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Cselekmény

l. felvonas

Eisenstein bécsi polgar tisztes haza foldtt viharfelhGk gytlekeznek. A haz urat 6t nap
foghazra itélik pafozkodasert, s amig 6 felmentését szeretné elérni a birosagon, asszonykajat,
Rosalindat mar egykori udvarlgja, Alfréd, a tenorista ostromolja, hogy hasznaljak ki ezt a kis
szalmadzvegységet. Urndjét nehéz helyzetében még szobalanya, Adél is magara hagyna.
Kimendt kér, beteg nénikejerdl sirankozik, am titokban Orlovszkij herceg béljara szeretne
menni, ahova - Ugy tudja - névére, da, a kis balerina hivta meg levélben. Eisenstein feldultan
érkezik haza. Sir(i szemrehanyasok kzepette végleg kidobja kétbalkezes igyvédjet, Blindet,
aki miatt most mar nyolc napra kell bevonulnia a foghazba, marpedig azonnal, csupan
egy bucstvacsorara engedték haza. Ekkor varatlanul betappan Falke jegyzd, aki a csalad
baratja volt, amig Eisenstein durvan meg nem tréfalta: egy alarcosbalon egy utcai padra
tette ki aludni a jegyz6 urat, akit masnap reggel nagy felt(inést keltd jelmezérdl azota
is Doktar Deneverként emlegetnek varosszerte. A jegyzé megsigja Eisensteinnek, hogy
magaval viszi Orlovszkij baljara, jfélkor majd mehet a bortonbe kipihenni a lumpolast.
Falke titokban Rosalindat is meghivja Orlovszkijhoz, meég jelmezrdl is gondoskodik
szamara. Rosalinda kimendt ad Adélnak, és sorsaba belenyugodva hagyja, hogy az eddig
ablaka alatt szerenadozo Alfréd bejojjon hozza, és folytassa hadito hadmiveletet. Meghitt
egyttlétiket azonban hamarosan megzavarja Frank, a foghazigazgato, aki szemelyesen
jott el Eisensteinért. Rosalinda akaratanak engedelmeskedve Alfréd megaddan véllalja a

férj szerepét, s bevonul a foghazba.

Il. felvonas

Orlovszkij herceg fényes palotajaban unottan fogadja vendégeit, mignem ,fdbe 16vi" magat
egy Uveg vodkaval. Ettdl kezdve élvezettel figyeli a Falke altal rendezett komédiat, amelynek
gyan(tlan szerepl6i egymas utan jelennek meg a szinen. A Rosalinda ruhajaban érkez6 Adél
szinészndnek adja ki magat. A Renard markiva el6lépett Eisenstein raismer a szobalanyukra,

de hiaba akarja leleplezni, a végén 6 kérhet bocsanatat. Ezek utan ,veretes” francia nyelv(i



parbeszédet folytathat a Chagrin lovag néven bemutatkozott Frankkal. Aztan a ket ,el6keld
francia” udvarolhat Adélnak és Idanak, amig Falke 6ssze nem hozza Eisensteint egy titok-
zatos magyar grofndvel, akinek alarca magott Rosalinda rejtézik. Eisenstein mindent bevet
a haditas érdekeben, de a vart pasztordra elmarad, helyette csak zenéld orajat vesziti el.

Kétségbeesetten probalja visszaszerezni, 4m az idd lejart, mennie kell a foghazba.

lll. felvonas

A foghazigazgato irodajaban a részeg Frosch foglar moralizal, amikor hasonléan mamoros
allapotban betamoalyog a fénoke. Még at sem tekintették a bonyolult helyzetet, amikar
becstnget Adél Idaval. Kérik Frankot, hogy mint megigérte, segitse szinpadra a tehetséges
Adélt. Ezutan Eisenstein érkezik, aki meglepddik azon, hogy alkalmi cimboréja, Chagrin
lovag itt foghazigazgato, és még jobban meglepddik, amikor megtudja, hogy ,Eisensteint”
mar a bal eldtt beszallitottak az 6 otthonabdl, az 6 felesége melldl a barténbe. Kdzben a
tirelmetlen Alfréd mar az igyvedjét varja. Rosalinda is befut, hogy mentse a helyzetet.
Az Gigyvéd maskarajaban Eisenstein érkezik, aki segitség helyett bosszit igér a leleplezett
hiitlen feleségnek és csabitéjanak. Rosalinda azonban eldveszi Eisenstein orajat, amelyet
meég magyar grafnéként csalt ki tdle. Eisenstein gyorsan taktikat valt, letagadja kilétét, Adél
azonban azonositja gazdajat. Vegil betddul a foghazba az Orlovszkij-bal vendégserege.
Falke diadalmasan bejelenti, hogy tréféja sikerilt, ezzel bossz(t allt a Denevér. Eisenstein
megnyugszik, mert meghagyjak abban a hitben, hogy Alfréd is csak egy szerepl6je volt
ennek a komedianak. Minden marad a régiben, csupan Adélbol lesz szinésznd, most mar

Orlovszkij tamogatasaval.

