PERA -

MAGYAR ALLAMI OPERAHAZ @
HUNGARIAN STATEICPEE.

Pietro Mascagni / Ruggero Leoncavallo

Parasztbecsiilet / Bajazzok

Cavalleria rusticana / Pagliacci



©
—
firw]
©
4=
I
©
==
g
7}
Q
=
=
<
[V




Tartalom

Alkotok és szereposztas
Parasztbecstilet

Cselekmény

Pietro Mascagni (1863-1945)

A Parasztbecsiletrdl
Bajazzok

Cselekmény

Ruggero Leoncavallo (1857-1919)

A Bajazzékrol
Commedia dell‘arte
A verizmus
Két opera egy estén

Contents

Cast and creative
Cavalleria rusticana
Synopsis
Pietro Mascagni (1863-1945)
On Cavalleria rusticana
Pagliacci
Synopsis

Ruggero Leoncavallo (1857-1919)

On Pagliacci
Commedia dell'arte
Verismo
Two operas on a single night

34
34
37
39
42
42
46
50
52
b
57



Pietro Mascagni/ Ruggero Leoncavallo

Parasztbecsiilet / Bajazzok

Cavalleria rusticana / Pagliacci

Operak olasz nyelven, magyar, angol és olasz felirattal
Operas in Italian with Hungarian, English, and Italian subtitles

Szbvegqirok Librettists
GIOVANNI TARGIONI-T0ZZETTI, GUIDO MENASCI (Parasztbecsiilet Cavalleria rusticana)
RUGGERO LEONCAVALLO (Bajazzok Pagliacci)

Rendezd Director GEORGES DELNON

Diszlettervezd Set designer MADELEINE SCHLEICH

Jelmeztervezd Costume designer PRISCA BAUMANN

Magyar nyelvii feliratok Hungarian subtitles KENESEY JUDIT

Angol nyelvii feliratok English subtitles ARTHUR ROGER CRANE

A Gyermekkar vezetdje Head of the Children’s Chorus HAJZER NIKOLETT
Karigazgatd Chorus director CSIKI GABOR

Bemutatd: 2014. szeptember 13., Operahaz
Premiere: 13 September 2014, Opera House



Parasztbecsiilet Cavalleria rusticana

Turiddu LAszL6 BOLDIZSAR

Santuzza GAL ERIKA / SZANTO ANDREA
Lucia FARKASRETI MARIA

Alfio ALEXANDRU AGACHE

Lola HEITER MELINDA

Bajazzok Pagliacci

Canio - Pagliaccio LAszLG BOLDIZSAR

Nedda - Colombina LETAY KisS GABRIELLA / SAFAR ORSOLYA
Tonio - Taddeo SZEGEDI CSABA

Peppe - Arlecchino SzZAPPANOS TIBOR

Silvio HAJA ZsoLT

Kozremiikédik a Magyar Allami Operahaz Zenekara, Enekkara és Gyermekkara
Featuring the Hungarian State Opera Orchestra, Charus, and Children’s Chorus

Karmester Conductor HALASZ PETER



iviw i‘ﬁ
N

2ol v )
3 i

i




Pietro Mascagni

Parasztbecsulet

Cselekmény

Sziciliai falu husvet vasarnap.

Turiddut, Lucia mama fit halljuk, amint korabbi kedveséhez, Lolahoz énekel. Bar szerelme

férjes asszony, érte akar a halalt is vallalng, s nélkiile még a mennyben sem lenne boldog...
Tér a falu kdzepén. Latni Lucia mama fogadojat és a templomot.

Santuzza Turiddut keresi. Lucia azt mondja, fia Francofontéba ment borért, de Santuzza

tudja, hogy lattak 6t el6z6 éjjel a faluban. Lucia gyanut fog, amiert a fil még nem tért
haza... Hazaba invitalja a lanyt, hogy nyugodtan beszélhessenek, de Santuzza nem meri

atlépni Lucia mama kiiszobét: Nem Iéphetek a maga hazaba. Kitaszitott vagyok.”

Lola férje, Alfio, a fuvaros érkezik a térre viddman a falu népének kiséretében. ,Fuvarosnak

szép az elet. Sokfelé jar...” - mondjak a népek. Alfio elégedett az életével: kedvet leli mes-
terségeben és szép felesegében.

Alfio 6bort ker Lucia mamatdl, de az asszony szabadkozik: elfogyott, mar elkiildte a fiat,
hogy szerezzen még. ,Turiddut? De hisz itt van még. Lattam reggel a hazdmnal" - mondja

Alfio. Lucia mama ddbbenten néz ra, de Santuzza csendre inti. A hivék a Regina Coelit

éneklik. Alfio a templomba kiildi az asszonyokat, 6 maga pedig tavozik. A falu népe a temp-
lomba tér - Santuzzat és Luciat kivéve.

Lucia mama nem érti, miért csititotta 6t Santuzza Alfio el6tt. A lany emlékezteti az
asszonyt Turiddu és Lola korabbi szerelmére, és bevallja neki, Lola nem nyugodott bele,
hogy Turiddu méssal legyen: a két régi szerelmes ma is szeretd, 6 pedig szégyenben ma-
radt... Kéri Luciat, hogy iméadkozzon erte; 6 maga pedig még egyszer, utoljara megprobal

Turiddu lelkére beszélni. Lucia mama gondterhelten tér a templomba.

Turiddu érkezik. Santuzza beszélni prabal vele, de a férfi egyre csak harit. Santuzza ne-
kiszegezi a kérdest: ,Hol voltal?" ,Hogyhogy hol? Francofontéban” - vélaszolja a ferfi.
Santuzza nem hisz neki: latta 6t egy masik Uton, s este maga Alfio latta 6t a hazuknal. igy

viszonzod a szerelmemet? A halalomat akarod?” - kérdezi Turiddu. ,Szereted 6t! Legyen

atkozott!" - kidltja elkeseredve Santuzza. Turiddu figyelmezteti a lanyt, hogy 8 nem lesz

rabszolgaja ennek a féltékenységi Griiletnek. ,Verj meg, bants meg - szeretlek és megbo-
csatok. De tdl nagy és erds az én kinom” - mondja elkeseredetten Santuzza.



JEzer gyonydri angyal Ul az égben, de oly fess, mint 6, csak egy van..." - hallatszik Lola éneke,
ahogy kbzeledik. Osszetalalkoznak. Lola kis giinnyal kérdezi, miért nem bentrél hallgatjak
azok ketten a misét. ,Templomba lépni csak a blintelennek szabad!” - mandja Santuzza.
A két nd szovaltasba keril. Turiddu ott akarja hagyni Santuzzat, de veqil Lola egyedil megy
be a templomba. Santuzza békiteni probalja a férfit, de az elloki magatdl: ,Menj, ne gyotor]
engem!” Turiddu Lola utan siet a templomba. Santuzzat elnti a fajdalom, diihében igy kialt:

.Legyen atkozott a husvetod, te hazug!”

Alfio érkezik Ujra, és Santuzza mely banataban elmond neki mindent: ,Turiddu elvette
a becsiletemet, 6t magat pedig a feleséged vette el télem.” Santuzza megeskiszik a
fuvarosnak, hogy a keser( igazsagot mondta neki, s azonnal meg is banja, amit tett:

Hitvany vagyok, hogy elmondtam.” 0k a hitvanyak. Mieldtt lemegy a nap, megbosszulom!”

- valaszolja Alfio.

A misének vége: a hivek jonnek a templombdl, férfiak és nék megbekélt szivvel igyekeznek

hitveslikhgz. Turiddu megszolitja a tdvozo Lolat: csak nem akar igy, egy szo nélkil elmenni?

Lola probalja menteni magat: haza kell mennie, még nem is talalkozott az uraval, miéta az

visszajott. Turiddu gy6zkddi az asszonyt: ne rohanjon, inkabb igyanak egyitt egy poharral.
A poharak megtelnek, Turiddu Lola felé emeli a sajatjat: A szerelemre!” A joszerencséjére!” -
valaszolja Lola. Vidaman iszogat a nép.

Alfio ér a térre. Turiddu azannal meg is kinalja egy pohar borral. ,Kdszndm, de nem. Méreg-
gé vélna bennem..." - utasitja vissza kihivoan a fuvaros. Turiddu foldhéz csapja a poharat.
Mindenki tudja, ez mit jelent... A n6k ijedten elvezetik a térrdl Lolat. A két férfi dsszed-
lelkezik, és Turiddu a pérbajra hivas jeleként megharapja a fuvaros fiilét. ,Alfio. Tudom,
hogy vetkeztem ellened, és Isten nevére, én magam vagnam el a sajat torkomat...". Alfio

elfogadja a parbajra hivast - a kertben fogja varni ellenfelét.

Turiddu bacsuzkodik Lucia mamatdl: az anyja aldasat keri, mint akkor, mikor katon&nak

ment, s megigérteti vele, hogy ha nem térne vissza, anyjaként viseli Santuzza gondjat.
Lucia mama nem érti, mire céloz a fia. Turiddu a borra fogja furcsa beszédét... ,Anyam,
imadkozz értem!” - kéri az asszonyt, és elsiet. Lucia szornyd balsejtelemmel kiabal utana.
Santuzza jelenik meg, majd emberek lepik el a teret. A tavolbol moraj hallatszik. ,Megolték

Turiddut!”



Pietro Mascagni (1863-1945)

A Parasztbecsilet zeneszerzGje a legélénkebb szinhézi figura volt a szazadveg zeneszer-
z6inek generéciojabol, aki a giovane scuola (,fiatal iskola”) egyik Uttdrdjekeént hiresiilt el.
Karmesterként, oktatokent, szonokként és zeneszerzGkeént az olasz zenei élet éllandd
szerepldje volt 1890-t6l a Il. vilaghabort sotét napjaiig. Harcias, ellentmondésos alak volt,
aki egyesekbdl csodalatot valtott ki, masokbal pedig megvetést. Bar a kozonség hamar
felismerte, hagy Puccini valt a nagyszer(ibb zeneszerz6, Mascagni volt a kdzkedveltebb
figura, akinek minden megjelenése és megjegyzése hir volt.

Pietro Antonio Stefano Mascagni 1863. december 7-én sziiletett Livorndban, egy pék masodik
fiaként. Kilencéves koraban vesztette el édesanyjat; apja igy 6t gyermekkel maradt egye-
dil. Domenico Mascagni {igyvédet akart faragni fiabdl, de terve fiistbe ment. A Mascagni-
csaladban korabban nem volt se zenész, se zenei tradicio, igy aztan nem szamitott ra, hogy
13 éves lett, kevés dolog érdekelte jobban, mint a zeneszerzés. Hamarosan elhanyagolta
egyéb jelleg(i tanulmanyait. Ez megrontotta kapcsolatat apjaval, és hamarosan el is hagyta
a szl6i hazat: nagybatyjahoz koltozott, aki igy varta: ,Kapsz kulcsot a hazhoz, és belépdt
az 0sszes szinhazba." Pietro napkdzben gyakorolt és komponalt, este pedig szinhazba jart.
Tizenhat évesen négytételes szimféniat irt; In filanda cimd drémai kantataja miatt tizenhét
éves korara helyi hiresség lett. Ezt kivetden Schiller Gréméddjat zenésitette meg 1882-ben.
Beiratkozott a milandi Konzervatériumba, megismerkedett Wagner zenéjével, aminek
hamar a hatésa ala keriilt. Két év utan kilépett a Konzervatériumbal, és utazo operett-
tarsulatokban zenélt, vezényelt. 1889-ben megndsilt, s ezt kdvetden Pugliaban telepedett
le zenetanarként. Ezutan jott a nagy lehetdséq az akkor csak 26 éves Mascagni szaméra.

