6ben kelt levelében azt irta a La Fenice titkaranak, hogy mar szinte teljesen
elkésziilt a szdvegkonyvvel, amikor Verdi meggondolta magat és A kamélids hélgyet va-
lasztotta az (j opera alapjaul.” (A komponistatdl nem volt teljesen idegen a sziizsé, hiszen
korabban mar foglalkozott egyszer komolyabban a ,bukott né” témajaval: 1844 koril Vic-
tor Hugo Marion Delorme" cim(i 1828-as szindarabjat akarta megkomponalni, de ebbdl a
tervbdl végul nem lett semmi.) Piave tehat villdmgyorsan kidolgozta a Szerelem és haldl
munkacimen futd opera cselekményét, és hamar megirta a szovegkdnyvet is.

Verdi1853. januar 1-jén mar igy irt baratjanak, Cesare de Sanctisnak: ,Velencének A ka-
melias holgyet csindlom, aminek taldn a Traviata lesz a cime. Aktudlis téma. Mds taldn nem
irnd meg a kosztimdk, a kor”, és millié mds vacak akaddly miatt. £n a legnagyobb érémmel
irom. Mindenki kinevetett, amikor azt mondtam, hogy eqgy pdpost akarok szinpadra tenni, és
aztdn boldog voltam, hogy megirtam a Rigolettot.”

Atrubadur premierjét 1853. januar 19-re tiizték ki Romaban, és a bemutato korili munka-
latok nagyban hatraltattak a Traviata megirasat. Alig tébb mint egy hénappal a Traviata
bemutatdja el6tt Verdi igy irt Carlo Mazzarinak, a La Fenice igazgatojanak:

Crémone, 1853. janudr 30.
lgazgaté dr,
(..) Piave még nem végezte el az utalsd simitdsokat a Traviatdn; és abban, ami eddig elké-
szilt, akadnak hosszabb részek, amelyeken féld, hogy elalszik a kézénség, féként a vége
felé, amelyet egy kissé ,emelkedettebbé kell tenniink”, ha egy bizonyos hatdst el kivanunk
érni. Emiatt szeretném arra kérni a mélyen tisztelt vezetést, hogy Piavét szabaditsdk fel pdr
nap erejéig, hogy eljohessen hozzdm, és ezt a pdr részt elrendezziik. Nincs veszteni vald
iddnk. Biztositom a mélyen tisztelt vezetést arrdl, hogy minden télem telhetdt megteszek
azért, hogy jo hirnevemet megdrizzem és a szinhdz érdekeit szolgdljam.

Maradok dszinte hiviik,
Verdi

10 Sehol semmi nyoma azon opera librettdjanak vagy akar téméjanak, amin eredetileg dolgoztak. Egyes feltételezések
szerint nem is volt eredeti” téma - Piave csupan idét akart nyerni és egy kegyes hazugsaggal mentette ki magukat
a szinhaznl.

11 Marion Delorme a XVII. szézad egyik leghiresebb francia kurtizanja volt, aki 4llitélag Richelieu biboros szeretdje is volt.

12 Az akkori operai hagyomanyoktdl eltéréen Verdi sajat koraban, az 1853-as évek divatjanak megfeleld jelmezekkel
akarta el6adatni a Traviatét.
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Ebbdl is érezhetd, hogy a Traviata rohamtempdban késziilt. Verdi az 1853-as divat ru-
haiban akarta szinpadra vinni a Traviatdt, de a cenzlra miatt a XVII. szazadba kellett
helyezni a torténet vilagat. Raadasul Verdinek a direkcidval is meggydlt a baja: minden
makacssaga ellenére azt sem sikerdlt elérnie, hogy a piknikus testalkaltd Fanny Salvini-
Donatelli helyett az altala javasolt primadonna énekelje a cimszerepet -, és altalaban
véve elégedetlen volt a szereposztassal.

A Traviata premierjére szinte pontosan két évvel a Rigolettdeé utan, 1853. marcius 6-an
keriilt sor. Verdi par nappal a bemutato utan igy irt jobaratjanak, Emanuele Muzionak:
.A Traviata tegnap este megbukott. Az én hibdmbdl vagy az énekesekébdl? Az idé majd el-
ala Fenice kozdnsege. Ez anem éppen idealis szerepasztason kivil annak is betudhat6
volt, hogy a nézék értetlendl alltak Verdi Ujszer(i zenei formaival szemben. Legkoze-
lebb 1854. majus 6-an, szintén Velencében, de immar a Teatro San Benedettoban tliztek
mdsorra a Traviatdt, amit Verdi atdolgozott: a legfontosabb valtoztatasokat a Il. felvo-
nasban, Violetta és Alfredo duettjében eszkozolte. Az dtdolgozott md ekkor mar elsdpré
sikert aratott, de Olaszarszag mas allamaiban tovabbra is meggydlt a zeneszerzd baja a
cenzlraval, kivalt, hogy Olaszorszagban éppen akkor vezettek be stlyos szankcigkat a
prostitdcio visszaszoritasara, amikor a Traviata sikereket kezdett elérni az orszagban.
Julian Budden igy irt a szigord italiai cenzorok és Verdi harcarol a Traviata 1854-es romai
bemutatoja el6kesziileteinek kapcsan:

LA pdpai dllamban aprdlékosan megvizsgdltak minden egyes sort, nincs-e valami titkos,
felforgatd jelentése, akdr valldsi, akdr politikai szempontbdl. (...) A Sziciliai Kettds Kirdlysdg
cenzori szigora egészen abszurd méreteket Gltdtt.

(...} Amde ami 1848 eldtti csupdn Ndpolyra és Réméra vonatkozott, utdna kiterjedt az egész
félszigetre, és csak az Olasz Kirdlysdg kikidltdsa hozta el a boldog szabaduldst 1861-ben.
A Rigoletto cselekménye szerencsére sértetlendl kerdlt ki az osztrdk renddrséggel vi-
vott hasszl csatdbdl, csupdn a szinhelyet, a neveket meg a kort kellett megvdltoztatni
benne. Voltak azonban olyan vdrosok, ahol még ezeket a médositdsokat is kevesellték.
Leggyakrabban persze a Traviata esett dldozatul, és Verdi jogasan illette keserd szavak-
kal »a szenteskedd papokat, akik nem viselik el, ha szinpadon Idtjak, amit éjszakdnként
zdrt ajték mogatt mivelnek«. Ricordiék birtokdban van Piave szivegkdnyvének az a pél-
ddnya, amelyet az érsekség eqyik kanonokja »igazitott dt« az illemnek megfelelGen eqy
bolognai bemutatdra. A vdltoztatdsok egyenesen hajmeresztdk. Alfredo bordaldt ('Libiamao

nei lieti calici’) tul szabadosnak itélték, és teljesen dtirtdk. A »croce e delizia<® kifejezést
természetesen nem tirték meg, és »pena e delizia«-ra* cserélték ki. Ahol a szétagszdm
megnévekedett a modositdssal, ott beszurtak egy hangot. Verdi joggal hdborgott kiadéjd-
nak, mondvdn, hagy amikor bizonyos szinhdzak bemutatjdk darabjait, a cim ald nyugodtan
kinyomtathatndk: Szévegét és zenéjét irta Don... és ide a cenzor nevét jegyezhetnék.”
Verdiigy irt a torténtekrél Luccardinak:

LA cenzor ténkretette a drdma Iényegét. Violettdbdl tiszta és drtatlan nét csindlt. Ezer hdla!
Ezdltal tonkretette az dsszes szitudcidt és karaktert. Egy szajha mindig szajha kell maradjon!
Ha a nap éjjel siitne, nem lenne tabbé éjszaka. Magyardn: nem értettek az egészbdl semmit!”
A cenzorok a cimet Violettdra véltoztattak, a cimszerepl6b6l egy gazdag arvat kreéltak,
és cabalettddjanak (Sempre libera) szovegét is megvaltoztattak.

Am hiaba a szigort cenzori intézkedések, a Traviata csakhamar killfldon is hodito Gtra
indult. Parizshan 1856. december 6-an mutattak be a Théatre Italienben. Budapesten
1857. november 10-én lathatta el6szor az akkori Nemzeti Szinhaz kézonsége Szigligeti
Ede rendezéseben és Erkel Ferenc dirigalasaban. Azdta csak Budapesten kozel ezerszer
adtak eld, és maig a legnepszer(ibb, leggyakrabban musorra tizott operaként tartjak
szamon a vilag minden tajan.

A bukasbol felemelked0 angyal

A Rigoletto (1851) és A trubadur (1852) mellett a Traviata az un. ,trilogia popolare’, azaz a
.népszerd trildgia” eqyik darabja, ami a kezdeti sikerek (Nabucco, Lombardok, Ernani, és a
Macbeth elsg valtozata) utan egy Ujabb korszakot jeldlt, melynek soran a szerz (j témak,
zenei formak felé fordult. A harom opera hdsei mind valamiféle kisebbséget képviselnek:
Rigoletto, a papos udvari bolond, A trubadir megbélyegzett cigany féhdse (Azucena) és a
Traviata boldogtalan kurtizanja mind a tarsadalom perifériajara sodort alakok.

Verdi és Piave felismerték A kamélids hélgy szinpadi véltozatanak remek dramai hely-
zeteit, és a librettd irasakor javarészt megdrizték Dumas darabjanak szerkezetét; a

13 ,croce e delizia": kereszt és gyonydriiség”
14 ,pena e delizia" kin és gyonydriiség”
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szinmd II. felvonasat azonban elhagytak, a lll. és IV. felvonas pedig az opera Il. felvona-
sanak 1. és 2. jelenete lett. (Nem véletlen, hogy az embernek sokszor az az érzése tamad:
nem harom-, hanem négyfelvonasos operaval van dolga...) Az atdolgozas soran a szin-
darabbdl kiveszett valamelyest a regény meghitt hangulata, és a sodrobb cselekményd,
frivalabb melodramaban nagyabb hangsulyt kapott a tarsadalmi és moralis fesziltsé-
gek abrazolasa. Verdinek azanban remek érzékkel sikeriilt atmentenie az operaba a
regény bensdseges hangulatat: a tarsadalmi drama helyett a fészerepl6k tragédiaja iz-
gatta - az aktudlis helyett az érékérvényd érdekelte. A komponista jol ismerte a felszines
parizsi szalonok nylizsgését és az élvezeteket hajszolok témegébe olvadé emberek ma-
ganyossagat, boldogtalansagat is. £z a kontraszt sugallhatta az opera zenei karakterét
is. Verdi tartotta magat a hagyomanyos, olasz ,zart szamos” komponalas alapelveihez,
mégis Ujfajtairanyba indult el: a formak nagy része mar egymasba oldadik, a régi tipusu
recitativok helyett hajlékonyabb, dramaibb erejli parbeszédeket hallunk, a tarsalgasi to-
nus pedig lirai tetdpontokkal valtakozik. A zenei formak és a zenekar mar folyamatosan
a szerepl6k érzelmi, pszicholdgiai rezdiiléseit kdvetik és festik ala.

A darab legelején az operairodalom egyik legszebb eldjatéka csendil fel, melynek elsd
hangjai gy szdlalnak meg, akar Verdi késdbbi Requiemjének els6 taktusai: mint amikor
az ember nagy sokara, suttogva meri csak megtorni a csendet azutan, hogy valaki meg-
halt. A szivszoritd eljaték utan hatalmas valtassal rogton a pezsgémamoros, onfeledt
mulatsagba csoppenlink: az |. felvonast szinte végig a parizsi keringdk Gtemes lejtése
kiséri, mintha csak a szomszédos terembdl szdrddne at a bali muzsika, amelynek sz6-
vete azigazan kivételes pillanatokban valt csak karaktert, mint példaul Alfredo szerelmi
vallomasakor ('Un di felice, eterea’), vagy Violetta elgondalkodo, vivodo, majd felszaba-
dult ariaja alatt (£ strano... Ah, forse lui... Sempre libera’). Verdi killandsen biiszke voltall.
felvonas 1. képeben Violetta és Germont nagy ivet bejaro, zart szamaos kettdsére, amely
egy folyamatos, nagy jelenetté ér dssze. A Il. felvonas bali képének ,ciganykorusa” és
matador-dala egyrészt szinezi, masrészt dramaturgiailag arnyalja a jelenetet, amely
egy hosszu fokozas végén eqgy dramai gran finaléban teljesedik ki. Visszaterlink - avagy
inkabb megérkeziink a prel(id f6 motivumahoz, hogy bevezesse az utolsé felvonasban
bekdvetkezo tragédiat, amely azonban Verdi muzsikajaban katarktikus magassagokba
emelkedik: Violetta megszabadul foldi szenvedesétél - a bukasbol a halal altal felemel-
kedik az angyal.