Batki Fazekas Zoltan, Szappanos Tibor




Récz Rita, Kovacshazi Istvan

A bécsi es a budapesti
operett kulturtortéeneti helye

-részlet

Az operett halas témaja a kulturtdrténetnek, még ha a miifaj mdveldi - a ,magas” kultdra
blvoletében - tabbnyire némi lenezéssel haritjak is el e témat, jobbik esetben elnézé mosollyal
bocsatjak meg egy-egy kisérletez6 kolléga ,operett-ballépését”. Igaz, a szorakoztatdipar
zenés termékei jorészt egyiigydek, sekélyesek. Primitivsége és illand kdnnyedsége ellenére
az operett mindig is nagyon népszer( volt, kiiléndsen Kozép-Eurdpaban, az Osztrak-Magyar
Monarchiaban, és nemcsak a zeneileg képzetlen koz-kozonség szamara, hanem a mivelt
nagypolgarsag és értelmiség, sét a muzsikusok, miveszek, irok koreben is. Az operett atjar
régiok és orszagok hatarain, atjar tarsadalmi rétegek, politikai szekertaborok kozott: valéban
nemzetkdzi s emberkozi mifaj. Tartds sikerének és témeghatasanak felderitése tehat a
kultdrtérténész szamara nemcsak halas, hanem izgalmas kerdés is. A valasz keresésében jo
kiinduldpontnak igerkezik keletkezésének rovid torténeti attekintése.

Az operett elddei kozott talalhatok tobb évszazadra visszatekintd, el6keld 6sdk, a vigopera
(opera buffa) és kbznépi felmendk, a Singspiel és a Volksstiick. A csaladfan olyan nevek
csillognak, mint Pergolesi, Mozart, Donizetti, és olyan kevessé ismert nevek szerénykednek,
mint Johann Schenk, Karl Ditters von Dittersdorf, John Gay és Johann Christoph Pepusch.
A zenés jaték - akar az opera kicsinyitése, akar a Singspiel polgarositasa - azonban csupan
elézmeny. Az operett mint modern mdifaj, mint a polgari kozéposztaly gyézelmenek hirvivdje,
az 1850-es években sziiletett Périzsban. Legitim szil6atyja a szakirodalom és a kdzonség
egybehangzd véleménye szerint Jacques Offenbach volt.

A vélemény valdban csaknem egyontet(, az indokolasa kevesbé. Szamos szerz6 az Offenbach
alkotta Uj m(faj ironikus tematikai és zenei hangvételét, a tarsadalomkritikat, a bonapartista
politikai rendszer glinyos szatirajat emeli ki. Eszerint az operett funkciéja az volt, hogy ,gérbe
tikrdt mutasson koranak”. Nem kétséges, hogy a nagyoperettekbdl, az Orfeuszbol, a Szép
Heléndbal, a Gerolsteini nagyhercegndbdl aradg irania a szanalmas Napéleon-imitacict, a

parvenil csaszari udvart és nagypolgarsagot célozta meg, de ihletése és funkcidja melyebben



histariai értelm: a beérkezett polgarsag szabadszellem( értelmisége blcsiztatta nevetve a
nemzeti romantika héskultuszat, epopeait és nagyoperait, az antikvitasbal vagy a kozépkorbol
kolcsonzott alruhas dramait. A romantikus opera Italiaban, német foldon, Kozép- es Kelet-
Eurépaban még virult, amikor Parizs mar ganyosan kifigurazta az alisteneket - és a t6zsde
papjait.

A parizsi, az angol, majd a bécsi operett kirobhana sikeret harom sajatossaganak kaszonhette.
Elsdsarban a friss, szellemes-dallamos zenének, amely befogadta az opera szép szdldit,
duettjeit, kvartettjeit, korusait, de kertilte, s6t ginyolta a fellengzds patoszt, a mesterkelt
dramaisagot. Népszerdsegét fokozta a tnczene és a folklorisztikus motivumok beépitése.
Masodszor, széles tdmegeket vonzott a fordulatos torténet, amely a vagyalmokat elégitette
ki, s tobbeé-kevésbe a népi igazsagérzetet, miként a népmese. Az operett hatasat ngvelte
harmadik erénye: a latvanyossaga, a pompas diszletek, a csillogd kosztimaok, a miveszi
tancok.

Bels6 értékein kivil volt az operett sziletésének és tineményes karrierjének eqy alapvetd
kornyezeti feltétele: a nagyvaros. Valamennyi szinhazi miifaj a kortdl, a tarsadalomtol
meghatarozott térbeli kdrnyezethez kapcsolodott: az antik poliszhoz, a reneszansz és a
barokk fejedelmi udvarhoz, az intim kamarateremhez. A 19. szazadi nagyvaros is megtalalta
a szorakoztatd mifajainak legmegfelelébb helyet: a tAgas kdszinhazat, az operahazat, a
hangversenytermet - és a sportstadiont.