A Parasztbecslet bemutatasanak tdrténete olyan, akér egy tindermese, eqgy kitalalt
hollywoodi sztori. Az akkor épp egy negyedrangu operatérsulatnal dirigensként dolgozo
zeneszerzd véletlenil hallott az egyfelvonasos opera szerzésére Kiirt versenyrdl, amit a
milandi Sonzogno kiado hirdetett meg. Mascagni két hanap alatt irta meg a Parasztbe-
csiletet. ,A fejemben mar minden jelenetet tisztan lattam: annyira azonosultam a dréma-
val, hogy éreztem magamban zeneileg” - mondta késdbb. Majd, amikor arra keriilt a sor,
hogy bekildje a palyamdvet, elhagyta a batorsaga. Kering egy olyan pletyka, miszerint a
bukastol tartva fickba tette a partiturat, és feltehetden ott is maradt volna, ha a felesége
nem kiildi be mégis a palyazatra.

1890. méajus 17-én mutattak be a Parasztbecsiiletet a rémai Teatro Costanziban, és az



opera elsdpro ereje elragadta a bemutatd kdzonségét. Fenomendlis volt a siker. Mas-
napra Mascagni hiresség lett, és par napon beliil operaja elindult hoditd Gtjara. 1890 6ta
a Parasztbecsiiletet tobb mint 14000-szer mutattak be csak Olaszorszagban! Ezzel az
egyetlen premierrel a zeneszerz6 az olasz zene elismert vezet6jévé és Verdi utodjava
valt. Az olasz kiraly az Olasz Korona Rendjének Lovagjava nevezte ki. A pesardi Liceo
Rossini igazgatdja lett - ezt a posztot igen szerette. 1903-ban amerikai turnéra indult,
ami viszont rosszul szervezett volt, és sikertelen lett.

Mascagni kés6bbi tizennégy operéaja koziil egy sem kdzelitette megq a Parasztbecsiilet sike-
rét. Lamico Fritz, | Rantzau, Guglielmo Ratcliff, Silvano, Zanetto, Iris, Le maschere, Il piccolo
Marat - némelyik egyértelmd bukas volt, mig masok eqy kezdeti siker utan hamar kikoptak
a repertoarbal. Hetvenévesen irta a Nero cimi operat, mely fasiszta baratainak kdszon-
het6en nagy sikert ért el, de ez az opera sem lett hosszu életd. M&s mifajban nemigen
alkotott, bar mindig kacérkodott a gondolattal, hogy szimfoniat irjon. Karrierjének jelentds
részét karmesterkent jegyezte, késébb pedig némafilmekhez szerzett zenét.

Késdbb Mascagni karrierjét a fasiszta hatalom kivanta egyengetni: a fasiszta Olaszorszag
jelképévé valt anélkill, hogy erre a kegyre” vagyott volna. 1926-ban kinevezték Maestro Tos-
canini utodjanak a milanai Scala igazgatoi posztjara. Bar ez valoszin(ileg palitikai dontés
volt, ratermettségét senki sem kérddjelezte meg. A hdbord utén honfitarsai megbélyegez-
ték kozismert fasiszta szimpatiaja miatt. Utolso éveit a vilagtol elvonultan, szegényen és
szégyenben toltotte. Elfelejtették. Elfeledkeztek a tényrél, hogy a Parasztbecsilet zene-
szerz6je még életben van. Ha valaki él6 zeneszerz6kent beszélt rola, hitetlen szemmel
meredtek ra, mintha csak azt mondta volna: ,Ma Meyerbeerrel ebédeltem.” Egykor a vilag
96 operahazaban volt parhuzamosan repertoaron leghiresebb operdja...

81 évesen halt meg 1945. augusztus 2-n, rémai lakdsaban. Temetése két nappal kesgbb
volt. Az olasz vezet6k nem jelentek meg a ceremanian. 1951-ben széllitottak foldi maradva-
nyait Livornoba, ahal hivatalos tiszteletadassal temették Ujra. ,Kar, hogy a Parasztbecsi-
letet irtam meg eldszor” - mondta egyszer. Megkoronaztak, miel6tt kiraly lehettem volna.”
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A Parasztbecsuletrol

1888. juliusaban Edoardo Sonzogno, az eqyik vezetd milandi zenemdkiado versenyt irt ki
olyan fiatal zeneszerz6k szdmara, akiknek még nem mutattak be operdjat, hogy verse-
nyezzenek a két fadijert, melyek koziil az els6 helyezettet 3000, a masodikat 2000 liraval
jutalmazzak. Egy vagy két jelenetbdl allo egyfelvonasos operat vartak tolik, ktetlen - akar
vig, akar szomort - témaval. A harom legjobb operat egy elismert zeneszerzékbdl és kriti-
kusokbol &l Gttaga zs(ri volt hivatott kivalasztani. A harom legjobb opera, mint mondték,
bemutatasra keril Roma egyik vezet6 szinhdzaban Sonzogno kdltségeére, és az eldadasok
utan dont majd a zsri, hogy a harom koziil mely kettét fogja dijazni.

A bizottsagnak nem volt egyszer(i dolga. 73 opera érkezett be, és a zs(ritagok egymastol
kiilon, lelkiismeretesen, egyenként vizsgaltak meg minden egyes partitirat, miel6tt 6ssze-
iiltek volna tanacskozni a palyamdvekr6l. Minden mivet kiilon értékeltek, majd szavazasra
bocsatottak, melyek azok a munkak, amelyek kiesnek a versenybdl. fgy a 73-bol 55-6t
sikertilt kizarni. A maradék 18 md szerzdjet behivattak a zs(ri elé, hogy zongoran adjak eld
miiviiket. Ezutan egy zart konferencian vitattak meg a hallottakat, és 1890. mércius 5-én
este a bizottsag kihirdette azt a hdrom mdvet, amely Romaban bemutatasra ker(l. Ez a
harom mU Niccola Spinelli Labilia, Vincenzo Ferroni Rudello és Pietro Mascagni Cavalleria
rusticana cimd operai voltak.

Mascagni nevet akkoriban baratain kivil senki sem ismerte. Az akkor huszonhat eves
zeneszerz6 két hanappal a palyamivek bekiildésenek hatarideje eldtt hallott a versenyrdl.
Ebbél a két hanapbol is sok id6t vesztett azzal, hagy librettat szerezzen. Gyermekkori
barétja, az irodalmar Giovanni Targioni-Tozzetti segitségét kérte. Az G Gtlete volt,
hogy Giovanni Verga dramajat, a Parasztbecsiletet (Cavalleria rusticana) vegyék alapul.
Egy harmadik barat, Guido Menasci csatlakozott Targioni-Tozzettihez a librettd irasahoz.
A szdveget részletekben kiildték Mascagninak Cerignolaba, néha egy-egy verset képeslapok
hatan. A mi ,Pax" jeligével az utolso napon érkezett be a palyazatra.

Giovanni Verga Parasztbecsiilet cim{ novellaja az olasz irodalmi naturalizmus, mas néven
verizmus ikonikus miive. Osszekapcsolt, élénk dialogusokbol épitkezd, erdteljesen realista
torténet, mely nem szolgal erkdlcsi itélettel vagy kommentarral. Nem €l konvencionalis
leirasokkal; egy-két leird mondata is pusztan arra hivatott, hogy a szerepldkre és vilagukra
ravilagitson. 1883-ban Verga gy dontétt, szinpadi iroként is kiprabalja magat, s ezt korabbi
irasa, a Parasztbecstilet szinpadra alkalmazasaval kezdte el. Nem eqgy az egyben adaptélta

" (latin) béke"



az elbeszélést, hanem (j mlvet hozott létre az eredeti torténet alapjén, a hisveétvaséarnapi

konfrontaciokra fokuszalva, melyek Turiddu és Alfio végsd, vegzetes talalkozasahoz
vezetnek. A Parasztbecsiilet szindarabba dolgozasa kozben kredlt egy kisvarosi gordg

korust, aminek ugyan nincs kozvetlen szerepe a torténet cselekmenyében, fontos meg-
figyeldje és résztvevdje a dramanak; egyuttal arra is emlékeztet, hogy a sziciliai faluban

mindenrdl mindenki tud - kivéve talan a fészerepléket. A darabot 1884-ben mutattak be

Torinoban, Eleonara Duséval Santuzza szerepében. Hatalmas volt a siker, és a m{i hama-
rosan az olasz szinhaz fontos darabjava valt.

Targioni-Tozzetti és Menasci a szindarabot vettek alapul librettojukhoz, valtoztatva kissé

annak szerkezetén. A librettistak eqgy, a falusiakbol all6 korust hoztak létre, és bar csak a

cselekmény bizonyos pontjain jelenik meg, jelenlétét szinte mindvégig érezni lehet.
A szerz6k lagyitottak kissé Verga stilusan: a parbeszédek kevésbe élesek, a szegények és

gazdagok felszin alatt zajld ellentétét szinte a nullara gyengitettek, és a vegs6 parbajt a

nyilt szinrél a szinfalak mdgé helyezték.

Az eddigi operdk kdziil ez volt ez els6, mely egyetlen, egybefliggd, megszakitasok nélkdli

dramai ivet jart be. Ez Gjdonsagszamba ment a XIX. szazad végi kdzonseg szamara.
A Parasztbecsiiletben Mascagni csodalatosan épiti fel és adagolja a fesziiltséget, és az egy

és negyedaras darab soran egyre ndvekvg dramai intenzitas ellendllhatatlan hatast valt

ki. Dramai erején kiviil az opera masik nagy vonzereje zenei stilusanak frissességeben és

Gjitasaiban rejlik. Itt volt egy opera, amely a polgarok nyelvén beszélt, a dalok és az operett

jegyeit Gtvdzte egy konvencionalisabb, operai nyelvvel, melyet a szerzd lecsupaszitva tart

a kozonseg elé.

A Parasztbecstiletben nem talalunk hagyomanyos értelemben vett népi ismertet6 jegyeket

(a sziciliai dialektust leszamitva). Nincs példaul igazi sziciliai dal vagy tanc, Lola dalocskéja

eqy toszkan stornello, Turiddu szerenadja pedig, bar sziciliai dialektusban irodott, tobbé-
kevésbeé napolyi. Mascagni tudatosan kerilt minden olyan elemet, amellyel tdlsdgosan

egyénitette volna a darabot és a szerepldket.

Az opera cime hiven tiikrozi a témat. A torténet kdzponti téméja a sértett biiszkeség, a

becsilet, a méltosag elvesztése. A melodrdma kozponti szimbgluma a templom - hlisvét-
vasarnap, a passio, mely a keresztény hitet kepviseli: Krisztus szenvedését, mellyel az

embereket megvaltotta, a meghocsatas alapvetd tanat, valami jnak a kezdetét. A szakra-
lissal szemben megjelenik az emberi: olyan szerepldket atunk, akiket elemészt a szenve-
dely, a fékevesztett, irracionalis érzelmek - a szerelem, a megcsaltatas, a bosszu, melyek

végzetes és tragikus gyilkossaghoz vezetnek. A tdrténetben folyton {itkdzik a szakralis és

a profan, a fekete és a fehér, a j6 és a rossz.