Nerdi adta A kamélids hélgynek a stilust, ami hidnyzott beldle.”
(Marcel Proust)
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Synopsis

Actl

After being forced by a grave lung ailment to temporarily withdraw from society life, Vio-
letta Valéry, the most glittering courtesan in all of Paris, is once again halding a ball at-
tended by Parisian bohemians, rich and prominent gentlemen as well as Violetta's doctor
and other courtesans, such as the popular Flora. Violetta is first seen at the side of her
patron, the wealthy Baron Douphol, but at the soirée she is introduced to the young
Alfredo Germont, who openly begins to court the woman. As it turns out, the young man
has been in love with Violetta for the past year. When Violetta starts to feel faint Alfredo
attempts, with unfeigned concern, to convince her to abandon her self-destructive way
of life and choose his love for her instead. Violetta is torn: can she give up this glittering
life which, despite being full of gaiety, is nevertheless empty, in order for the first time
to be truly loved and to love in return?

Actll

Three months later, Violetta and Alfredo are living happily in love with each other in the
countryside not far from Paris. The carefree rural life, however, does not come cheap,
and Violetta is covering expenses with money generated from selling her valuables.
Upon realising this, Alfredo is overcome with shame and rushes off to Paris to obtain
funds.

Violetta receives a letter from Flora inviting her to a ball that evening - but she’s not
planning to go. In Alfredo’s absence, an unexpected guest arrives: Giorgio Germont has
come in order to convince the woman to leave Alfredo, since carrying on a relationship
with a courtesan compromises the entire Germont family. Although Violetta is heartbro-
ken, she finally promises Germont that she will make this sacrifice for the family of the
man she loves. She only asks one thing: for Alfredo to be told the truth should she die.
Genuinely surprised and awed by the woman's generosity of spirit, the elder Germont
leaves the house. With a heavy heart, Violetta attempts to write a letter bidding farewell
to Alfredo, but he surprises her by returning before she can finish. The sobbing woman
embraces her beloved and then rushes off in a state of agitation. Still suspecting noth-
ing, Alfredo is soon brought Violetta's letter, in which she has broken off their relation-
ship. Giorgio Germont returns to console his devastated son, asking him to return to his
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family. Alfredo learns that Violetta has accepted the invitation to Flora’s ball that night
and believes that his beloved has left him for her old life and the baron. Blind with rage,
he swears revenge.

That same night, news reaches Flora’s masked ball that Violetta and Alfredo have bro-
ken up. The unexpectedly appearing man confirms the rumour himself. Violetta also
arrives, on the arm of the baron, and Alfredo starts to aim provocative comments at
the aggrieved baron, who calls the young Germont out to a “duel” of high-stakes gam-
bling. As Alfredo wins more and more, the tension continues to grow. Flora summons the
guests to supper, giving Violetta a chance to talk privately with Alfredo. She asks him to
leave the soirée, fearing that the situation between Alfredo and the baron will anly grow
worse. The unhappy young man asks his beloved to come back to him, but Violetta keep-
ing the promise she made to the elder Germont lies to Alfredo that she loves the baron.
The young man humiliates Violetta in front of the entire company.

Actlil

Violetta is dying. Only her servant, Annina, and the doctor have remained with her. Waft-
ing into her room is the cheerful noise of the Paris Carnival. Violetta thinks of her love
and with a pained heart bids farewell to life. Suddenly, an unexpected visitor arrives. Itis
Alfredo, whose father has finally told him the entire truth. Violetta happily embraces the
man she adores, but then collapses exhausted back into the bed. The elder Germont also
arrives on his son's heels to express his gratitude to the noble-spirited woman. However,
they have arrived too late: Violetta dies in the arms of her love.
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Who has more of
aright to love?

An interview with stage director Ferenc Anger

La traviata poses a true challenge for any director, since it is indisput-
ably one of the most popular works in the operatic literature, and nearly
everybody has a certain preconception of it from Zeffirelli’s film version,
or from the many classic performances, or even from one of the famous
modern productions of recent years. What path did you start down when
you began thinking about the world of this new production?

The popularity of La traviata is simultaneously both a curse and a blessing, since the
opera draws incredible crowds, although most of the peaple inevitably are sitting there
in the auditorium with some kind of expectation, and this makes it difficult to success-
fully explore the deeper layers of the work in a production. Unlike most operas, the
opera contains relatively few references to the era in which it takes place, which means
that Verdi and Piave left directors with a great deal of freedom. La traviata lends itself
to modernisation - but this, however, is a trap. This opera is a chamber piece taking
place in a miniature reality, which therefore tends to lead creatars of a praduction in the
direction of simple solutions. If the set and the drama are merely a period genre scene,
or even a modern one, then it is easy to overlook the substance, soul and poetry of the
work. This is why Gergely Zoldy Z, the set designer, and | tried hard to avoid creating
an obviously period or modern, or even excessively realistic, world - and instead at-
tempted to succeed in creating a space that can help convey the deeper message and
atmosphere of the piece.

This is how we ended up with a streamlined and simple, yet still timeless, set with mod-
ern notes, which we hope will help relay the symbolism and poetry of the music and
the text. All four scenes unfold in practically “empty space”, which we divided into an
external, higher part and an internal, lower one; the glass walls that separate them are
dark in some places and transparent in others - thereby allowing the emational world of
the main character to be presented with more nuance. We strived, in this fundamentally
empty and clean space, to use as few implements (furniture, props) as possible, and to
try to sneak in the opera’s symbolism using every day, functional items. This is how we
came up with the cloud motif, which appears on the sofas, the pillow and covers and on
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one of Violetta's dresses, and which is intended to symbolise notions related to heaven
(happiness, angels, death).

Ina similar fashion, the cracked floor pattern of the desert of Parisian “collective loneli-
ness” is reflected an the costume of the fragile, withering and eventually heartbroken
Violetta. We attempted to show how many functions a piece of furniture can perform:
the oversized sofa is not simply a contrivance for sitting on at balls; it is also a nuptial
bed, as well as a sickbed and a deathbed, in which - just as in the Parisian crowd - a
person can almost disappear. The flower motif is also pronounced: Dumas's “camellia” is
not reflected literally in Verdi - at the textual level it only appears as “flower”. We chose
the most universal flower of love: the red rose.

La traviata is an opera that condenses enormous dramatic situations. | also wanted to
slightly counterpoint the work's often excessively pathetic edge by weaving in some
banal, almost comical, elements - just like happens so often in life too: at dramatic
moments, often some comical, incongruous element pops up. For example, by having,
all the while Germont is attempting to convince Violetta to leave Alfredo, a servant
outside cleaning the window. With these comic elements, | was trying to reinforce, not
weaken, the dramatic effect.

What is your take on the love between Violetta and Alfredo?

It is an interesting decision on the part of the author that we never see the two lovers
in their moments of happiness. In Act |, the “Encounter” takes place, which at the start
of Act Il isimmediately replaced by the problems of a three-month-old relationship. For
me, the most exciting thing in this love affair is that in their perfidious society, such a
love would not have been allowed to exist: they can pursue a relationship, but they may
not fall in love. Violetta and Alfredo, therefore, depart from “norms”, and the “normal”
becomes “abnormal”.