A mult szazad masodik felenek operaja egyre ersebben felbontotta a bel canto melodikus
dallamszovesét. Kozonsége a miielvez6k szlik korére csokkent, akik kovetni tudtak a wagneri
és posztwagneri absztrakt, intellektudlis zene exkluziv birodalmaba. Amig a szazadvég operéaja
- a kései Verdi és Puccini tobb mive is - vesztett kdzérthetsegébdl, s ezaltal szegregalta
a maértd elitet a lefelé bdviild nepelemektdl, addig az operett a nagyvarasi témegkultira
igényeihez igazitott dsszmlivészet, Gesamtkunstwerk lett: egyfajta kozos kultdraba integralta

a nagyvarosi tarsadalmat a felsd rétegektdl a miivelddésre szomjas munkassagig.

Az 0j zenés mifajt kedvez6 kdrnyezet fogadta Bécsben, ahol a torténeti szituacio és
hagyomany, szdval a hely szelleme talalkozott az operettben. Bécs soknemzetisegd
tarsadalma, uralkodo udvara és arisztokraciaja mindig is hajlott a kozmopolitizmusra,
polgarsaga pedig lojalis alattvalo volt, csodalta, utanozta, de ki is glnyolta a magnasak
vilagat és az abszolutista birokracia vaskalapossagat. A 19. szazad derekan a varos barokk
és biedermeier hagyomanya is 6sszebekilt. A jamborsagot és az érzékiséget, a lojalitast és
az ironiat, a latvanyossagot és a humort, a zenét és a tancot az operett egyesitette.

A miifajnak mélyrenyild hazai gyokerei voltak. Eldzménynek tekinthetd az abécsi (Alt-Wiener)
népi komedia, tovabbd a tancos-énekes darab, amelyben az osztrak-német Landlerbdl
kifinomodott valcer, a cseh-lengyel polka, a mazurka, a magyar csardas elkeld helyre
ker(ilt. £z a Singspiel néven ismert mifaj azonban - f6ként a parizsi operett hatasara - (j
nevet és tartalmat kapott a szazad masodik felében. Ezt jelezte Offenbach, Hervé gyors
és viharos sikere és adoptalasa Franz Suppe, Karl Millocker és mindenekeldtt ifj. Johann
Strauss mveiben. A bécsi operett azonban sokban kiilonboz6tt a parizsitél: nem volt
olyan kiméletlendl ironikus, zenéjében sem a fanyar szatirikus motivum, hanem inkabb az
édes-abrandos dallamossag, és a tanchan nem a kankan, hanem a keringd uralkodott. Ezt
kedvelte, igényelte a bécsi kozdnség, ennek felelt meg leginkabb Suppé Szép Galathedja,

Boccaccidja, Strauss A denevére.

Handk Péter (In: Budapesti Negyed. 1997/2-3. 16-17.)



A denevérrol

Tarsadalmi ringlispil

A denevér az els6 operett, amely nem kosztimads, hanem keletkezésének kordban, azaz
ifj. Johann Strauss jelenében jatszodik. Szinpadan mint egy széditg kdrhintan a bécsi
Prater forgatagaban, gy jelennek meg az Osztrak-Magyar Monarchia babfigurai. Gabriel
von Eisenstein, a nemességre utalg ,von" szocskat vagy nagyzolashol biggyeszette
nevéhez, vagy egy régen elszegényedett, egykor jobb napokat latott csalad sarja. Polgari
kdrnyezetben, nyugdijabal él. Felesége Rosalinda, akinek Gabriel talan nem is az els6
férje, hiszen kiderdl, hogy csak négy éve élnek egyutt. A hazassag el6tt az asszonyt
gyengéd szalak flzték Alfrédhoz, a korosodd operaénekeshez, aki mlivészi palyajat -
Ggy tlinik - Orlovszkij herceg énekmestereként fejezi be. Az Eisenstein hazasparnak
csak egy szobalanyra, Adélra telik. Az értelmiséget dr. Falke, a jegyz6 képviseli, mig
dr. Blind, az idiéta aktakukac maga a Hivatal elleni megtestesiilt tehetetlenség, akinek
hivatalos beavatkozasaval sikeril elérnie, hogy védence, Eisenstein 6t nap fogsag helyett
nyolcat kapjon... Aztan itt van Orlovszkij herceg, ez a larvaarci transzvesztita (eredetileg
nadragszerep). e kétes hatter(i lump, akinek nincs palotaja Bécs belvarosaban, legfeljebb
villat tart fenn egy ,nagyvdroshoz kizeli fiirdéhelyen” - amint A denevér autentikus
rendez6i utasitasaban olvassuk. Es felvonulnak az allamrend annyit parodizalt tisztviseloi:
Frank a brténigazgato és Frosch a foglar képében, onmaguk karikatarajaként. Oket
porgeti meg Haffner és Genée iigyes librettdja s mindenekeltt Strauss makanyos zenéje.
Forog a ringlispil, totagast all a vilag, s a szerepldk joleso kabulatba esnek, mely egészen

a kijozanodasig tart.