Santuzza (a név jelentése: kicsi szent’) és az 6 fajdalma all a torténet kdzéppontjaban.
A Parasztbecsiilet egész cselekményét 6 és Alfio mozgatja, akiknek becsiletén folt esett, s
akiket hatalmaba kerit a bossz(: sebzettségiikben az értelem fol6tt a fékevesztett érzelem
és szenvedély veszi &t az uralmat, mely kegyetlenséghez, erdszakhoz vezet. A sertett fél
elégtételt kovetel. Epp ezen az innepi, szent napon nyomat sem latni a keresztényi meg-
bocsatasnak. Az érzelem gy6z az értelem felett.

A Parasztbecsiilet hire futotlizkent terjedt el a vilagban. Az 1890-91-es évadban csak Olasz-
orszagban 41 varosban adtak el6. 1893 végére mar négy kiilonb6z6 produkcioban mutattak
be Romaban és Milandban, harom kiilonboz6 rendezésben Buenos Airesben, Szentpéter-
varott és Portoban. Hasonld sikereket ért el az opera Németorszagban és Ausztriaban is.
Budapesten eldszdr 1890. december 26-an adtak el6 Gustav Mahler vezényletével.



Heiter Melinda, LaszI6 Boldizsar, Gal Erika



Laszl6 Boldizsar, Szant6 Andrea



Ruggero Leoncavallo
Bajazzok

Cselekmény

I. felvonas
Egy faluszéli itelagazasnal Calabriaban, Montaltéhoz kdzel. Egy nagy fa. Mellette egy utazo
szinhazi tarsulat satra és egyéb dolgai. Perzsel6 augusztusi délutan. Nagyboldogasszony
napja. 1865 és 1870 kozott.
Vidam, izgatott, kivancsi falusi tdmeg kozeledik: boldogan fogadjak az linnepre vissza-
tért Pagliacciot, a ,bohdcok hercegét” (polgari nevén Canict) és utazdtarsulatat. A larmas
tdmeget Canio nagy nehezen csendre inti, hogy bejelenthesse: legtjabb produkcigjuknak
eldadasa aznap este T1-kor lesz lathato.
Tonio a szekérhez ugrik, hogy Canio feleségét, Neddat lesegitse, de Canio durvan félreldki.
A sokasag jot mulat a porul jart gavalléron. ,Jdssz te még az én utcamba, gazember.” -
diinny6gi magaban, és elvonul. A helyiek italra invitaljak Caniot. Peppe csatlakozik hozza-
juk, Tonio marad. ,Vigyazz, Pagliaccio, ez itt akar maradni, hogy Neddanak udvarolhasson.”
- viccel6dik az eqgyik falubeli. Canio valasza egyszerre ironikus és vérfagyaszto: ,A szinpad
és az élet ket kiilon dolog; ha a deszkakon Pagliaccio rajtakapja a felesegét holmi jokeép(
szeptevével, elmond egy komikus tanbeszédet, lehiggad, majd hagyja, hogy a vegén Gt
verjék el. A kdzonség pedig tapsol, nevet. De ha valoban rajtakapnam Neddat, a torténet
mashogy végzddne... llyen jatékot jobb nem jatszani velem.” Villamlik a tekintete. Egyesek
nem értik, vajon valdban okot adott-e Nedda ilyesmire. ,Dehogy. Imadom a feleségem!” -
mondja Canio, és hamlokan csokalja Neddat.
Tévalrdl dudaszo hallatszik, vecsernyére hiv a harangszo. A témeg tavozik, s veliik Canio és
Peppe is. Nedda magara marad. Canio elgbbi viselkedésén tdpreng: csak nem olvasott leg-
titkosabb gondolataiban? Tisztaban van azzal, hogy férje haragjaval szamolnia kell. Elhes-
segeti e nyomasztd gondolatokat, és igyekszik inkabb az augusztusi napban gydnydrkddni.
Eszébe jut a dal, melyet anyja énekelt neki gyermekkoraban a madarakrol, melyek dlmaik
foldje felé repiinek felhdn, viharon keresztill, kitartdan, a nem ismert vidék felé, melyet
hiaba keresnek... A dal kdzben Tonio oson ki a satorbal, hogy titkon Neddat hallgassa. A
bolondot a nd a dal végen veszi csak eszre. ,Tudom, hogy félndtas vagyok, és mindenki
megvet és borzad, de van egy dlmom, egy vagyam, s a szivem ugy ver!” - vall Neddanak,



de a nd csak kineveti a szerelmi vallomast: ,Viszket a hatad, vagy flilon kell cibalni, hogy
lehiggadjal?” Tonio egyre hevesebben kdzelit Nedda fele, nem tudja csillapitani vagyat a né
irant. Az asszony végil felkap egy ostort, és a bolond arcaba csap vele. Tonio megeskiiszik
Sz(iz Mariara, hogy ezért Nedda még megfizet.

Tonio tavozik, s nemsokara Silvio érkezik, Nedda titkos szeretdje. A n6 megijed, hogy a férfi
ilyenkor odamerészkedik: hisz ez veszélyes. De Silvio megnyugtatja: latta Caniét és Peppét
a kocsmaban; nem Iatja meg Gket senki. Nedda figyelmezteti, hogy Tonio a kérnyeken van,
de Silvio nem tart a bolondtdl. ,A bolond veszélyes lehet” - mondja Nedda. Silvio kérlelni
kezdi a nét, hogy szokjén meg vele: hagyjon fel a nomad élettel, hagyja el ferjét, akit mar
nem szeret. Nedda, bar csabitja a boldog jové igérete, ellenkezik az driilt terv ellen. ,Nem
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szeretsz mar engem!” - mandja az elkeseredett Silvio. Nedda biztositja 6t, hagy soha nem
mulik el a szerelem, amit irdnta érez.

Epp e szerelmi vallomast sikerill kihallgatnia Tonionak, aki bosszira szomjazva azonnal
Canicért siet. A szerelmespar forro csokban forr 6ssze. Nedda elgyéngiil, beleegyezik a
szkesbe. Silvio épp menni készil, mire Canio a tetthelyre ér Tonio vezetésével. A férj még
éppen meghallja felesége szavait: ,Ma este hat! Es onnantl drékre tiéd leszek!” Silvio
elrohan, Canio utana. Nedda gydldlettel néz Tonicra, akit boldogga tesz a bosszu. Canio
tér vissza, aki nyomat vesztette a menekil§ szeretnek. Tdrt rant, és kész lenne azonnal
elvagni az asszony torkat, de el6bb tudnia kell a szeret6je nevét. Nedda nem hajlando ela-
rulni. Véqiil a visszateérd Peppe fegyverzi le az 6rjongd férjet. Figyelmezteti 6ket, kozeledik
a nép, készliniik kell az eldadasra. Neddat dltozni kildi, Tonio pedig Caniét nyugtatja:
.Nyugodj meg, uram. Jabb, ha mind Ggy tesziink, mintha... A szeret6 vissza fog téri, bizz
bennem. Most szinpadra! (...) Szint kell jatszanod, hogy sikerrel jarj!” Peppe és Tonio 6ltozni

mennek. Canio, lesujtva, egyedil marad.

Il. felvonas

Az el6adas hamarosan kezd6dik. Tolong a kozOnség: a kestk rohannak, tiilekednek, 16k-
dos6dnek, egyesek szinte dsszeverekednek a legjobb helyekeért. Silvio is megérkezik. Pep-
pe igyekszik csititani a nézéket, Nedda pedig Colombina-jelmezben Iép a nézdk elé, hagy
beszedje a jegyek arat. Mikor Silviohoz ér, gyorsan par szot valtanak: Nedda megsugja a
férfinak, hogy Canio nem latta 6t, Silvio pedig emlékezteti a nét a terviikre. Neddanak a
tirelmetlenkedd néz6k miatt tovabb kell haladnia. Végre megszélal a harang: kezdddik az
eladas.

Colombina férje, Pagliaccio csak késd éjszakara varhato haza. A ng tirelmetlendl varja
szolgajat, Taddeot. Helyette azonban Arlecchino hangja csendill fel: Colombina szeretgjée.



Végre megeérkezik Taddeo: csirket hozott a boltbdl. Taddeo szerelmet probal vallani e
csodaszép, tiszta teremteésnek, aki azonban a csirke araval és az ablakkal van elfoglalva.
Egyszer csak Arlecchina ugrik be az ablakon, leteszi a féldre az {iveget, amit hozott, filon
csipi Taddedt, és kihajitja. Taddeo kihatral, és dbbenten ébred ra: azok ketten szeretik
egymast! Elmegy - a kozdnség tapsol. Colombina asztalt terit, a par lelil egymassal szem-
ben - vacsoraznak. Arlecchino kis fiolat vesz eld: ,Add e szert Pagliaccionak, mikor agyba
megy, s aztan szokjink meg’ - mondja. ,J6, add ide” - vélaszolja Colombina. Taddeo lép be
Ujra: nagy pataliaval jelenti be, hogy Pagliaccio kdzeledik, es mindent tud! Arlecchino kiug-
rik az ablakon, Taddeo elbujik. Pagliaccio jelenik meg a szinpad szélén. Colombina kikialt az
ablakon: ,Ma este hat! Es onnantdl drékre tiéd leszek!” Canio megddbben, hogy Gjra sz6rdl
széra ugyanazt hallja, de belekezd a jatékba. Pagliaccio észreveszi, hogy két személyre
van teritve az asztal. Colombina azt hazudja, Taddedval vacsoraztak, csak az bezéarkézott
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félelmében. 0 tiszta! Azok a jambor ajkak irtdznak a hazugsagtol!” - mondja az ajtd mégl
Taddeo. A kizonség felnevet - Canio elveszti a fejét. Koveteli Neddatdl, hogy mondja meg
szeretdje nevet. Nedda nem esik ki szerepébdl. Canio kifakad: ,Nem vagyok Pagliaccio!
Bar a képem fehérre van mazolva, szégyenbdl és bosszuszomjbal. A férfi koveteli a jogat,
a vérz@ sziv vert kivan, hogy lemossa a szégyent, atkozott asszony!” Silvio alig birja tiirtéz-
tetni magat, a kbz8nség feszllten figyel, el vannak ragadtatva Pagliaccio meginditd alaki-
tasatol. Colombina hidegen véalaszol: ,Nos, ha annyira méltatlannak itélsz, bocsass el most
azonnal!” Canio a szeretd nevét kdveteli. Nedda prabalja befejezni a darabat, de Canio
tekintete belefagyasztja Colombinaba a nevetést. Peppe kézbe akarna avatkozni, de Tonio
nem hagyja. Nedda nem hajlandd elarulni szeretdje nevét: ,Lehet, hogy méltatlan vagyok,
de gyava nem!” Canio nyilt szinen tébbszdr megszurja Neddat, még mindig a szeretd nevét
kovetelve. Nedda Silvioert kialt segitségeért, aki a szinpadra rohan. Canio Silvio felé fordul:
. Szoval te vagy az. Isten hozott!” Majd leszdrja 6t is.
,La commedia e finita."



Ruggero Leoncavallo
(1857-1919)

Mascagnival ellentétben Leoncavallo személyisége titokzatos és nehezen meghatéarozhato.
Arola keszilt fotdk egy kedélyes, jovialis urat mutatnak, falstaffi pocakkal és figyelemremélto,
felfelé kunkorodd bajusszal; Gsszhatasaban inkabb hasonlit egy vidéki allomasféndkre vagy
egy nyugdijas 6rmesterre, mint egy mévészre. Bizonytalansag van szemelyével, illetve élete
els6 szakaszanak alapvet6 adataival kapcsolatban - javarészt annak kdszonhetSen, hogy
maga a zeneszerzd informalta félre a kozvéleményt. Leoncavallo kényszeresen hamisitotta
az eletével kapcsolatos adatokat, vegzettsegeket és ismeretségeket, dnéletrajzaban raadasul
eqy évvel fiatalabbnak tiintette fel magat, mint valojaban. Mikor kisérletet tettek arra, hogy
allitasait igazoljak, igy peldaul elékeritsek diploméjat a Bolognai Egyetemrdl, vagy kideritsek,
melyik évben néstilt, maguk az allitdsok mind megkérddjelezddtek.