The question arises: what then is considered acceptable? What love? And on what basis is
one love purer and worthier than another? This is ane reason | put Alfredo’s younger sister
in the scene in Act II. (This is not an invention of mine; other directors have used this idea
before.) What | wanted was to erode stereotypes. Who has mare of a right to happiness?
A fallen woman or a virtuous one? A beautiful person or an ugly one? A poor one or a rich
one? Young or old? Who has the right to make this decision? Does the elderly Germont have
the right to do this? Does Violetta have the right ta deprive Alfredo of his happiness? Can
we fault Alfredo when he publicly humiliates the woman he loves, because he believes that
she left him for money? Can we fault Germont for asking Violetta to make such a great
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sacrifice? In this piece, nobody is bad or good. Each character has their own set of values
and their own truth. My aim was for people to be able to think about what the motivation for
each of the characters is, and what passions and emations drive them in a given situation.

It was the practice in Verdi’s time to incorporate a ballet interlude into
operas. There is even one in La traviata: in Act ll, at the ball held by Flora,
which frequently causes headaches for directors, since the fortune-tell-
ing gypsies and the ballad of the matadors stick out somewhat from the
fabric of the drama.

There are two ball scenes in La traviata, which in my view are extremely different from
each other, and it is precisely the dance interlude that gave the key for this. In most
productions, Florais portrayed as Violetta's warm-hearted girlfriend, but in my reading
her character is more complex than this. Violetta has no friends. Of those whom she
believes ta be her friends, no one stands by her side when she is in trouble. Flora herself
isa courtesan, and what's mare, almost more popular than the frequently ailing Violetta.
The relationship between the two women appears to be a warm one, but in reality, they
are rivals to each other.

At the start of the opera, the guests arriving late for Violetta's ball make an excuse:
"We were playing cards at Flora's’, meaning that one could have more fun over there. |
wanted to show this differently in Act Il, at the ball held at Flora's. At Violetta's party,
only one thing interested the guest: that after a long sickness, the woman was hosting
company again for the first time. Violetta is dying; everyone knows this. What they are
curious about is what kind of state the beautiful courtesan is in. One is avercome by
the feeling that there is some kind of disaster tourism taking place in the first act. ("And
you'll join our revelry too?" the guests ask their hostess provocatively.)

At Flora's ball, however, something more interesting has to happen. For me, what came
to mind were those perplexing private parties where the hosts invite artists from the
performing and fine arts in order to entertain and impress their guests. That's how it
was then, and that's how it is now. That's where | got the idea that the subject of the
masqueraders’ ballet should be a strange paraphrase of the fairy tale of Snow White,
which in a perverse way fits somewhat with Violetta's story: bath characters are si-
multaneously confronted with both the idealized love of a beautiful girl and death. The
extravagant parties also gave me the idea of having the opening of a bizarre exhibition
tale place at Flora's party: the exhibited object is an enormous pelvic bone, and the
guests are also wearing smaller replicas of it as head ornaments.

The pelvic bane, similarly to the skull, is a symbol of death; however, while the latter
refers to the human intellect, the former is associated with sex and sexuality. In this
production, this object became symbolic of this depraved society of the demi-monde
intelligentsia, which includes writers and doctors just as it does worldly young men and
courtesans. Once again, after a long time away, Violetta is making her debut in society,
and this time too, the gossip-hungry crowd is eyeing her eagerly, since they have heard
that she has broken up with Alfredo and has taken up with the baron again. When Violet-
taenters, she is received by skeletal-looking people and offered a spot on a glass coffin.
With these effects, | wanted to convey the complex psychological state that Violetta is
in at this ball: the feverish delirium of iliness, the kiss of death, the struggle and despair
that are finally followed by public humiliation.

The ever so popular theme
of the fallen woman

“See how admirably Madame du Barry was suited to the eighteenth century, Ninon de
I'Enclos to the seventeenth, Marion Delorme to the sixteenth, Imperia to the fifteenth, Flora
to Republican Rome, which she made her heir, and which paid off the public debt with
her fortune! What would Horace be without Lydia, Tibullus without Delia, Catullus without
Lesbia, Propertius without Cynthia, Demetrius without Lamia, who is his glory at this day?”

(Honoré de Balzac, Scenes from a Courtesan’s Life.
Part One: How Do Bad Girls Love?

La traviata: the lost woman, or the woman who has strayed from the right path. Ever
since antiquity, this has been a popular and recurring theme in life and literature alike -
and one must admit that this remains so to this day. The route led from the medieval Ro-
man de la Rose of Jean de Meung (ca. 1240-ca. 1305) through the sultry ballads of Villon
(1431-1463), the Abbé Prévost's Manon Lescaut, published in 1728, and the writings of the
Marquis de Sade (1740-1814) to the 19th century, with Victor Hugo's play Marion Delorme



(1828), Eugene Sue's novel Les Mystéres de Paris (1842) and Balzac's Splendeurs et miséres
des courtisanes (1842), as well as the verses of 19th century French poets, literary depic-
tions of women who strayed from the correct path became practically fashionable. One
of the novels that provoked the most debate and became incredibly popular, La Dame
aux camélias, was written by Alexandre Dumas, fils in 1848. It was followed by the pub-
lication of Flaubert's Madame Bovary (1856), Hugo's Les Misérables (1862) and Zola's Nana
(1880). But what was it that really made this theme a “hit” in the 19th century - and how
did interest in sacially sensitive works become so great?

In the 1840s and '50s, there existed a segment of society that Alexandre Dumas dubbed
the demi-monde, whose members were renowned for their libertine lifestyles and loose
morals, and who imitated the habits and lifestyles of the loftiest circles - usually without
having the necessary requirements (such as rank or money) at their disposal. Often ap-
pearing among its members were persons of ill repute and courtesans, with prostitution
and gambling (among other vices) flourishing among these circles. The “gap” between
the demi-mande’ and the "beau mande”, however, was a lie and hypocrisy. It was almost
universally an accepted and open secret that most men kept a lover, with whom, never-
theless, they were forbidden from falling in love. Those little traviatas - those girls who
lost their virginity before matrimony, whom society cast out - however, found no means
for survival other than selling their bodies. If they were lucky, they could fight their way
up the ladder of rank, rising from being a little grisette? to the status of lorette’ or lionne*,
or being an actress or a “petit rat” of the ballet, all the way up to the very top of the
hierarchy: the grande horizontale®. Those prostitutes who managed to wrestle their way
into the circles of the demi monde were not after a husband or love, but instead were
seeking maney, a life of glamour and expensive gifts, and they only remained faithful to
their lovers for as long as their interests were aligned.