Valcer és polka: a felejtés és az atverés zenéje
Frosch, a bortdnér persze mindig részeg és mindig boldog, s éppen ezaltal ergsiti meg
A denevér keser( igazsagat: gliicklich ist, wer vergisst’, azaz: boldag, aki felejt’. A denevérben

van mit felejteni, de van min tdprengeni is. A bécsi Heldenplatz impozans, barokk csaszari

Miklésa Erika, Kovacshazi Istvan, Horti Lilla




palotéja ellenére a bemutato idején mar sokan tudtak, hogy Ausztriat kiszoritottak az
eurdpai nagyhatalmak kdrébdl. A porosz-osztrak habord, a kivonulas Italiabdl, a kiegyezés
a magyarokkal mind alaasta a Habsburg-haz tekintélyét, s ezen a bécsi vilagkiallitas sem
segitett 1873-ban: sulyos tézsdevalsag kdvette, az emberek tdmegével szegényedtek el.
Az élet munka nélkil és munkaval egyarant nehezze valt. Ebben a hangulatban mutattak
be A denevért, a zenetdrténet egyik legpesszimistabb szorakoztatdjanak remekmiivet.
A valcer makonya voltaképpen ebben a siillyedé korszakban valt nélkiildzhetetlenné.
Valcerfliggd lett mindenki, aki felejteni akart, s a keringd nagy magusa épp
A deneveér szerz6je, ifj. Johann Strauss volt. Természetesen a darab elsdsorban keringdkre
éplil. Egyikre, a Il. felvonasban, tancolnak is. A tobbire csak felejtenek. Példaul Alfréd az I.
felvonasban a bordalban, illetve a tercettben Rosalindaval és a bortonigazgatéval: ,Boldog,
aki elfelejti, amit nincs méd megvdltoztatni” - Rosalinda a hazassagat, Alfréd a feélreértésbél
raszakadt bortonben toltendd éjszakajat. A zene ennél joval rejtélyesebb, s a szituaciotal
eloldadva mar regota a felejtés szalloigéjéve valt. Lassu valcerre fogadnak egymasnak 6rok
baratsagot; az Orlovszkij-estély vendégei bizalmas tegezddéssel csak egyetlen uralkodo
hatalmat ismerik el: a pezsg6ét. Mamorosan, Unnepélyesen éneklik el a testvériség
himnuszat ( Briiderlein, Briiderlein und Schwesterlein’), s utana elzimmagik a ,Juidu™valcert.
Akeringdvel ellentétben a polka a jaték, az intrika, az atverés zenei kisérdjelensége. Rogton
a darab elején felhangzik, amikor Adél megkapja a balba hiva levelet. Mogétte Falke jegyzd
rejtozik, a jatékmester, aki a bosszu hadmdveletét irdnyitja. Rosalinda is polkaval oldja fel
a kényes szituaciot, amikor a hirtelen betoppant bortonigazgato a férj halokabatjaban
talalja a hazibaratot. A polka Frank atverésére szolgal. A Il. felvonas részegségeben aztan
elszabadul a pokol - és persze a polka is. Ugyanezzel a vad rohanassal, megoldas nélkil
fejezddik be az egész m(i. Fél évszazaddal késdbb, a két vilaghaborl égése kozott azt
mondtak erre a fajta szinpadi halaltancra: tanc a vulkan tetején. A denevér nagy dramai
igazsagai kdzé tartozik, hogy az ember, az emberiség mindig is a vulkan tetején tancolt,

s tancol ma is.

Magyar alarc A denevéren

Ifj. Johann Strauss, akit a romantika nagy klasszikusai, Richard Wagnerrel az élen, a szazad
legmuzikalisabb emberének tartottak, remekil ismerte a magyar népies zenét. Akkoriban
a legjobb ciganybandak rendszeresen jatszottak Beécsben, olykor egy estén Strauss
zenekaraval. A komponista tehat elsé kézbdl vehette a lassut és a frisset, nem beszélve
Liszt Ferenc Magyar rapszddidirdl, amelyeket a keringkiraly a zongora kiralyatol ugyancsak
gyakran hallhatott. A Strauss-zene magyar rétegét nemcsak Rosalinda hires csardasa
alkotja, hanem A cigdnybdrd II. felvonasanak magyaros, a Rdkdczi-induldt idézd finaléja, egy
masik, kevésbé népszer(i operett, a Pdzmdn lovag virtudz csardasa s persze mindenekelditt
az EIjen a magyar! gyorspolka, mely valdjaban szintén csardas, lélegzetelallito tempaban,
mintegy két percbe sdritve mindazt, amit a 19. szazadban magyaros zenének tartottak.
izig-vérig magyar muzsika szol Rosalinda csardésaban (gy, hogy minden dallamfrazis, a
legaprobb melodikus 6tlet is Strauss sajat talalmanya. A magyar zenei idioma elemei jo helyre
kerllnek, mint példaul a révid, busongo klarinétszolo a lassu resz elejére; a magyaros ritmikat
kiemeld hangszerelés pedig az eldadas érzelmes arnyalatainak becsempészése a partitira
sz6lamai kzé. Strauss még azt is megkomponalta, mikar emelkedjen meg az éneklg hangja,
hol hagyja szabadjara a tempat, és hol fogja vissza magat, s mindenekel6tt az énekszolam
egyes motivumainak hangszeres kiemelésével, alahizasaval szilaj tartast kenyszerit az
elGadokra. Azt a feszes, hatarozott (giusto) karaktert teremti meg, ami a magyar zene egyik
alapvetd sajatossaga. Nagy és szines zenekar kiseri a csardast, rézflvok és Gtéhangszerek
szerepelnek itt bdven, melyekkel azonban Strauss rendkivil izlésesen, takarékasan banik.
Ezért hat a csardas valamennyi szélama, hangszine revelacioként. A magyarparadia

autentikusra sikeredett.