Ruggero Leoncavallo 1857. aprilis 23-an sziiletett Napolyban. Apja bird, anyja pedig egy
prominens napolyi arisztokrata csalad sarja volt. Gyermekkorat a calabriai Montalto Uffu-
goban téltdtte. Tizenegy évesen kezdte zenei tanulmanyait. A fiatal Leoncavallo klasszikus
és zenei oktatashan is részesiilt késébb Napolyban: zongorazni és komponalni tanult a
Konzervatériumban, és mellette gimnaziumba jart. Huszévesen Bolognaba ment tanulni;
ezutan kezdett komolyan gondolkodni azon, hogy zeneszerzd legyen. A kor leghiresebb
olasz kéltdje, Carducci hatasara nagyszabasu tervbe fogott: az itéliai reneszansz témaja-
bl tértenelmi operatrilégiat akart komponalni. Wagner Az istenek alkonya cim(i zenedra-
maja eldtt tisztelegve a Crepusculum? cimet kapta, és harom részbdl allt volna: A Mediciek, a
Savonarola és a Cesare Borgia cim( operakbal. Ezekb6l azonban csak az els rész sziiletett
meg és az is csak évekkel kés6bb. Leoncavallo félretette a témat, hogy nekikezdjen egy
kevésbé nagyratdrd, romantikus opera, a Chatterton megirasanak. A zeneszerzé maga irta
a librettat - mint késébbi palyéja soran majdnem minden darabjahoz. Ugyan meghirdették
a m(i bemutatasat a bolognai Teatro del Corsoban, erre mégsem keriilt sor. Ez volt az els6
csalodas Leoncavallo szdméra - és nem az utolso...

Ezutan harom évet toltott zenészként Kairdban, ahannan 1882-ben tavozott tisztazatlan
kérilmeények kozott, Parizst véve célba, ahol a bohémek életét élte a kivetkezG par évben.
Kezdetben olcso kdvézokban zongorazott, majd énektanar lett s végiil az Opéra megannyi

? (latin) ,alkony”
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kivalo énekesenek kiserdje és mestere. A parizsi zenei élet részévé valt, és megismerke-
dett késdbbi feleségével. Parizshan fejezte be A Mediciek librettojat, ennek kiszonhetden
ismeretséget kotott Giulio Ricordival, a hires kiaddval. 1890-re készilt el a teljes md, és egy
évvel kés6bb Ricordi be akarta mutatni - de az utols¢ pillanatban inkabb Puccini Edgar-
janak javitott valtozatat valasztotta helyette. Leancavallo ismét nagyot csalédott.

A Bajazzk megirasa épp ennek a csalddottsagnak kdszonhetd. Torténelmi trilogiajat félre-
téve Leoncavallo ledilt, hogy olyan népoperat irjon, ami versenybe szallhat a Parasztbecstlet
sikerével. A Bajazzdk szdvegkdnyvét 6 maga irta; a teljes anyag ot honap alatt keszilt el,
és azonnal killdte is Sonzognonak. A kiado azonnal lecsapott a darabra, és be is mutatta
a milanoi Teatro Dal Vermeben, Toscanini vezényletével 1832. majus 21-én - szinte nap-
ra pontosan ket évvel a Parasztbecsiilet 6shemutatdja utan. Az opera nagy sikert aratott,
es hamar végigjarta Italigt és Kbzép-Eurdpét, ahol hasonlé rajongéssal fogadték, mint a
Parasztbecsiiletet két évvel korabban. Ettdl kezdve Leoncavallo hires és gazdag lett, de a
Bajazzok sikerét egyik késdbbi mive sem tudta megismételni.

A Medicieket 1893. novemberében mutattak be a Dal Vermében, de hiivds fogadtatasra lelt
mind a kozonség, mind a kritikusok korében. Leoncavallo elallt a trildgia masik két darab-
janak megirasatol, és palyaja hatralévd részében polgari operakat és operetteket komponalt.
1897-ben Leoncavallo elkészitette a maga Bohémélet-feldolgozasat, mellyel Pucciniével
kivant versenyezni, de - bar a koz0nség tetszését némileg megnyerte - Puccini kifinomul-
tabb mive hamar lekdrdzte Leoncavalloét. Tovabbi munkalatokat végzett a Chattertonon
és A Medicieken, amellyel Italiaban ugyan megbukott, de felkeltette a német csészar érdek-
|6desét, akitdl Leoncavallo megbizast kapott a Der Roland von Berlin cimd opera megirasara
(1904), amely szerény sikert aratott Berlinben. Olaszorszagban a késbbiekben bemutatott
mvei langyos sikereket es bukasokat hoztak; igazi elismerést sosem.

A lemezfelvétel technikéja meglepetéskent jott el: az elsd felvételen rdgzitett olasz opera-
eldadas a Bajazzdk volt, Leoncavallo dirigalasaval. Ugyancsak nagy sikert ért el az Enrico
Carusoval készitett Mattinata cimd dal felvétele, amely a Bajozzok utan a masodik legnép-
szer(ibb mivévé valt. Leoncavallo mas operai alig lathatok-hallhatok manapsag. Kivételek
ez alol a Zaza bariton- és a Bohémélet tenorériai, melyek a mai napig kozkedvelt darabok
kancerteken és lemezfelvételeken.

Leoncavallot sokan kora legjobb librettistajanak tartottak Boito utan. Mas zeneszerzék szamara
irt szbvegkdnyvei kizil a legfigyelemreméltobb a Manon Lescaut librett6ja, melyet Puccininek irt.
Toszkanaban, Montecatini Termében érte a halal 1919. augusztus 9-én; Firenzében temet-
ték el a Porte Sante temetdben. Végakaratanak eleget téve foldi maradvanyait feleségéével
eqyitt Brissagdba (Ticino, Svajc) szallitottak a Maggiore-tavon keresztiil 1989-ben.
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A Bajazzokrol

Latva Pietro Mascagni elsopré sikerét, amit a Parasztbecstilettel aratott, Leoncavallo eltokél-
te, hogy maga is megprobalkozik a verista mifajjal. Mint mondta, a témat az életbdl meritette:
gyermekkoraban, Montaltaban hallotta a tortenetet egy birdsagi targyalason, ahol apja elngkalt.
Leoncavallo librettojanak forrasa hamar vitét szitott, s a md forrdsanak igaz torténete a
mai napig kérdéses. Mikor 1894-ben megjelent a Bajazzok francia kiadasa, Catulle Mendés
francia szinmdiir plagiummal vadalta a zeneszerzét, mondvan, hogy Leoncavallo a témat
az  eqyik darabjabl, A tabarini asszonybal (La femme de Tabarin) vette. Leoncavallo fel-
habarodva adott valaszt, biztositva a franciat, hogy a tdrténet alapja a montaltoi targyalas
volt, s hozzatette, azt sem lenne szabad elfelejteni, hogy Mendes darabja sem eredeti mi:
Manuel Tamayo y Baus spanyol ird népszer( szinm(ivét, az Eqy Uj drdmdt (Un drama nuevo)
majmolja. Mendes nem firtatta tovabb a dolgot, de a kétség tovabbra is fennallt Leancaval-
|o kijelentései miatt - fékent azért, mivel azok egymasnak is ellentmondtak.

1900-ra Leoncavallo meglehetdsen részletgazdagon irta le az ,epizédot’, melybdl ihletet me-
ritett, mondvan, hogy konkrétan szemtan(ja volt a gyilkassagnak, illetve azt &llitvan, hogy az
operaban szerepld Silvio nem més, mint Gaetano Schiavelli, Leoncavalloék fiatal szolgéja.
Tobb mint valdszind, hogy a szerz6 a Bajazzok témajat valgjaban tobb forrasbol meritette.
Felteheten hagyatkazott A tabarini asszonyra, de még inkabb egy Tabarin cim(i operara, amit
Parizsban lathatott, s aminek fészerepldje egy féltékeny bohéc, akit megesal a felesége. Es
az is lehetséges, hogy éppen Tamayo dramajabdl vette at a ,szinhaz a szinhazban” elemet...
Akarhogy is, a Bajazzok eqgy leny(igdzéen megszerkesztett m lett, mely az éridkat, kettdsd-
ket, egytitteseket és korusrészeket két hosszl, folyamatos jelenetté (felvonassa) flizi ssze.
Leoncavallo melddiainak motivumai jellegzetesek, a fesziiltseget végig fenntartja a szerz6 a
zenében, még az olyan kinnyedebb jelenetek alatt is, mint Nedda és Silvio kettdse.

A darab cime Pagliacci, azaz Pagliaccio tdbbes szamban. A pagliaccio” szo két dolgot jelent az
olasz nyelvben: egyrészt a ,bohdc™ot altalaban (clown), illetve a commedia dellarte eqyik allando
karakterét, Pagliacciot, akit leggyakrabban Pedrolino (franciaul: Pierrot) néven ismeriink, és a
mai értelemben vett bohdcok elédje. Alltélag Leoncavallo eredeti terve szerint a cim pusztan /i
pagliaccio lett volna egyes szamban, am a probak soran megvaltoztatta tobbes szamra. A cim igy
nem pusztan Caniora utal, hanem az dsszes szerepldre, mintha csak azt mondanank: Bohdcok.?

A magyar ,Bajazzd" sz6 az olasz commedia dellarte egyik llandd karakterét jeldli: Pagliaccio nevének egykor
rosszul atvett, ,magyarositott” formaja. (Mas, romlott kiejtések: pajozzo, pojaca.) Jelentése: cirkuszi bohdc,
pojéca. A sz0 ebben a formaban keriilt be régen a magyar koztudatba a commedia dellarte vonatkozasaban, igy
Leoncavallo operdja is ezt a cimet kapta.



A szerkezet: szinhaz a szinhdzban, egy Prologgal.

A darab Tonio, a torz bolond Proldgjaval indul, melyben maga a szerzd szl a néz6khoz.
Harom fontos dolgot emlit: 1) igaz tdrténetet dolgoz fel, 2) férfiember mesél férfiaknak, 3)
ne mint szinészeket, hanem mint érz6 embereket figyeljék Gket a nézGk, hisz 6k is csak
Jugyanannak a maganyos vilagnak levegdjét szivjak”. Nem véletlen, hogy Tonio nyitja a da-
rabot.