“What was key was that, regardless of their origin or past, the police (except in extraor-
dinary circumstances) did not bother them, since their illustrious male patrons provided
them with protection. [t was also a general rule that they never joined up with other women,

1 demi-mande (French): ‘half-world". The phrase was coined by Alexandre Dumas, fils: it was the title of one of his
plays of 1855.

2 grisette: a working-class woman (e.g. a seamstress) who occasionally had “paying guests”
3 lorette: a prostitude who gained her livelihood almost exclusively from prostitution
4 lionne: a courtesan maintained by a single man

5 grande horizontale: an elegant and expensive courtesan from the "higher classes’, whose lovers/patrons were
men of high position

but instead lived in their own apartments - which was the most typical arrangement - or in
their own separate palaces - which were afforded only to the grandest among them. Their
clients were exclusively rich men: foreign aristocrats, magnates of French finance and
industry, members of the Parisian ‘good’ bourgeoisie, and wealthy rural landowners. These
gallant women never resorted to the method of recruiting their patrans on the street. They
only offered themselves to those whom they liked, meaning that they reserved the right to
choose - and schedule their daily life, since they often maintained several lovers, dividing
their days and nights among them. Outside of Paris, they were found only in large provincial
cities and in holiday resorts and spas. (...) Some of them had become déclassée: victims of
some scandal or another, divorcées, or left by their husbands or lovers. Other types were
represented by the merry widows and rich foreign women. Meaning that most of them did
not originate from the people, but from the lower ‘petit’ bourgeoisie.” The women of the Pa-
risian demi-mande lived a unique lifestyle. They were partial to the palaces built along the
Avenue de Villiers, the Place de I'¢taile and the Trocadéra, but also might settle for a more
modest apartmentin one of the mare fashionable districts. Wherever they lived, they made
every effort to make sure it was among the most conspicuously luxurious circumstances
possible. They got out of bed very late, surrounded by large staffs of servants. They were
unlikely to leave the house before four in the afternoon. After their coachmen produced
their glittering carriage, they would have themselves driven to the Bois de Boulogne, the
city's beloved park, to see a horse race or take part in the opening of some exhibition. In
the evenings, they went to the theatre, and were chiefly attracted by premieres. The visits
to cultural events were a necessity, since enriching their education by acquiring new learn-
ing and information which would pay dividends at the late-evening and night-time suppers,
or more precisely when making small talk in restaurants or with their beaux.”

The finest families would ostracise other families if one of their members associated with
such a woman.

Paris was full of illegitimate children, unmarried mathers, debtors, usurers and criminals,
while the great bulk of saciety only had its own hypocrisy to thank for these sociological
anomalies and problems. The writers of the age were attempting to draw attention to this.

6 Sandor Vadasz, Prostitutes of Paris. In: Rubicon. 1998/7.
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Hommage a Marie Duplessis

“Paris is corrupt to the core. Everything is erased in the face of an incident which is far
maore important, the romantic death of one of the glories of the demimande, the beautiful,
the famous Marie Duplessis.”

(Charles Dickens)

Alphonsine Plessis was born in a village in Normandy and was brought up under difficult
circumstances: her mother was forced to abandon the family because of her husband's
brutality, and legend has it that the father was ready to sell the young and pretty Alphon-
sine to Gypsies or wealthy elderly gentlemen. The girl moved to Paris when she was about
14 and worked as a maidservant to avoid starving. Here begins the story of the “pretty
woman” of the era of Louis Philippe I: Alphonsine scaled the ladder of coquettes of her day,
and eventually made herself into a true grande horizontale. She was 16 when a restaurateur
from the Palais Royal noticed her, provided her with accommodations, food and clothes
and occasionally took the strikingly beautiful girl with him to sacial events. It was at one
of these balls that the fair-skinned, raven-haired and slender girl caught the eye of Count
Agénor de Guiche, who became her first serious lover and patron. The young lass who
grew up in deep poverty in Normandy was soon an elegant courtesan, able to both read
and write and well-versed in the arts and political issues as well, and now known to all of
Paris as Marie Duplessis. Marie swiftly became the queen of the demi-mande, her salon
was attended by the celebrities of the era and even virtuous and elegant ladies stared at
her curiously as she rode past in her coach along the Champs-Elysées each afternoon.

Count Guiche was followed by increasingly wealthy lovers. Playing key roles in her life
among them were Edouard Perrégaux’, with whom she shared a genuine love, and the
elderly Count Stackelberg, whom Marie reminded of his own daughter, who herself had
died of consumption. He - more as a patron than a lover - covered most of the courtesan’s
expenses. (The luxurious lifestyle - horses, coaches, clothes, jewellery, theatre, dinners,
halls, gambling, and the like - required about 100,000 gold francs annually.) Marie rarely got
up before 2 pm; in the afternoon she rode in her coach to the Bois de Boulogne, and then
in the evening usually appeared in the box of the city’s theatres before going on to enjoy
revelries lasting until daybreak. Alexandre Dumas, fils was introduced to her at a soirée at

7 In fact, he was the model for the character of Armand Duval in the warks of Dumas, fils.
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the Théatre de Variétes in September 1844, and they soon began an affair. Their relation-
ship lasted less than a year, because even though the 20-year-old, whose life revolved pri-
marily around amusement, was not in a financial position to meet Marie's expectations, he
was pathologically jealous of the girl's ather lovers. One of Mademoiselle Duplessis's other
famous lovers, both concurrently and subsequently with the younger Dumas, was Ferenc
Liszt(1811-1886), who later said the following about the enchanting courtesan: “When | think
of poor Marie Duplessis, a mysterious chord sounds in my heart, as if from some old elegy.” In
February 1846, Marie married Perrégaux in England (the marriage was not valid in France),
but as soon as they returned to Paris, they separated because of Perrégaux’s father. Marie
then wanted to join Liszt on his piano concert tour, but Liszt ceased communicating with
the girl, who was already gravely ill, in the spring of 1846. Marie had first showed the symp-
toms of consumption when she was 18, and although they diminished temporarily during a
trip to Germany, they later returned, and she started to suffer from them again as soon as
she resumed her revelrous and exhausting lifestyle. The best doctars of Paris treated her,
but to no avail. She appeared socially for the last time in January 1847. All of her wealthy
lovers and bohemian friends had abandoned her, one after the other, and only her faithful
servant, Clothilde, stood by her at the end. Marie Duplessis, who over the course of her
seven-year career had become the best-known public personality in the French capital,
died on 3 February 1847 (at the age of 23). Her death was the talk of Paris for three full days,
when ordinary celebrities were only afforded one.