A denevér elsd sikerét nem Bécsben, hanem Hamburgban aratta 1880-ban, Budapesten pedig
eldszor a Magyar Kiralyi Opera mutatta be 1895-ben. A nagyoperett szamtalan bemutatot és
rengeteg valtozatot ért meg az Operahazban, és tohbek kdzott olyan rendezdegyéniségek
vitték szinre, mint Alszeghy Kalman, Markus Laszl6 és Mihalyi Ferenc, Olah Gusztav és Vamos
Laszlo. Szinetar Miklos kétszer is felujitotta a mvet, els6 alkalommal 1967-ben, melyet egy

filmvaltozat kovetett. A mai estén latatt rendezés volt a masodik feljitasa, 2001-bdl.

Batta Andrds

A rendez0 gondolatai

A denevér ravasz, kiilénleges, sokarct darab. Mi jellemzi? Egyfell az élet szeretete, az
orom keresese, az élni-szeretni-enni-inni jo hite. A masik oldalon pedig szkeptikus rajz az
ember kiszolgaltatottsagarol, megalazhatdsagaral és ironikus rajz a polgari szerelmi és
hazassagi viszonyokrol. Itt mindenki megcsal mindenkit. Senki sem az, aminek latszik. Es a
darab végére minden szereplé gazdagabb egy keser(i élménnyel - mint Mozart operaiban.
De itt azért a keser(i édes is, mert Johann Strauss zenéje az élet kicsattano inneplése,
ugyanakkor lenéz6 az irdniaja, amivel kora erkélcseit szemléli.

Nem akartam a darabot aktualizalni, nem is kell, hiszen amir6l szol, az maig aktualis.
A kettds erkolcs: ahol mi csalunk, de nem viseljik el, hogy minket megcsalnak. A kis ember
mindenkari elcsabithatosaga, hogy felsébb kdrokbe juthassan, és mindezeknek a feloldasa

pezsgdben, eqy pillanatnyi egymasra talalasban, az 6rom mamoraban.

Szinetdr Miklos

Horti Lilla, Boncsér Gergely
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Synopsis

Act1

The storm clouds are gathering above the Viennese Herr von Eisenstein's house. He has
been sentenced to a five-day prison term for duelling. While he is away battling in court
for acquittal, his wife Rosalinda is courted by an old suitor, Alfred, the famous tenor. Alfred
tries to persuade his old flame to make good use of her brief grass widowhood. Rosalinda is
about to be left completely alone: her chambermaid Adele wants to ga to the ball at Prince
Orlofsky's, to which she has been invited - as far as she is aware - by her sister Ida, the
ballerina. Eisenstein arrives home in deep distress. He has been arguing with his lawyer, Dr
Blind. His prison term has been extended to eight days because of Blind's incompetence.
Blind promises to appeal, but Eisenstein throws him out. He has only been allowed home
for a farewell dinner. He sends Adele to the nearby restaurant to bring some comforting
delicacies. The lawyer Dr Falke comes to visit. He was a friend to the family until Eisenstein
played a nasty trick on him. Three years ago, the two of them had been to a costume ball
together dressed as a butterfly and a bat. On the way home, Eisenstein got the doctor drunk
and left him asleep in the park in his bat costume. Ever since, everyone in Vienna has called
him the Batty Doctor. However, this time Dr Falke convinces Eisenstein to come to the ball
at Prince Orlofsky’s and postpone reporting to gaol (where he can recover from the party)
until midnight. Dr Falke secretly also invites Rosalinda to Orlofsky’s and provides her with a
costume. Rosalinda decides to let Adele off for the night, and, resigning herself to her fate,
allows Alfred, serenading under her window, to enter. However, their intimate rendezvous
is interrupted when Herr Frank, the director of the prison where Eisenstein is to spend his
gaol term, enters. He has come to personally escort Eisenstein to his prison. Rosalinda begs
Alfred to say he is Eisenstein to avert a scandal. Alfred agrees and leaves with Frank to take

Eisenstein’s place in prison.

Szegedi Csaba, Mester Viktoria




Act2

Receiving his guests in his lavish palace, Prince Orlofsky laments his terminal boredom
and eventually ‘shoots himself in the head’ with a bottle of vodka. Dr Falke assures him
that tonight he will laugh: he has planned a little comedy, whose unsuspecting actors
enter the scene one after anather. Arriving in Rosalinda's dress, Adele is introduced as
an actress. Eisenstein is introduced as the Marquis de Renard and is flabbergasted to see
his chambermaid at the ball. Adele is equally horrified to see her master but continues
to insist that she is an actress. Eisenstein has a gruelling conversation in French with
Chevalier Chagrin, who is in fact Frank. The two ‘illustrious’ Frenchmen woo Adele and Ida,
while Falke introduces Eisenstein to the mysterious Hungarian countess, who is in fact
Rosalinda. Eisenstein flirts with the woman but loses his chiming watch in the process. He

tries desperately to get it back, but his time is up, and he must begin his prison sentence.