I. felvonds: a redlis vilag. A darab eleve fesziilt Iégkdrrel indul. Canio féltékeny szép fe-
leségere, Tonio az 6rokds megalaztatasoktdl szenved, Nedda pedig boldogtalan, mivel
mast szeret. Mind a harom fdszerepl§ olyan érzelmi hdfokon ég mar szinte a darab ele-
jétdl kezdve, mely garantalja a tragikus véget. Leoncavallo zsenije abban rejlik, hogy ezt
a fesziiltséget kepés fokozni, és az opera végéig fenntartani. Csak egy szikra kell, és a
gyilkos gépezet beindul... Esetlinkben ez a gépezet szegény Tonio, a szikra pedig az, hogy
visszautasitjak. Canio és Nedda mindketten kegyetlenil bannak vele: Canio nyilvanosan
gUny targyava teszi, Nedda pedig durvan kikosarazza és - dnvédelembdl ugyan - ostorral
csap az arcaba. Tonio nem birja elviselni a megalaztatast: felindulasaban bosszut eski-
szik; a kiils6leg torz ember lelkileg is eltorzul. ,Jokor van jo helyen”: éppen meglatja a
turbekold Neddat és Silviot - igy egy csapasra bosszt llhat Canidn és a blings asszonyon
is. Nedda szaméra a fiatal, szerelmes, lelkes helyi fit menekilés a boldogtalansagbdl: a
gydldlt vandorélettdl, a megunt férjtdl és az idegesité Toniotdl. Az asszony sokaig hideg
fejjel, redlisan gondolkodva haritja a il szokesi tervét, de veqil gy6z a szenvedély. Ekkor
lép be a féltékeny férj - az indulatok elszabadulnak. Ott helyben vége is lenne a darabnak,
ha Silvionak nem sikertilne elmenekiilni, és Peppe nem fegyverezné le Caniot. Tonio, hogy
bosszUja teljesebb lehessen, azt javasolja gazdajanak, kezdjenek neki az el6adasnak, hat-
ha a szeret6 is jelen lesz és leleplezddik... Canio belemegy a jatekba.

II. felvonas: az el6adas. Szinhaz a szinhazban. Commedia dellarte. A szinészek négy allan-
do karaktert szemelyesitenek meg, és egy szokasos témat jatszanak el: a hazassagtorg
asszony tdrtenetére ,improvizalnak”. Peppe adja Arlecchindt, a furfangos, démoni szolgét,
Colombina szerelmeset. Tonio alakitja Taddedt, Colombina szolgéjat, az esetlen fajankat,
aki szive hélgyét sosem nyerheti el. Nedda Colombina, Pagliaccio felesége, a rafinalt szub-
rett. Es Canio adja Pagliacciot, a fehér arc, holdkros almodozét. 0 a bargyu, a tudatlan,
aki gyakorta valik guny céltablajava, de méltosagat sosem veszti el. A sors kiildnds fintora,
hogy ugyanazt a torténetet kell eljatsszak a bohdcok, mely szimultén zajlik sajét életlikben,
és sajat tragikus sorsukat kell kikarikirozniuk, hogy a kozonség nevetését és tetszését
elnyerjék. Nehéz elddnteni, mikor valik el szinjaték és valdsag, mit mondanak szerepbdl
és mit komolyan. A (kettds) gyilkossagot ismét megakadalyozhatna Peppe - de Tanio nem
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engedi: szant szandékkal hagyja, hogy Canio leszlrja Neddat, majd Silvigt. Nem véletlen,
hogy a darab utolsd mondatat (,La commedia & finita.” - ,Vége a komédianak.") eredeti-
leg Tonionak irta a szerzd. Ezaltal valt teljessé a keretes szerkezet, igy lett ,Epilogusa” a
Proldgusnak; s igy valik érthet6bbé Tonio szerepe a dramaban. A Caniot jatszo tenoristak
azonban olyannyira kisajatitottak az elsé évek alatt a darabzaré mondatot, hogy veql igy
ker(lt be a Bajazzdk kottajanak kés6bbi kiadasaiba.

A Bajazzokat a Magyar Kiralyi Operahaz szinpadan 1893. marcius 28-an mutattak be eldszor
Erkel Sandor vezényletével.

Commedia dell’arte

Az olasz eredet(i commedia dellarte (,mesterek komédiaja“) a XVI. szazad soran a vasa-
rokon és piacokon eldadott improvizacios jatekokbol fejlddott ki egy egységes formava. A

jatékok szerepldi allando karakterek voltak, akik bizonyos tipusokat személyesitettek meg,
mint a szerelmesek, az dreg férj, a kapitany, az aimodoz0 stb. A kamédiasok maszkokban

jatszottak, ezzel is erdsitve a karakterek tipizalasat. (A maszkok hasznélata valoszinileg a

karnevalokbdl lett 4temelve.)

A miifaj hihetetlen koncentracict és virtuozitast igényelt, valamint kélcsénds egymasra

figyelést, erds érzéket a kizds jatékhoz. A commedia szinészeinek legfébb érdeme az volt,
hogy eqy elére felvazolt torténet mentén improvizaltak, felelgettek egymasnak, a kdzénség

reakcioihoz igazodva alakitottak a cselekmenyt, amelybe olykar elére begyakorolt panele-
ket (lazzi) és zenés szamokat is beillesztettek.

A maszkok miatt kénytelenek voltak a szinészek a testiikkel és a hangjukkal kifejezni az

érzelmeiket. Allandd karaktereket alakitottak, mint a fdsvény Gregembert (Pantalone), a

haskdddt (Il Capitano) vagy a doktort (Il Dottore).

A commedia dellarte késébb mas orszagokban is teret hdditott: Franciaorszagba példaul a

fianak szorakozast keres6 Medici Katalinnak kdsz8nhetben kerlilt el a XVII. szazadban, ahol

(j viragkorat kezdte élni. (Késdbb tdbbek kdzt Moliere is alkalmazta a miifaj sajatossagait

darabjaiban.)

A XVIII. szdzadtal kezdve a mifaj Olaszorszagban hanyatlani kezdett, de egy olasz dra-
mairénak, Carlo Goldoninak kdszdnhetden Ujra feltdmadt. Az improvizacio és tulzott ,bo-
hockodas” hattérbe szorult, és egy realistabb iroi dbrazolastechnikdnak koszonhetden a
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kdzOnseget a sajat bineivel és erényeivel szembesitette. Goldoninak rivélisa is akadt. Carlo
Gozzi a hagyomanyosabb megkdzelités hive volt: 6 a maszkos karaktereket a sajat mese-
vilagaba helyezte. A valosagtol elrugaszkodott torténetek erdekeltek, és darabjai akkora
népszeriiségre tettek szert, hogy Goldonit sikerdilt lekdroznie. (Gozzi darabjai kozkedveltek
voltak az operaszerz6k kdrében is: sok opera librett6janak alapjat kepéztek torténetei.
Hogy csak par hires peldat emlitsiink: Puccini Turandot, Prokofjev A hdrom narancs
szerelmese, illetve Wagner A tiindérek cim( operainak mind egy Gozzi-darab volt az alapja.)
A commedia azonban Gozzitdl fiiggetlenil is megjelent az opera miifajaban. Tobbek kdzt
Mozart, Rossini és Donizetti is eldszeretettel dolgoztak bele a m(ifaj tipikus karakterjegyeit
egyes vigoperaikba.

Leoncavallo operajaban pedig egyenesen fgszerepldvé Iépett el6 a mifaj.

A verizmus

A mivészi torekveseket a realizmus és naturalizmus uralta a XIX. szazad kozepétdl a
szézad végeig, s ez a klasszicizmus formalitdsatol és a ledldozo romantika fantéziavila-
gatol vald eltavolodast jelentette. Olaszorszagban a Verdi nevével fémjelzett romantikus
iddszak utan lassanként (j iranyzatok iitgttek fel a fejiiket...

Franciaorszagbal indultak az Uj mifaj gydokerei Henry Murger Jelenetek a bohémek életébél
cim(i novellafiizérével és ifj. Alexandre Dumas A kamélids hdlgyével. (EIGbbibél Leancavallo és
Puccini irt operat Bohémélet cimmel, utobbibdl pedig La traviata cimmel maga Verdi.) Jean-
Francois Millet, Gustave Courbet és Edouard Manet képzémivészek szakitottak a hivatalos,
Akadémia-szabta, mitikus hdsoket abrazol iranyzatokkal, és hétkdznapi embereket festet-
tek hetkdznapi kdrnyezetiikben - kitaposva ezzel az dsvényt a késébbi impresszionistaknak.
E realista hatasoktol inspiralva jott létre az 1860-as években a scapigliatura milanese*
elnevezés(i radikalis mlvészeti mozgalom Olaszorszagban, amelynek tagjai irak, képz6mdi-
vészek, zeneszerzok voltak; tobbek kozt a hires zeneszerzd és librettista, Arrigo Boito is.
Hatéssal volt rajuk Charles Baudelaire A romids virdgai cim( verseskotete, Gustave Flaubert
botranyos regénye, a Bovaryné, csaklgy, mint Wagner Ringje. A Risorgiment6t® kivetd ka-

“ (olasz) milani kocosak'". Neviiket Cletto Arrighi La Scapigliatura e il 6 febbraio cimi regényébl vették.
5 (olasz) ujjaszervezdés'. Politikai és polgari mozgalom az 1815-tl 1872-ig terjedd idGszak alatt, mely az italiai
teriileteket egy kdzds Olasz Kiralysagban kivanta egyesiteni.
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otikus iddszakban lazadtak a korabeli polgéri ertékrend és az aldrendelt viktorianus nemi

szerepek ellen; céljuk az olasz kultura meguijitasa és egy Ujfajta, modern olasz esztétika

bevezetése volt, amely felzarkozhat az (j nemzetkdzi stilusokhoz. Az opera terén Boito

Mefistofele és Franco Faccio | profughi fiamminghi (A flamand menekiiltek) és Hamlet cim(i

operait emlithetjiik maradando alkotasként; de a mozgalom legkivalobb érdeme az volt,
hogy eldsegitette a verista operak megszliletését.

A kdvetkezd generécio, a giovane scuola (,fiatal iskola”), akik kdzé Giovanni Verga, Luigi Ca-
puana és Federico de Roberto tartozott, naturalista stilusra torekedtek: valodi helyszinen

zajl6 valodi témakkal foglalkoztak. (Erre utal az olasz vero [,igaz'] szo, melybdl a verizmus

elnevezése ered.) Francia kollégaiktol eltérden 6k hanyagoltak a politikai izenetl témakat;

a videki életre és az elementaris szenvedelyekre koncentraltak. Ekkoriban tortént, hogy

Verditdl hirtelen az uj genre felé fordult a figyelem. A verizmus a levegdben volt - aztén

bemutattak Mascagni Parasztbecsiilet cim( operéajat...

Az elsd verista operat azonban Stanislao Gastaldon irta ugyanabbdl a Verga-novellabol,
mibdl Mascagni dolgozott. A Mala pasqua cimd operét hat héttel a Parasztbecsilet 6shemu-
tatdja el6tt mutattak be, de a kozonség nem fogadta tdl nagy lelkesedéssel. Mascagni ope-
raja azonban 4tiitg sikert aratott, melyen felbuzdulva csak gy ontottak a verista operakat

a zeneszerzGk, akik abban reménykedtek, hogy igy Mascagniéhez hasonld sikert érhetnek

el. Ennek eredményeként allitdlag 49 ,népi opera” sziiletett 1892 és 1899 kozott, melyeknek

helyszine altalaban az elszegényedett olasz vidék vagy Napoly, fészerepldi az alsabb tar-
sadalmi retegekbdl kerlilnek ki, a torténetiik pedig a szerelmi konfliktus miatt valamelyik

szerepld erdszakos halalaval végzddik. E mivek nagy része tiszavirag-életd volt, eltekint-
ve egy-két kivételtdl, példaul Giordano Mala vita, Smareglia Nozze istriane cim( operaitdl.
Azonban csak egyetlen olyan szerzd volt, akinek sikere Mascagniéval vetekedett. Ruggero

Leoncavallo, aki évekig Parizsban szivta magaba a naturalista eszményt, a Parasztbecsiilet
bemutatja utan szinte napra pontosan két évvel debiitalt Bajozzok cimd operajaval. Uj

csillag szliletett.