“She was one of the last, exceptional courtesans to have a heart. There is no doubt that this is why
she died sa young. There was both spirit and indifference in her. She ended her life in paverty, in
a luxurious flat seized by her debtors. She had an inherent kindness, she dressed with good taste
and dignity and walked in an almast noble fashion. Sometimes people took her for an aristocrat.”

(Alexandre Dumas, fils, 1867)

“Such an unhappy person! She needed solitude (...) and yet she was always surrounded by

others. She needed silence... and yet the same words were whispered incessantly into her

tired ears. She wanted tranquillity! Yet she was taken to balls and into crowds. She yearned for

love!(...) They told her she was beautiful. She surrendered herself without resistance to this
whirlwind, which consumed her. What a youth!”

(Writer and critic Jules Janin's preface to the third edition of

The Lady of the Camellias)

Zajkas Boldizsar, Kolonits Klara




A.D.

Alexandre Dumas, fils and Marie Duplessis shared two common experiences: both had
suffered through a troubled childhood and, in a way, they both felt themselves to be
outcasts on the periphery of society. Marie because she was a courtesan, and the young
Dumas because he had been considered an illegitimate son for much of his childhood.
(This duality and sense of exclusion were crucial experiences for the writer: all his life
he was particularly sensitive to social issues, which were central themes in many of his
works.?)

Dumas was born as a love child - or, to put it in a less romantic way - a bastard, and as
his father did not recognise him until he was 7, the young Alexandre was brought up in
the countryside in deep poverty. However, in 1831, after establishing both his fame and
his livelihood, Dumas pére recognised his son, took him from his mather and had him
educated in the best boarding schools available. His father also introduced him to Paris-
ian high society. Thus, by the time he was 20, the “son of the great writer” was already
living the life of a man of the world and was nat doing much else besides running up
debts. He fell in love with the charming but excessively “costly” Marie Duplessis, which
led to his falling even further into debt. He was forced to break up with the courtesan
on 30 August 1845:

My dear Marie,
I'am not rich enough ta love you the way | would want to nor poor enough to be loved the
way you would want it. Let us therefore forget, both of us - you a name that must be almost
indifferent to you - me a happiness that is becoming impossible for me.
It is pointless telling you how sad | am because you know already how much I love you.
Farewell therefore. You have too much heart not to understand the reason for my letter, and
too great a spirit not to forgive me for it.

With a thousand memories

A.D.

8 Such as his 1858 play Le Fils naturel and his 1867 novel L'Affaire Clemenceau.

It was then when he decided to support himself by writing and to settle his financial
situation: he began to write poems and one-act plays. He heard about Marie’s death
upon returning from an extended journey abroad, and this had an extraordinary impact
on him: his memaries of the girl inspired his novel La Dame aux Camélias (The Lady of
the Camellias), the most important work of his entire career, which brought real fame
to the young writer.

Placing himself in the role of the narrator, Dumas relates the tragedy of Marguerite
Gautier, who dies of consumption and is mourned by her true love, a certain Armand
Duval. Although the initials “A. D." match the author’s own, the author does not tell the
story of his own love affair: this A. D. is instead identifiable as Edouard Perrégaux, the
only man for whom Marie ever felt truly deep emations.

The novel was published in June 1848, and it provoked a tremendous response: al-
though some found it scandalous, others were smitten by it. Several authorities from
the theatre world urged the young author to write a play based on the novel. Dumas
created the stage adaptation in the summer of 1849, but the censors ensured that the
premiere would not take place until more than two years later. The premiere of the
play in five acts was eventually held at the Théatre du Vaudeville in Paris on 2 February
1852, very close to the fifth anniversary of the death of Marie Duplessis. The first run
of the play enjoyed nearly a hundred performances by May of that year, one of which
was attended by a certain Italian composer...
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An encounter between a
courtesan and a composer

Between September 1851and March 1852, Giuseppe Verdi was living in Paris, and dur-
ing that time he saw the stage play version of La Dame aux Camélias at the Théatre
du Vaudeville.® The Italian composer, who had a very sensitive soul, was touched by
the tragedy of the French courtesan for two reasons: firstly, because of his own first
wife's premature death, and secondly, because of his current romantic relationship.
Verdi was 18 when he became engaged to his first great love, Margherita Barezzi, and he
married her five years later, in 1836. They had two children, but the couple’s happiness
did not last long: they lost their daughter in 1837 and then their son the next year. Then
Margherita herself died of encephalitis at the age of 26 in 1840. It is not surprising that the
tragic story of the fatally ill Marguerite Gautier, wha shared the same first name as his first
great love, reminded the composer of his wife’s death.

The other key woman in Verdi's life was Giuseppina Streppani, also known as “Pep-
pina’, who appeared as a successful soprano in many of Verdi's operas from 1830
until 1843. The composer met her in the autumn of 1839 while rehearsing Oberto®,
and they worked together on the premiere of Nabucco in Parma in the spring of 1843.
(Some sources date their love from this period.) Before long, Strepponi's voice had
deteriorated to the point where she could no longer sing: she retired and, in November
of 1846, maoved to Paris, where she gave voice lessons and was soon admitted into
the more important circles of the city's life. (It is more than likely that she would have
seen Marie Duplessis there.) Verdi spent most of 1847 and 1848 in Paris; he and Peppina
met there and soon began living together. This unlawful relationship was condemned
and attacked in public opinion for many years: in the Papal States in 19th century
Italy, such cohabitation was punishable by imprisonment, and Strepponi was already
regarded as an immoral woman because of her illegitimate children and for previ-
ously living together with her impresario. (After the placid years in Paris, Strepponi
was forced to suffer popular condemnation in Busseto before they got married in

9 The first run of the play lasted from 2 February 1852 to May 1852, with about 100 performances.
10 Oberto was premiered on 17 November 1839 at La Scala in Milan.
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1859, and she was not allowed to escort her partner to such events as the premieres
of Il trovatore and La traviata.) Even Verdi's former father-in-law, his beloved patron
Antonio Barezzi, reacted coldly to the news that his son-in-law was living together
with a woman with a questionable reputation. Verdi's reply shows how much the at-
tacks troubled him: “In my house there lives a lady, free, independent, a lover like myself
of solitude, possessing a fortune that shelters her from all need. Neither I, nor she owes
to anyone at all account of our actions. On the other hand, who knows what relationship
exists between us? What affairs? What ties?(...) | will say this, however: in my house she is
entitled to as much respect as myself. (...) With this long rigmarole, | mean to say no more
than that | demand liberty of action for myself, because all men have a right to it, and
because | am by nature averse to acting according to other people’s ideas, and that you,
who at heart are so goad, so just and so generous, should nat let yourself be influenced,
and not absorb the ideas of a town which - it must be said! - in time past did not consider
me worthy to be its organist, and now complains, wrongly and perversely, about my ac-
tions and affairs.”(Paris, 2 January 1852)

It would, however, be a mistake to identify Strepponi with Violetta - Verdi himself
would probably never have done so: in spite of her past, through her patience and
hard work of many years, Peppina eventually gained for herself the general recagni-
tion that she deserved as Verdi's principal advisor, secretary and partner.
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The conception, failure and
triumph of La traviata

A year after the success of Rigoletto in Venice, in 1852, La Fenice commissioned Verdi
to compose a new opera: according to the contract, the new work was to be completed
by early March 1853.