Act3

Frosch, the gaoler, is delivering an intoxicated soliloquy in the prison director’s office when
an equally inebriated Frank comes in. They have not even weighed up the tricky situation
when Adele and Ida arrive. They take Frank (or Chevalier Chagrin, as they know him) at his
word, and ask him to help Adele break into show business. Next, Eisenstein enters and is
taken aback to find that his drinking mate, Chevalier Chagrin, is the director of the prison.
His surprise is even greater when he learns that von Eisenstein was arrested the evening
befaore, while he was at home dining with his wife. Meanwhile, Alfred impatiently waits for the
lawyer he has sent for. Rosalinda arrives, wanting to save the day. However, Eisenstein returns,
disguised as the lawyer. Instead of help, he swears to take revenge on his unfaithful wife and
her suitor. But Rosalinda counters his accusation by producing the watch she swindled out
of him as a Hungarian countess. Eisenstein then changes tactic and denies his identity, but
Adele identifies her master. Finally, Prince Orlofsky and all the party guests pour into the gaol.
Dr Falke announces that the whole situation was a joke - the revenge of the Bat. Eisenstein is
reassured in his belief that Alfred too was just part of the joke. All is forgiven and everything

returns to normal, only Adele becomes an actress with Orlofsky's help.

Kovacshazi Istvan, Miklosa Erika és az OPERA Enekkara / OPERA Chorus




Kapi Zsuzsanna és a Magyar Nemzeti Balett m(ivészei / Hungarian National Ballet



The Viennese
and Budapest operetta
In cultural hiStOFy - excerpts

The operetta is a rich vein in cultural history, despite researchers in the field - enchanted by
"high” culture - usually treating this topic with some contempt, or forgiving an experimenting
colleague’s ‘operetta blunders” with a condescending smile. It is true though that the
musical products of the entertainment industry are usually simple and shallow. But in spite
of its primitiveness and fleeting light-heartedness, operetta has always been very popular,
especially in Central Europe and the Austro-Hungarian Empire, and not only among a general
audience with no musical training, but also among the educated middle classes, professionals
and even musicians, artists and writers. Operetta transcended the borders of regions and
countries, as well as social groups and political parties: it is a genuinely international and
interpersonal genre. The exploration of the reasons for its continued success and massive
impact is both rewarding and exciting. When searching for these reasons, a brief summary of
the history of its development seems to be a good starting point.

Among the forerunners of operetta are prominent ancestors with centuries of tradition:
the opera buffa and its more common forefathers, the Singspiel and the Volksstick. The
family-tree contains such glittering names as Pergolesi, Mozart and Donizetti, and lesser-
known names like Johann Schenk, Karl Ditters von Dittersdorf, John Gay and Johann
Christoph von Pepusch. The “music play” - either a diminished opera or the elevation of
the Singspiel - is only a precursor. The operetta as a modern genre and this messenger of
the triumph of the middle class was born in Paris in the 1850s. According to the unanimous
opinion of academic literature and audiences, its father was Jacques Offenbach.

Although opinions are almost identical, explanations are less so. Many authors
highlight the ironic nature of the theme and music of the new genre, as well as its
sacial critique and the sarcastic satire of the Bonapartist political regime. They
claim that the function of the operetta was to “present a distorting mirror to the era”.

It is undeniable that the irony exuded by the grand operettas, Orphée aux enfers,

La belle Hélene and La Grande-Duchesse de Géralstein targeted the pathetic imitation of
Napoleon, the parvenu imperial court and the bourgeaisie, but its inspiration and function
has deeper histarical roots: the liberal intellectuals in the newly emerged bourgeoisie said
farewell to the cult of the hera of national romanticism along with its Volksoperas, grand
operas and costumed plays borrowed from the antiquity and the Middle Ages. The romantic
opera was still flourishing and moving peaple in Italy, Germany and Central and Eastern
Europe, but Paris was already sarcastically macking society's fake gods - and the priests
of the stock exchange.

The sweeping success of the Parisian, the British and later the Viennese operetta was
thanks to three characteristics. Firstly, the fresh, ingenious and melodious music that
incorporated the beautiful solos, duets, quartets and choruses of the opera, but avoided
and even mocked its bombastic pathos and artificial theatricality. Its popularity was
enhanced by the inclusion of dance music and folk matifs. Secondly, the intricate stories
that attracted large audiences and satisfied their dreams and the popular sense of justice,
in the same way that folk tales do. The impact of the operetta was reinforced by its third
characteristic: the spectacle of grandiose set, glittering costumes and artistic dances.