Felvetddik a kérdés: vajon Puccini is verista szerzének szamit-e? Puccini a verizmus

szenvedelyeit alkalmazta darabjaiban: a szerelem, a féltékenyséqg, kinzas, dngyilkossag,
valamint gyakorta alkalmazott realista zenei fogasokat, pl. a rémai reggeli harangok a Tos-
cdban, autentikus japan melddiak a Pillangdkisasszonyban, a Bohémélet témajat Murger-tdl

vette - mégsem verista operakrol van szo. Az egyetlen Puccini-md, amely izig-vérig verista

alkotasnak szamit, A kdpeny. Ebben érvényesiil a verista operak dsszes kritériaja: alsobb

néposztalybeli kdzember erdszakos reakcioja a fékezhetetlen érzelmek kdvetkeztében.



Két opera egy estén

A Parasztbecsiiletet és a Bajozzdkat, e két verista mivet sok kozos vonas kéti dssze.
Mindkét operat (és zeneszerzéjét) ugyanaz a milanci zenei kiadd, Edoardo Sonzogno
fedezte fel.

Mindket m{ egy keresztény innepnapon jatszddik: el6bbi husvétvasarnap, utabbi pedig
Nagyboldogasszany napjan. Mindkeét térténetet a XIX. szazad masodik felében helyeztek
el a szerzdk, és mindkét esetben falusi helyszint valasztottak Olaszorszag déli részén:
Mascagni operdja Sziciliaban, Leancavalloé pedig Calabriaban (Szicilia mellett, a ,csizma”
déli csticskében) jatszodik.

Mindkét torténet kbzéppontjaban a ,férj-asszony-szeret6” haromszdg all, s mindkét
miiben az elarult szerelmes (Santuzza, Tonio) lesz az ,informator”, aki a felbdszilt férjet az
er6szakos cselekedet felé sodorja.

Mindket zenedréma az elsdpré s végil pusztitd emberi szenvedélyekrdl szol, melyek
hazassagtoréshez, feltékenyseghez, bosszuhoz és gyilkossaghoz vezetnek; a nyers emberi
természetrdl és primitiv 6sztondkrdl, melyek kegyetlenségbe torkolinak.

Nem csoda hat, hogy a két rdvid operat korilbelil 120 éve parban jatsszak a vilag opera-
hazaiban, és leqtobbszr csak mint,,Cav-Pag” utalnak ra eredeti olasz cimiiket lerdviditve.
A Magyar Kiralyi Operahaz élen jart e tekintetben, 1893. december 10-én mar egy estén
szolalt meg a két m(i Budapesten, alig két héttel megelGzve a New York-i Metropolitant.
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Pietro Mascagni

Cavalleria rusticana

Synopsis

Easter Sunday in a Sicilian village.

Mother Lucias son Turiddu is singing to his beloved Lola. Although she is already married,
he would not hesitate to die for her and would not find happiness even in heaven without
her...

We are in the Village square with its church and Mother Lucia’s wine shop. Santuzza is
looking for Turiddu. Lucia says her son has left for Francofonte to bring wine, but Santuzza
knows he was seen in the village the previous night. Lucia’s suspicion is raised as her
son did not return home... Mother Lucia invites the girl into her house so they can talk in
peace, but Santuzza does not dare enter her home: “Into your house | cannot enter! | am
condemned!” Lola's husband, Alfio the carter, arrives at the square in good spirits. He is
escorted by the people of the village. “Merry is the carter's life. He can travel all around.
Happy is his calling, Richest treasures hauling,” people sing. Alfio is content with his life:
he loves his work and beautiful wife.

Alfio asks for some wine, but Lucia apologises: she has run out but already sent her son to

G

bring some more. ‘I saw him but this morning; and very near my dwelling!” he says. Lucia
looks at him with amazement, but Santuzza tells her to be silent. The chorus sings Regina
Coeli. Alfio sends the women to church and then leaves. The people of the village go to
church - except Santuzza and Mother Lucia.

Mother Lucia does not understand why Santuzza told her to be silent before Alfio. The
girl reminds her of Turiddu and Lola’s previous relationship, and reveals that Lola has not
accepted that Turiddu now belongs to someane else: the two old lovers are still lovers, and
she has been left in shame... She begs ta Lucia to pray for her; she will talk to Turiddu once
again - and for the last time. Mother Lucia returns to the church with a troubled mind.
Turiddu arrives. Santuzza tries to talk to him, but he refuses to respond. Santuzza starts to
question to him: “Where have you been?” “Why do you ask me? At Francafante,” he replies.
Santuzza does not believe him: she saw him on another street and Alfio himself saw him
at his house the previous night... “Thus you return the love | gave you? You wish him to
kill me?” Turiddu asks. “You love her! curses on her!” Santuzza cries desperately. Turiddu
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warns the girl that he will never be a slave to her vain jealousy. “Beat me! insult me! | love

G

and pardon; But all too heavy is my deep anguish!” the desperate Santuzza says.

“There are a thousand beautiful angels sitting in heaven, but nane is fairer than he.” Lola’s
song can be heard as she is approaching. They meet. Lola asks with a touch of sarcasm
why the two of them are not listening to the mass inside. “Only the sinless can enter the
church.” Santuzza says. The two women begin to argue. Turiddu wants to leave Santuzza,
but eventually Lola enters the church alone. Santuzza tries to reconcile with him, but he
pushes her away: “Never will | relent.” Turiddu rushes into the church after Lola. Santuzza,
overwhelmed by anguish, cries in wrath: “On thee come Evil Easter, thou false swearer!”
Alfio arrives again and Santuzza tells him everything in her deep sorrow: “Turiddu betrayed
me, despoiled me of honour; And your bad wife has taken him from me.” Santuzza swears
to the carter that she has told him the bitter truth, but regrets doing so immediately: “Twas
wicked in me to have spoken thus!” “They are infamous, unfit for living! And blood I'l have
before the close of day!" Alfio replies.

The mass is over: the people come out of the church, men and women go home to their
spouses with peace in their hearts. Turiddu approaches Lola as she leaves: does she really
want to leave without saying goodbye? Lola explains to him that she must go home, and
she has not seen her husband since he returned. Turiddu tries to convince her not to rush
and have some wine instead. The glasses are filled, and Turiddu raises his glass to Lola: “To
love!" “To your mast happy fortune!” Lola replies. Peaple drink merrily.

Alfio arrives at the square. Turiddu offers him a glass of wine immediately. “Thanks,
sir! ... In me it would be poison, my heart’s blood chilling!” the carter rejects the offer
provocatively. Turiddu smashes the glass on the ground. Everybody knows what it means...
The frightened women take Lola away from the square. The two men embrace and Turiddu
bites the carter’s ear as a sign of challenging him to duel. “Master Alfio, | know that the fault
is my own; to you | swear, in the name of heaven, that like a dog | should be slaughtered.”
Alfio accepts the challenge - he will be waiting for his adversary in the orchard.

Turiddu says goodbye to Mother Lucia: he asks for his mother’s blessing just as he did when
he joined the army. He also makes her promise, should he not return, to take care of Santuzza
as if she were her mather. Mother Lucia does not understand what her son means. Turiddu
blames the wine for his strange words... “Pray you to heaven for me,” he asks her and rushes
away. Lucia cries after him with terrible apprehension. Santuzza appears and a crowd covers
the square. A murmur is heard from the distance. “They have murdered Turiddu!”
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Pietro Mascagni (1863-1945)

The composer of Cavalleria rusticana was the most vivacious theatrical figure in the
generation of composers of the fin de siécle, and eventually became notorious as a pioneer
of the giovane scuola ("new school’). He was continuously present in the Italian musical
world as a conductor, teacher, orator and composer from 1890 to the dark days of the
World War II. He was a bellicose and contradictory person, who inspired wonder in some
and loathing in others. Although audiences soon realised that Puccini was the greater
composer, Mascagni remained more popular, and his every appearance and utterance
was a sensation.
Pietro Antonio Stefano Mascagni was bornin Livorno on 7 December 1863 as the second son
of a baker. He lost his mother when he was nine; his father was left alone with five children.
Domenico Mascagni wanted his son to become a lawyer, but his plans were scuppered...
There were neither musicians nor musical traditions in the Mascagni family, so he did
not expect music to be more important to his son than just another element of a decent
middle-class life. When he was 13, there were few things that interested Pietro more than
composing. He soon neglected his other studies, which damaged his relationship with his
father, so he soon left the house of his birth and moved to his uncle’s. “You'll get a key to the
house and entrance to every theatre...” he told his nephew. Pietro practiced and composed
in the daytime and went to the theatre in the evenings.
He composed a symphany of four movements at the age of 16; his dramatic cantata In
filanda made him a local celebrity when he was 17. He then composed music to Schiller's
Ode to Joy in 1882. At the Milan Conservatory, he became acquainted with Wagner's music,
which soon impressed him. He left the Conservatory after two years, and played music and
conducted in travelling operetta companies. He married in 1889 and settled in Puglia as a
music teacher. Then came a great opportunity for Mascagni, who was still only 26.
The story of the compasition of Cavalleria rusticana is like a fairy tale or fictional Hollywood
story. The composer, who was working at the time as a conductor with a fourth-rank opera
company, heard about a contest for the composition of a one-act opera by the Sonzogno
Publishing House in Milan. Mascagni finished Cavalleria rusticana within two months.
"I already had every scene clear in my mind: | identified with the drama so strongly that | felt
it within me as music,” he said later. But when the time came to submit the work, he lost his
courage. According to a gossip, he was so afraid of a fiasco that he hid the score in his drawer,
and it would have stayed there had his wife not sent it to the competition organisers.
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When Cavalleria rusticana was premiered at the Teatro Costanzi in Rome on 17 May 1890,
the sweeping force of the opera captivated the audience. The success was phenomenal.
Mascagni became a celebrity overnight, and his opera set off to conquer the entire world.
Since 1890, Cavalleria rusticana has been performed more than 14,000 times in Italy alone.
It was premiered in Budapest on 26 December 1890 under the baton of Gustav Mahler. This
single premiere made Mascagni a recognised leader of Italian music and the successor
to Verdi. The King of Italy named him a Knight of the Order of the Crown of Italy. He was
appointed director of the Liceo Rossini in Pesara, a position he especially enjoyed. He went
on an American tour in 1903, but it failed due to poor organisation.

0f Mascagni's 14 subsequent operas, however, none achieved the success of Cavalleria
rusticana. Lamico Fritz, | Rantzau, Guglielmo Ratcliff, Silvano, Zanetto, Iris, Le maschere,
Il piccolo Marat - some were definitely fiascos, while others, after initial success, were
soon dropped from the repertaire. He was 70 when he composed Nero, a highly successful
opera thanks to his fascist friends, but its acclaim did not stand the test of time. He did
not create much in other art forms, although he always toyed with the idea of composing
a symphony. He spent most of his career as a conductor, and later composed music to
silent films.

The fascist government later tried to dictate Mascagni's career: he became a symbol of
fascist Italy, although he did not yearn for this “honour”. In 1926, he was appointed to
be Maestro Toscanini's successor as director of La Scala Milan. Although it was probably
a political decision, no one questioned his aptitude. After the war, his compatriots
condemned him for his well-known sympathies with fascism. He spent his final years in
seclusion, poverty and shame. He was forgotten. The public forgot that the composer of
Cavalleria rusticana was even still alive. When someane spoke of him as a living composer,
they were greeted with a puzzled look as if they had said, “I've just had lunch with
Meyerbeer.” Yet there was a time when his most famous opera was being played in 96
opera houses worldwide simultaneausly...