Verdi set himself to searching for a subject for the new opera. His librettist was Franc-
esco Maria Piave, writer and assistant director at La Fenice, who had worked for Verdi
earlier, writing the librettos for Ernani, Macbeth and Rigoletto. (Later he would also write
the librettos to Simon Boccanegra and La forza del destino.) In the meantime, the com-
poser was working hard on [l trovatore for the Teatro Apollo in Rome, and as its premiere
was scheduled for the winter of 1853, this significantly delayed the completion of the
opera he had promised to La Fenice.

While it remains a mystery what subject the two authors chose initially, ane thing is cer-
tain: Piave was staying in Verdi's house in the autumn of 1852 to work on the new opera.
In a letter written during this period, the librettist wrate to the secretary of La Fenice
that he had almost finished the libretto when Verdi changed his mind and chose La Dame
aux Camélias as the basis for the new opera.” (The story was not completely new to the
composer, as he had already dealt with the theme of “the fallen woman” extensively:
around 1844 he had wanted to set Victor Hugo's 1828 play Marion Delorme” to music,
but this plan was never implemented.) Piave swiftly drafted the plot of the opera with
the working title Love and Death, and soon the libretto was finished. On 1January 1853,
Verdi wrote the following to his friend Cesare de Sanctis: “For Venice I'm doing La Dame
aux Camelias which will probably be called’La traviata'. A subject for our awn age! Another
composer wouldn't have done it because of the costumes, the period” and a thousand
other silly scruples. But I'm writing it with the greatest of pleasure. Everyone cried out at

T No trace has ever been found either of the opera, its libretto, or even the subject they had been working on
originally. Some suspect that there was no “original” subject - Piave was simply trying to buy some time with
the theatre with this excuse.

12 Marion Delorme was one of the most famous courtesans of 17th century France, and was alleged to include Cardinal
Richelieu among her lovers.

13 In contrast with operatic traditions, Verdi wanted to perform La traviata with costumes following the fashion of his
own era, the 1850s.
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the idea of putting a hunchback on the stage; well, there you are. | was very happy to write
Rigoletto.” The premiere of Il trovatore was scheduled for 9 January 1853, and the work
related to the premiere significantly slowed down the composition of La traviata. Less
than a month before the premiere of La traviata, Verdi wrote as follows to the director
of La Fenice, Carlo Mazzari:

Crémone, 30 January 1853
Dear Director,

(...) Piave has not finished the final touches on La traviata; and in what has been finished
there are some lengthy parts during which the audience might fall asleep, especially to-
wards the end, which must be made “more elevated” if we want to achieve a certain effect.
This is why | would like to ask the honourable Management to exempt Piave from work for
some days so that he can come to me to arrange those few parts. We do not have time to
waste. Let me assure the honourable management that | am doing all my best in order to

preserve my good reputation and serve the interests of the theatre.
I remain yours faithfully,
Verdi

This letter is another indication that La traviata was composed in a great hurry. Verdi
wanted to stage La traviata with costumes following the fashion of 1853, but censorship
mandated that he set the story in the 17th century. Moreover, Verdi had some conflicts
with the director as well: in spite of all his stubbornness, he did not succeed in replacing
the corpulent Fanny Salvini-Donatelli with the prima donna he had suggested for the title
role - and he was not satisfied with the cast in general, either.

The premiere of La traviata was held on 6 March 1853, almost exactly two years after that
of Rigoletto. Some days after the premiere, Verdi wrote the following to his friend Emanuele
Muzio: “La traviata last night a failure. Was the fault mine or the singers’? Time will tell.” The word
‘failure” was perhaps too strong, but it is a fact that the first run of the opera was received
coolly by the La Fenice audience. In addition to the cast, which was far from ideal, the reason
for this was that the audience was baffled by Verdi's novel musical forms. The next staging of
La traviata was at the Teatro San Benedetto, also in Venice, on 6 May 1854, but by then Verdi
had revised it: the most important changes were made to Violetta and Alfredo’s duet in Act
Two. The revised opera enjoyed a sweeping success, but the composer still had problems
with the censorship in other Italian states, especially because severe sanctions were being
introduced to combat prostitution just as La traviata began to win acclaim around the land.
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Julian Budden wrote about the battles between Verdi and the strict Italian censorsin connec-
tion with the preparations for the Rome premiere of La traviata in 1854:

“In the Papal States every line was scrutinized for subversive meanings, religious or politi-
cal. (...) In the Kingdom of the Two Sicilies censorship reached preposterous lengths. {...)
But what applied to Naples and Rome before 1848 extended to the whole of the peninsula
after, until the proclamation of the Kingdom of Italy in 1861 brought a happy release. (...)
Rigoletto emerged after a long battle with the Austrian police with its situations blessedly
intact, and only a change of place, name and epach. But even these modifications were
considered inadequate elsewhere. The most frequent casualty, however, was La traviata;
and Verdi had some bitter words to say about thase ‘holy priests who cannot bear to see
represented on the stage what they do every night behind closed doors". Ricordi's have in
their possession a copy of Piave’s libretto suitably ‘emended’ by ane canon of the cathedral
for a performance at Bologna. The alterations pass belief. Alfredo’s drinking song (‘Libiamo
nei lieti calici’) was considered far too licentious and therefore rewritten. Naturally ‘croce
e delizia™ is disallowed and altered to 'pena e delizia'® Certain changes involve an extra
syllable and therefore an extra note. Well might Verdi complain to his publisher that when
certain theatres perform his works they ought to print under the title, Words and music by
Don ..., and then fill in the name of the censor."™®

Verdi commented on these developments to Luccardi:

“The censor has ruined the meaning of the drama. He has made La traviata pure and
innacent. Many thanks! A whore must always be a whore. If the sun shone at night, there
would be no mare night. In short, they don't understand anything!”