In addition to its own values, the birth and incredible growth of operetta can be attributed to a
fundamental external factor, that of the metropolis. Every theatrical genre has been linked to
a physical environment determined by the era and the society: the theatre of the antiquity to
the polis, and the renaissance and baroque plays to the royal courts and intimate chambers.
The metropalis of the 19" century also found the most suitable space for its entertainment
genres: spacious stone theatres, opera houses, concert halls - and sports stadiums.

The opera of the second half of the 19™ century gradually broke up the melodic texture of
bel canto. Its audience shrunk to the small circle of connaisseurs wha could follow it in the
exclusive realm of Wagnerian and post-Wagnerian abstract intellectual music. While the
opera of the fin de siecle - Verdi's late warks and many of Puccini’s operas - lost much of
its comprehensibility, and thus segregated the art elite from the ever-growing sections of
the saciety under them, the operetta became a Gesamtkunstwerk, a general art adjusted
to suit the demands of the mass culture of the metropolis: it integrated the society of the
metropalis into a kind of common culture, from the highest sacial groups to a working class

thirsty for culture.
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The new musical genre arrived in Vienna under the favourable circumstances of historical
situation and established tradition, so the Zeitgeist converged on the operetta. The multi-
ethnic Viennese society, the imperial court and the aristocracy had always showed an
inclination towards cosmopolitanism, and the middle class was a loyal subject: it admired
and copied, but, at the same time, derided the world of nobility and the pedantry of the
absolutist bureaucracy. By the mid- 19" century, the traditions of urban Baroque and
Biedermeier had reconciled. It was the operetta that united piety and sensuality, loyalty
and irony, spectacle and humour, music and dance. The genre had well-established
roots in the country. Its antecedents were the old Viennese (Alt-Wiener) popular comedy
and pieces featuring dance and music in which the waltz - that had developed from
the Austrian-German Ldndler -, the Czech-Polish polka, the mazurka and the Hungarian
czardas were all given distinguished roles. But this genre known as Singspiel (song-play)
was given a new name and content in the second half of the century - mainly influenced
by the Parisian operetta. This was marked by the rapid and noisy success of Offenbach
and Hervé, and the adoption of their music in the works of Franz Suppé, Karl Milldcker,
and especially Johann Strauss Jr. Viennese operetta, however, was different from
Parisian operetta in many respects: it was not so ruthlessly ironic, its music was not
dominated by sour satirical motifs but sweet and sentimental melodies, and its dance
was not dominated by the can-can but the waltz. This was what Viennese audiences
liked and expected, and Suppés Die schine Galathee and Boccaccio and Strauss's

Die Fledermaus met these expectations best.

Péter Handk (In: Budapesti Negyed. 1997/2-3. 16-17.)

Zemlényi Eszter, Kapi Zsuzsanna




On Die Fledermaus

Social merry-go-round

Die Fledermaus is the first operetta with a story to take place in Johann Strauss Jr.'s time.
Its stage is like a merry-go-round in the whirling Prater in Vienna, presenting the figures of
the Austro-Hungarian monarchy. Gabriel von Eisenstein, who uses the word ‘von'in his name
as a reference to his nobility, either to show off or as evidence that he is an impoverished
descendant of a family whose heyday is long gone. He lives from his pension in a lower middle-
class environment. His wife is Rosalinda, and perhaps he is not her first husband, as we learn
that they have been living together for only four years. Before the marriage, she had a romantic
relationship with the aging opera singer Alfred, who finished his artistic career as Prince
Orlofsky's court singing master. The Eisensteins can afford to keep only one chambermaid,
Adele. The intellectuals are represented by Dr. Falke, the notary, while Dr. Blind, the dumb
paper-pusher, is the embodiment of incompetence. The result of his official intervention was
that his client, Eisenstein, was sentenced to eight days of imprisonment instead of five... And
there is Prince Orlofsky, this larva-faced transvestite (originally a breeches role), a playboy
of questionable background, who does not own a palace in the city of Vienna, but a villa ‘ot
a spa resort near the capital city” - as the original director’s instruction reads in the score of
Die Fledermaus. The officials of the state who are caricatured so often also appear in turn,
represented by prisan governar Frank and prison guard Frosch as their own paradies. Haffner
and Genée's clever libretto and, most of all, Strauss's enchanting music spins them all round
and round. The merry-go-round is revolving, the world turns upside down, and the characters

fall into a comfortable numbness, which lasts right until they sober up.