Mascagni died in his flat in Rome on 2 August 1945 at the age of 81. His funeral took place
two days later. No Italian leaders were present at the ceremany. In 1951, his mortal remains
were taken to Livorno, where he was reburied with an official tribute. “It is a pity | wrote
Cavalleria first” he said once, “for | was crowned before | became king."



On Cavalleria rusticana

Edoardo Sonzogno, a leading music publisher in Milan, announced a contest in July 1888
for young composers whase operas were yet to be performed to compete for two prizes;
the winner was to be awarded 3000 lire, second place with 2000 lire. The publisher
requested one-act operas of one or two scenes, the topic of which was not defined - it
could either be comic or tragic. The three best operas were selected by a jury of five
prominent composers and critics. The three best operas were to be performed in one
of Rome's leading theatres at Sonzogna's expense, and the jury would decide after the
performances which two of the three operas to award.

The job of the jury was not easy. They received 73 operas, and the members of the jury
examined each score one by one, independently and conscientiously before assembling
to discuss the operas. Each work was discussed and they voted on which operas would
be excluded. Thus 55 operas were dropped out of the 73. The composers of the remaining
18 works were invited to perform their operas on the piano befare the jury. Then a closed
meeting was held to discuss what they had heard, and in the evening of 5 March 1890, the
jury announced which three operas would be performed in Rome. These three operas
were Niccola Spinelli's Labilia, Vincenzo Ferroni's Rudello, and Pietro Mascagni's Cavalleria
rusticana.

Those days no one knew Mascagni's name apart from his friends. The 26-year-old
composer had heard about the cantest only twa months before the deadline for submitting
the operas. He lost considerable time trying to find a libretto. He asked for help from a
childhood friend, the writer Giovanni Targioni-Tozzetti. It was his idea to base the opera
on Giovanni Verga's shart story and play Cavalleria rusticana. A third friend, Guido Menasci,
joined Targioni-Tozzetti to write the libretto. They sent the text in parts to Mascagni in
Cerignola, sometimes writing verses on the backs of postcards. The opera was submitted
on the closing day, with the motto “pax” (‘peace’ in Latin).

Giovanni Vergas short story Cavalleria rusticana is an iconic work of Italian naturalism in
literature, part of the so-called verismo movement. It is a strongly realistic story built up
from a chain of vivid dialogues, which do not provide either moral verdict or comment. It
does not use conventional descriptions; the purpose of the few descriptive sentences is
to highlight the characters and their worlds. In 1883, the writer decided to try his hand as
a playwright, and he began his new career by adapting his former shart story Cavalleria
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rusticana for the stage. Verga did not adapt the short story automatically, but created a
new work based on the original story, focusing on the conflicts on Easter Sunday that
lead to the final and fatal encounter of Turiddu and Alfio. While he was warking on the
adaptation, he created a Greek chorus in the village, which does not have a direct role in
the story, but it is an important spectator and participant of the drama; at the same time,
they remind us of the fact that everybody knows everything in a Sicilian village - except
for the main characters, perhaps. The play was premiered in Turin in 1884 with Eleonora
Duse in the role of Santuzza. It was highly successful, and soon became an important play
in Italian theatres.

Tartioni-Tozzetti and Menasci based their libretto on the play, changing its structure
slightly. The librettists created a chorus of the villagers who appear only in certain points
of the story, but their presence can be felt almost throughout the play. The authors
softened Verga$s style: the dialogues are less sharp, the hidden conflicts between rich
and poor were almost entirely diminished, and the final duel was moved from the stage to
behind the scenes.

This was the first opera to show a single, coherent and uninterrupted dramatic trajectory
and was a novelty to late-19'-century audiences. In Cavalleria rusticana, Mascagni builds up
and fuels tension in a wonderful fashion as the continuously increasing dramatic intensity
of the 75-minute play produces an overwhelming impact on the audience. In addition to its
dramatic power, another great attraction of the opera was the freshness and new features
of its musical style. This was an opera that spake the language of the people, combining
the characteristics of songs and the operetta with more conventional operatic language,
presented to the audience by the composer deprived of all embellishment.

In Cavalleria rusticana, we do not find folk elements in their traditional sense (excluding
the Sicilian dialect). There are no real Sicilian songs or dances in Cavalleria rusticana. Lola’s
song is a Tuscan stornello, and Turiddu's serenade, although written in a Sicilian dialect,
is more or less Neapolitan. Mascagni consciously avoided every element that would have
made the opera and its characters too distinct.

The title of the opera describes the topic clearly. The main motifs of the story are
damaged pride and the loss of honour and dignity. The central symbol of the melodrama
is the church - Easter Sunday and the Passion, which represents Christian faith. Christ's
sufferings with which he bore the sins of the world, the fundamental lesson of forgiveness,
and a beginning of something new. In contrast with the sacred, the human is presented
too: we see characters consumed by passion - unbridled and irrational passion. Love,
deception and revenge lead to
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Ruggero Leoncavallo

Pagliacci

Synopsis

Act One

Acrossroads near a village in Calabria near Montalto. A big tree. A tent and other equipment
of a travelling commedia troupe around it. A scorching August afternoon. The Feast of
Assumption. Between 1865 and 1870.

A happy, animated and curious crowd of villagers is approaching: they welcame Pagliaccio,
“the Prince of Clowns” (officially called Canio) is coming back for the holiday together with
his travelling troupe. Canio bids the noisy crowd to be silent and announces his show will
be performed at 11 tonight.

Tonio rushes to the cart to help Canio's wife Nedda to get off, but Canio pushes him aside
violently. The crowd has a good laugh about the gallant’s fiasco. “You'l pay for this! Bandit!”
he mumbles to himself and slinks off. The locals invite Canio for a drink. Peppe joins them,
but Tonio does not. “Watch out, Pagliaccio, he wants to be alone to woo your Nedda," a
villager teases him. Canio’s reply is ironic and blood-curdling at the same time: ‘I say, the
stage is one thing and life itself another; and if up there Pagliaccio surprises his wife
with a lover in her chamber, why, he delivers a comic lecture and thereupon calms down
and submits to a thrashing - and the public applauds to see such sport! But if | surprised
Nedda in real life - as sure as | am speaking to you - the story would have a different
ending. It's better not to play such games, believe me.” His eyes flash like lightning. Some
do nat understand whether Nedda had really justified this... "Hardly! Forgive me, | adore my
wife!” Canio says and kisses his wife on the forehead.

Pipes sound from the distance and church bells sound vespers. The crowd leaves together
with Canio and Peppe. Nedda is left alone. She contemplates Canio’s behaviour: did he
read her most secret thoughts? She is aware that she must contend with her husband's
wrath. Then she brushes aside her gloomy thoughts and tries to enjoy the August day.
She recalls a song her mather used to sing when she was a child: it was about birds that
fly towards the land of their dreams through clouds and storms, steadfastly towards the
unknown realm that they seek in vain... While she is singing, Tonio sneaks out of the tent to
listen to Nedda in secret. She natices the fool only at the end of her song. ‘I know well that

42



| 'am the twisted half-wit, that | inspire only scorn and loathing. But even so, | too dream
dreams; | too know in my heart the pulsing of desire,” she confesses to Nedda, but she just
laughs at the confession of love. “Have you an itching back, or must | pull your ears ta cool
your ardour?” Tonio approaches Nedda more and more arduously as he cannot control
his desire. Eventually, the woman seizes a whip and lashes the fool across the face. Tonio
swears by the Holy Virgin that Nedda will pay for this.

Tonio leaves, followed soon by the arrival of Silvio, Nedda's secret lover. The woman is
scared that the man risks visiting her now, as it is dangerous. But Silvio reassures her that
he has seen Canio and Peppe in the tavern; no one can see them. Nedda warns him that
Tonio is around, but Silvia is not afraid of the half-wit. “The half-wit is to be feared!” Nedda
insists. Silvio begins to beg to her to elope with him: give up her wandering life and leave
her husband whom she does not love any more. Nedda - although attracted by the promise

G

of a happy future - rejects the crazy plan. “You love me no longer!” the desperate Silvio

says. Nedda assures her that the love she feels to him will never die.

Tonio overhears this profession of love, and, thirsty for revenge, rushes to Canio. The two

lovers kiss passionately. Nedda surrenders and agrees to flee. Silvio is about to leave when

Canio arrives, led by Tanio. The husband just catches his wife’s words: “Until tonight, and I'l

be yours forever.” Silvio runs away, followed by Canio. Nedda casts a hateful look at Tonio,
who is happy to be taking revenge. Canio returns, having lost the lover’s trail. He grabs his

dagger and is ready to cut the waman's throat, but first he needs to know the lover's name.
Nedda refuses to tell him. Eventually, Peppe returns and unarms the raving husband. He

warns him that the villagers are coming and they have to get ready for the show. He sends

Nedda to dress up, while Tonio tries to calm down Canio: “Be calm now, Master, it is better

to dissemble. The lover will be back. Trust me, Il keep an eye on her. Now for the show! ...
To succeed you must dissemble.” Peppe and Tonio leaves to dress up. The shattered Canio

is left alone.

Act Two

The show is about to begin. The audience throng: latecomers rush, jostle and elbow, same
almost start a fight for the best places. Silvio arrives too. Peppe tries to calm down the
audience. Nedda, dressed up as Colombina, walks to the audience to collect the admission
fees. When she gets to Silvio, they exchange some wards hastily: Nedda whispers to the
man that Canio did not see him, and Silvio reminds her of their plan. Nedda must move on
because of the impatient spectators. Finally, the bell rings: the show begins...

Colombina’s husband Pagliaccio is expected home late at night. The woman waits for her
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servant Taddeo impatiently. But instead of him, Arlecchino’s voice can be heard: he is

Colombina's lover. Taddeo arrives at last: he has brought a chicken from the shop. Taddeo

wants to confess his love to this beautiful and pure woman, but she is preoccupied with the

price of the chicken and the window. Suddenly, Arlecchino jumps in through the window,
puts a bottle on the floor, takes Taddeo by the ear and throws him out. Taddeo backs out of
the room, suddenly realising that the two are in love with each other. He leaves - and the

audience applauds. Colombina sets the table, they sit down face to face and begin to have

dinner. Arlecchino produces a small phial: “Take this drug and give it to Pagliaccio before

he goes to sleep, and then we'll run off together,” he says. “Yes, let me have it,” Colombina

replies. Taddeo enters the room again: he announces loudly that Pagliaccio is coming and

he knows everything! Taddeo hides, and Arlecchino jumps out of the window.

Pagliaccio appears on the side of the stage. Colombina shouts through the window: “Till

tonight, and | shall be yours forever!” Canio is shocked to hear exactly the same words

again, but he continues to perform. Pagliaccio notices that the table has been set for two.
Colombina lies that she had dinner with Taddeo, who has hidden in fear. “She is pure! Her
pious lips abhor all falsehood!” Taddeo says from behind the door. The audience laughs -
and Canio loses his temper. He demands that Nedda tell him the name of her lover. Nedda

does not fall out of character Canio bursts out: “No, | am not Pagliaccio! Although my face

is white, that is for shame and for the lust for vengeance! The man reclaims his right, the

heart that bleeds wants blood to wash away the shame, damned woman!” Silvio can hardly

contain himself, the audience is listening intensely, fascinated by Pagliaccio’s moving

performance. Colombina replies coldly: “Well, then, if you so judge me unworthy of you,
drive me out forthwith!” Canio demands the name of her lover. Nedda tries to finish the

play, but Canio’s look makes Colombina’s laugh freeze in her. Peppe wants to intervene, but

Tonio does not let him do so. Nedda refuses to reveal her lover's name. ‘I may be unwaorthy,
all you will, but, by God, | am no coward!” Silvio draws his dagger, but it is too late... Canio

stabs Nedda on the stage several times, still demanding her lover's name. Nedda cries for

help from Silvio, who rushes on the stage. Canio turns to Silvio: “Ah, then! It's you! Welcome!”
And stabs him too.