The censors changed the title to Violetta, turned the protagonist into a rich orphan, and
made modifications to the lyrics of her cabaletta (‘Sempre libera’).

In spite of the strict censorship, however, La traviata soon set off to conquer the
world. It was premiered at the Théatre des Italiens in Paris on 6 December 1856.
In Budapest, the audience of the National Theatre got to see it for the first time on 10

November 1857, in a production directed by Ede Szigligeti and conducted by Ferenc

Erkel. Since then it has been performed almost a thousand times in Budapest alone,
and it is considered to be the most popular and most frequently performed opera all
around the world.

14 “croce e delizia™ "cross and pleasure”
15 “pena e delizia": “pain and pleasure”
16 Julian Budden: Verdi and the World of the Prima Ottocento In: nd Oxford UP, 1978.
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The angel who ascends
after falling

Along with Rigoletto (1851) and Il trovatare (1852), La traviata forms part of the “trilogia
popolare”that marked the beginning of a new era after Verdi's initial successes (Nabuc-
co, | Lombardi, Ernani and the first version of Macbeth), with the author turning to new
themes and musical forms. Each of the protagonists of these three operas represents
a minority: Rigoletto, the hunchbacked court jester, the stigmatised Gypsy heroine of
Il trovatore (Azucena), and the ill-fated courtesan of La traviata are all characters who
have been driven to the periphery of society.

Verdi and Piave recognised the superb dramatic situations in the staged version of La
Dame aux Camélias, and mainly preserved the structure of Dumas’s play when writing
the libretto; however, they omitted Act Il of the play, and Acts Il and IV became, respec-
tively, Scenes 1and 2 of Act Il of the opera. (It is no coincidence that one can often get
the sense that this is not a three-act opera, but rather one of four acts...) In the course
of being revised into a work for the stage, the intimate atmosphere of the novel was
somewhat lost, and the depiction of social and moral tensions was given more emphasis
in the more frivolous melodrama, with its faster plot. And yet, Verdi managed to bring
the intimate atmosphere of the novel back to the opera: instead of social drama, he
focused on the tragedy of the protagonists - instead of the contemporary, he was inter-
ested in the eternal. The compaser was very familiar with the bustle of the superficial
Parisian salons, the loneliness and unhappiness of the people who melt into the crowd
of hedonists. This contrast might also have prompted the musical character of the
opera. Verdi stuck to the traditional Italian principles of composition with its “closed
numbers”, but he still took off in a new direction: most of the forms merge into one
another, and instead of the traditional recitatives, we can hear more flexible and more
dramatic dialogues, and the conversational tone alternates with lyrical climaxes. The
musical forms and the orchestra continuously follow and accompany the characters’
subtlest emotional and psychological changes.

The opera begins with one of the most beautiful preludes in the operatic literature,
the first notes of which sound like the first bars of Verdi's Requiem from some years
later: as if after someone has died, and one dares to break the silence only after a long
time, in whispers. After this heart-breaking prelude, there is a huge shift, and we find
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ourselves amidst champagne-intoxicated and carefree revelry: almost the whole of Act
| is accompanied by the rhythms of Parisian waltzes, as if we could hear the music
at the ball from the neighbouring room, and its texture changes its character only in
truly exceptional moments, for example, when Alfredo confesses his love (‘Un di felice,
etered’) or Violetta sings her contemplative, wavering and then liberated aria (E strano...
Ah, forsé lui... Sempre libera’). Verdi was especially proud of Violetta and Germont's mas-
sively arcing duet, with its closed number flowing into a continuous grand scene. The
“Gypsy Chorus” and the “Matador Chorus” of the ball scene in Act Il serve in part to make
the scene more colourful, and in part to increase its dramaturgical subtlety, and after
a long development phase culminates in a dramatic gran finale. We return to, or rather
arrive at, the main motif of the prelude so that it can introduce the tragedy that takes
place in the last act, but this is raised to cathartic heights in Verdi's music: Violetta is
freed from her earthly suffering - and through death the angel is lifted from her fall.

“Verdi gave La Dame aux Camélias the style it needed.”
(Marcel Proust)

59



Pasztircsak Polina, Boncsér Gergely

Bibliography

Alexandre Dumas, fils: Camille (La Dame aux Camilias)
http://www.gutenberg.org/files/1608/1608-h/1608-h.htm#link2HCHOO01

René Weis: The Real Traviata: The Song of Marie Duplessis. Oxford University Press, 2015.

Susan Rutherford: Verdi, Opera, Women. Cambridge University Press, 2013.

Burton D. Fisher: Verdi's La traviata. Opera Journeys™ Publishing, 2007.

Julian Budden: Verdi and the World of the Primo Ottocento In:
The Operas of Verdi: From Oberto to Rigoletto: Oxford UP, 1978.

Géza Fodor: Johann Strauss: Der Fledermaus; Ponchelli: Gioconda. Two Musical Plays
from the 1870s. Hifi magazin, Vol. 32 (1990/1)

Géza Fodor: Verdi's Operas on DVD 4. In: Muzsika, (2007/01)

Géza Fodor: A nagy salzburgi neogiccs. In: Elet és irodalom, Volume L., évfolyam No. 47,
26 May 2006.

Séndor Vadasz: Rostitutes of Paris. In: Rubicon, 1998/7.

Abigail Solomon-Gadeau: The Other Side of Venus. The Visual Economy of Feminine

Display. In: Victoria De Grazia's. The Sex of Things: Gender and Consumption in Histori-

cal Perspective. University of California Press, 1996, pp. 113-150.
Véronique Maurus: La fille derriére les camélias. In: Le Monde, 20 March 2005.
Macha Séry: La prostitution a travers les arts: la litérature. In: Le Monde, 13 December 2013.
Nico J.D. Nagelkerke: Courtesans and Consumption. How sexually transmitted infections
drive tuberculosis epidemics. Eburon Academic Publishers, 2012.



Felelds kiadd Responsible publisher: Dr. Okovacs Szilveszter,

a Magyar Allami Operahaz figazgatoja General Director of the Hungarian State Opera

A misorfiizetet irta és szerkesztette The programme booklet was written and edited by Kenesey Judit
Angol forditas English translation: Hegedds Gyula, Arthur Roger Crane

Fotdk Photos: Berecz Valter

Képszerkesztd Photo editor: Ivanyi Jozefa

Frissitett kiadas: 2024 Updated edition: 2024

62

Safar Orsolya




= AXIAL

BOSCH

Eletre tervezve

K&H

rexroth

A Bosch Company

\ / .
+“ _MOLNAR
7 NBETON

MVM

DR. FEITH ZOLTAN