Waltz and polka: music for forgetting and swindling

Of course, Frasch, the prison guard is not afraid of sobriety as this condition is entirely
unknown to him. He is always drunk and happy, thus justifying the bitter truth of Die
Fledermaus: “Gliicklich ist wer vergisst”- “Happy is he wha forgets”. In Die Fledermaus, there
is a lot to forget and also to think about. In spite of the imposing Barogue imperial palace

at Heldenplatz in Vienna, many knew at the time of the premiére that Austria had been
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edged of out from the club of great European great powers. The Austro-Prussian war, the
withdrawal from Italy and the Compromise with the Hungarians had undermined the prestige
of the House of Habsburg, and the Vienna World Exhibition of 1873 failed to help much
either: it was followed by a severe stock exchange crash, and masses of people became
impoverished. Life was hard without work and also with work. This was the general mood
when Die Fledermaus debuted, the masterpiece of the most pessimistic entertainer in music
history. The opium of the waltz became indispensable in this era of decline. All who wanted
to forget became waltz addicts, and the great wizard of the waltz was the composer of Die
Fledermaus, Johann Strauss Jr. Of course, the play is mainly based on waltzes. They dance
to one in Act 2, but only forget to the others, for example Alfred sings in the wine song and
in the terzet with Rosalinda and the prison governor: “Happy is he who forgets what can't be
changed.”Rosalinda tries to forget about her marriage and Alfred tries not to think about the
night he is about to spend in prison due to a misunderstanding. However, the music is much
more mysterious than this; it has become detached from the situation and has long been
used as a slogan for forgetting. Dancing to a slow waltz, they swear eternal friendship, and
the guests of the ball at Prince Orlofsky's address one another in colloguial fashion as they
recognise the sole sovereign in the world: champagne. They sing the anthem of brotherhood
and sisterhood in a passionate and festive mood (“Briiderlein, Briiderlein und Schwesterlein”),
and then hum the “Duidu” waltz.

Polka, in contrast to waltz, is the musical accompaniment to play, intrigue and swindle. It
is heard at the very beginning of the piece when Adele receives the letter of invitation to
the ball. Dr. Falke, the funmaker, is hiding behind her, controlling the campaign of revenge.
Rosalinda relieves the embarrassing situation with a polka too, when the prison governor
appears unexpectedly and finds his lover in the husband's house coat. The purpose of
the polka is to swindle Frank. In the drunken Act 2, polka and hell break loose. The whole
operetta finishes with this wild rush and without resolution. Half a century later, between
the two world wars, this kind of danse macabre on stage was referred to as “dancing on a
volcano”. One of the dramatic truths of Die Fledermaus is that mankind has always danced

on volcanoes, and is still daing so.
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A Hungarian mask on Die Fledermaus

Johann Strauss Jr.- who was regarded as the most musical person of the century by the
great figures of Romanticism, including Richard Wagner - knew Hungarian vélkisch music
perfectly. At that time, the best Gypsy bands played in Vienna regularly, sometimes on the
same evening as Strausss orchestra. Strauss therefore had first-hand knowledge of the
“slow” and the “fresh” dance music, not ta mention Franz Liszt's Hungarian Rhapsodies, which
The Waltz King very often heard from the King of the Piano. The Hungarian layer of Strauss’s
music is not restricted to the czardas of the waltz; it also includes the Hungarian-style finale
of the second act of Der Zigeunerbaran, which recalls the Rdkdczi March, and the virtuoso
czardas of another, less-known operetta Ritter Pdzmdn, and, above all, "Eljen a Magyar!”
("Long Live The Magyar!"), the fast polka that is in fact a czardas at a breath-taking tempo,
condensing into two minutes all that was thought to be Hungarian music in the 19" century.
Johann Strauss Jr. speaks Hungarian musical language without an accent in Rosalinda’s
czardas, yet each phrase and even the subtlest melodic ideas are his inventions. The
elements of Hungarian musical idioms are placed perfectly: the shart and sorrowful clarinet
solo at the beginning of the slow part, the orchestration that highlights Hungarian rhythms,
and the insertion of the emotional shades of the performance among the parts of the
score. Strauss even defined when the singers' voice must be raised, where they should let
the tempo free and when they should be more restrained, and, most of all, by highlighting
every motif of the vocal part with instruments, he forces the musicians to keep the pace. He
creates the strict and accurate (giusto) character, an essential characteristic of Hungarian
music. The czardas is accompanied by a large and colourful orchestra; there are plenty of
brass and percussion instruments, but Strauss uses them with utmost care and restraint.
This is why each part and shade of the czardas has the effect of a revelation. The Hungarian
parody proved to be authentic.

*

Die Fledermaus did not triumph at its premiere in Vienna. It was a success only later, in 1880
in Hamburg. In Budapest, the work debuted at the Hungarian Royal Opera in 1895. Miklos
Szinetar renovated the work twice, for the first time in 1967, followed by a film version. The

arrangement seen tonight was the second renovation in 2001.

Andrds Batta
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Reflections of the director

Die Fledermausis a unigue and diverse piece. What are its characteristics? First, the love of
life, the search for joy and the belief in life, love, eating and drinking. On the other hand, it is
a sceptical picture of man's helplessness and humiliation and an ironic picture of love and
marriage among the middle classes. Everybody cheats on everybody here. Nobody is what
they seem. By the end of the piece, every character has gained some bitter experience - as
in Mozart's operas. Yet here, the bitter is sweet too as Johann Strauss's music is the exalted
celebration of life, and, at the same time, his irony despises the morals of his age.

| did not want to place the operetta in our age. This is not necessary as its theme is valid
even today. This is the double standard: we cheat but cannot stand to be cheated. The man
in the street can always be tempted with promises of reaching the higher circles; where

differences are dissolved in champagne, a momentary connection and the rapture of joy.
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