“La commedia e finita."
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Ruggero Leoncavallo
(1857-1919)

In contrast with Mascagni, Leancavallo's personality was mysterious and difficult to pin down.
Photographs show a jovial gentleman with a Falstaffian belly and a remarkable, upwardly
curling moustache; the general impression of him is more that of a country stationmaster or
aretired sergeant than an artist. There are uncertainties regarding his person and the details
of the first part of his life - mainly because the composer himself gave false information to
the public. Leancavallo compulsively falsified details, qualifications and personal contacts,
and even stated he was a year younger than he actually was in his curriculum vitae. When
researchers looked into his claims, for example, his degree at the University of Bologna or his
marriage records, all his statements came into question.

Ruggero Giacomo Maria Giuseppe Emmanuele Raffaele Domenico Vincenzo Francesco
Donato Leoncavallo was born in Naples on 23 April 1857. His father was a judge, and his
mother came from a prominent aristocratic family in Naples. He spent his childhood
in Montalto Uffugo in Calabria. He began to learn music when he was eleven. Later, the
young Leoncavallo received classical and musical education in Naples: he learnt to
play the piano and composition at the Conservatory, and attended grammar school at
the same time. When he was 20, he continued his studies in Bologna; it was then that
he started ta think seriously of becoming a composer. Inspired by Carducci, the most
famous Italian poet of the era, Leancavallo embarked upon realising an expansive plan: he
wanted to compose an opera trilogy on the theme of the Italian renaissance. As a tribute to
Wagner's Gitterddmmerung, he named it Crepusculum?, and it was to comprise three parts:
the aperas | Medici, Savonarola, and Cesare Borgia. However, only the first of these was
finished, years later. Leoncavallo put aside this project so as to get down to compose a less
ambitious romantic opera: Chatterton. The composer himself wrote the libretto - similarly
to almost every work of his later career.

Although it was announced that it would be performed at the Teatro del Corso in Bologna, the
premiere was cancelled. This was the first disappointment for Leoncavallo, but not the last...
After this, he spent three years in Cairo as a musician, but left Egypt in 1882 under unclear
circumstances. He travelled to Paris, where he lived the Bohemian life for several years.

T ‘nightfall’(Latin)
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He initially played the piano in cheap cafés, then worked as a vocal teacher, and finally a
repetiteur and master of outstanding singers at the Opéra. He became a member of the
musical life of Paris and met his future wife. He finished the libretto to | Medici in Paris,
and became acquainted with the famous publisher Giulio Ricordi. The work was finished in
1890, and Ricordi wanted to perform it a year later - but at the last moment chose a revised
version of Puccinis Edgar. This was another big disappaintment to Leancavallo.

The composition of Pagliacci was the end result of this disappointment. Putting aside his historical
trilogy, Leancavallo began to compose a popular opera that could compete with the success of
Cavalleria rusticana. He wrote the libretto to Pagliacci himself; the entire material was finished in
five months, when he sent it to Sonzogno. The publisher accepted the opera immediately and it
debuted at the Teatro Dal Verme under the baton of Toscanini on 21 May 1892 - almost exactly two
years after the premiere of Cavalleria rusticana. The opera was highly successful and soon travelled
around Italy and Central Europe, where it was received with the same enthusiasm as Cavalleria
rusticana had been two years earlier. From this time on, Leoncavallo was famous and rich, but none
of his later works could repeat the success of Pagliacci.

| Medici was premiered at the Dal Verme in November 1893, but the reception was cold both
from the audience and critics. Leoncavallo gave up composing the ather two parts of the trilogy
and composed operas and operettas for the rest of his career. In 1897, Leoncavallo composed
his own version of La boheme, with which he intended to compete with Puccinis work, but -
although it won some support from the audience - Puccinis more sophisticated opera soon
edged out Leoncavallos. He continued working on Chatterton and | Medici, the latter of which
was a fiasco in Italy but raised the interest of German emperor, who commissioned Leancavallo
to write the opera Der Roland von Berlin (1904), which was modestly successful in Berlin. His later
waorks in Italy brought moderate successes and fiascos, but no real recognition.

The appearance of sound-recording technology came as a surprise: the first recorded
Italian opera production was Pagliacci, conducted by Leoncavallo. The record of the song
Mattinata, sung by Enrica Caruso, was also highly successful and became his secand most
popular work after Pagliacci. Leoncavallo's other operas are hardly ever heard or seen
nowadays. Exceptions are the baritone aria of Zaza and the tenor aria of La boheme, both
of which are popular pieces at concerts and on recordings even today.

Leoncavallo was regarded by many as the best librettist of his era after Boito. Among his
librettos written for other composers, the most remarkable is that of Manon Lescaut, which
he wrote for Puccini.

He died in Montacatini Terme in Tuscany on 9 August 1919 and was buried at the Porte
Sante cemetery in Florence. According to his will, his and his wife's mortal remains were
taken to Brissago (Ticino, Switzerland) across Lake Maggiore in 1989.
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On Pagliacci

Seeing Pietro Mascagni's overwhelming success with Cavalleria rusticana, Leoncavallo

decided to try his hand at the style of verismo. He claimed to have found the theme in real

life: he heard the stary as a child in Montalto where his father presided over a trial.

The source of Leoncavallo’s libretto soon sparked debate, and the real origin of the story

is yet to be confirmed. When the French edition of Pagliacci was published in 1894, French

playwright Catulle Mendés accused the composer of plagiarism, saying that Leoncavallo

borrowed the theme from his play La femme de Tabarin. Leancavallo replied indignantly,
assuring the French author that the basis of the story was a trial in Montalto, adding that

it must not be forgotten that Mendes's play was not an original piece either: it was based

on the popular play Un drama nueva by the Spanish Manuel Tamayo y Baus. Mendes did not

pry into the matter anymore, but there are still doubts about Leoncavallo's statements -
especially because they are contradictory.

By 1900, Leoncavallo had written down in full detail the “incident” that inspired him, saying

that he had actually been an eyewitness to the murder and that Silvio in the opera was,
in fact, Gaetano Schiavelli, the young servant of the Leoncavallos. It is highly prabable

that Leoncavallo drew on various sources for the theme of Pagliacci. He certainly used

La femme de Tabarin, or rather the opera Tabarin, which he could have seen in Paris;

its protagonist is a jealous clown cheated on by his wife. And it is also possible that he

borrowed the idea of “theatre within the theatre” from Tamayo's play...

However, Pagliacci became a remarkably constructed work, which links the arias, duets,
ensembles and choruses into two long and continuous scenes (acts). The motifs of
Leoncavallo's melodies are unigue, and he maintains tension in the music throughout the

opera even in such lighter scenes as, for example, Nedda and Silvia's duet.

The title of the opera is Pagliacci, which is the plural of Pagliaccio. The word ‘pagliaccio’ is

used in two senses in Italian: it can mean ‘clown’ in the general sense, or it can refer to the

standard character of Pagliacco in commedia dellarte himself, who is better known as

Pedrolino (in French: Pierrot), the predecessor of clowns as we understand them today.
Reportedly, Leoncavallo originally wanted to use the title Il pagliaccio in the singular, but
changed it to the plural during the rehearsals. Thus, the title does not anly refer to Canio,
but to all the characters, simply as Clowns.

The structure: theatre within a theatre, with a prologue.

The play begins with the Prologue of Tanio, the deformed foal, in which the author himself
talks to the audience. He mentions three important points: 1)it is based on a true story, 2)

50



it is a human artist writing for the human heart, 3) the audience should not watch them as
actors but as people with real emotions as they are “breathing the same air of this orphan
world”. It is not accidental that Tonio opens the play.

Act One: the real world. The play begins in a tense atmosphere. Canio is jealous of his
beautiful wife, Tonio suffers from constant humiliation, and Nedda is unhappy because
she is in love with someane else. All the three main characters are burning at such high
emational temperatures from almost the very beginning of the play, that a tragic conclusion
is guaranteed. Leoncavallo's genius is hidden in his ability to referring to increase this
tension and maintain it until the end of the opera. Only a spark is needed to set the lethal
machine in motion... In our case, the machinery is poor Tonio and the spark is his rejection.
Both Canio and Nedda are cruel to him: Canio humiliates him in public, and Nedda harshly
rejects his declaration of love and - although in self-defence - lashes him across the face
with a whip. Tonio cannot bear this humiliation and swears to take revenge; the physically
deformed person is now deformed mentally too. He is “at the right place at the right time,”
and catches sight of Nedda and Silvio? cooing - he can now take revenge on Canio and the
sinful woman together. To Nedda, Silvio, the young, loving and enthusiastic youth provides
an escape from unhappiness: the wandering life she hates, the husband she has become
bored with and Tonio, who irritates her. For a while, the woman saberly rejects the bay>s
plan to elope, but eventually passion wins out. The jealous husband enters and tempers (as
well as Silvio) break loose. If it had not been for Peppe, who disarms Canio, the play would
end here. To make his revenge complete, Tonio recommends that his master begin the
show where the lover might turn up and reveal himself... Canio accepts the game.

Act Two: the show. Theatre in theatre. Commedia dellarte. The actors represent four
standard characters and play on a typical theme: they “improvise” on the story of the
adulterous wife. Peppe plays Arlecchino, the witty and diabolical servant, Colombinass lover.
Tonio plays the role of Taddeo, Colombina’s servant, the simpleton, who can never win the
beloved lady's heart. Nedda is Colombina, Pagliaccio’s wife, the sophisticated soubrette.
And Canio plays Pagliaccio, the pale-faced, lunatic dreamer. He is simple-minded and
ignorant, often becomes the target of mockery, but never loses his dignity... It is a strange
twist of fate that the clowns are performing the same story that is happening in their lives,
and they have to show a caricature of their own tragedy so as to win the audience’s laughs
and cheers. It is hard to decide when acting and “reality” become detached and what they
say as part of their "role” and what they really mean. Peppe could thwart the (double)
murder again, but Tonio does not let him do so: he deliberately lets Canio stab Nedda and

? In commedia dell arte, Silvio is one of the names of the male lovers.



then Silvio. It is no coincidence that the author originally meant the last sentence of the

VB

play (“La commedia & finita” - “The comedy is over”) for Tanio. This completed the frame of
the structure, this is how a Prologue was given an “Epilogue’, and this makes Tonio's role
more understandable in the drama. But the tenors singing Canio in the first years took
over the closing sentence of the opera, and thus the scores of Pagliacci were eventually
published with this modification.

Pagliacci was premiered at the Hungarian Royal Opera on 28 March 1893 conducted by

Sandor Erkel.

Commedia dell’arte

Commedia dellarte ("a comedy of craft’) originated in Italy and developed into a unified art
form from the improvisatory plays performed at markets in the 16™ century. The plays had
standard characters, who impersonated certain types like the lover, the old husband, the
captain, the dreamer, etc. The comedians played in masks, thus strengthening the typical
features of the character. (The use of masks was probably borrowed from the carnivals.)
This art form demanded unbelievable concentration and virtuosity, as well as mutual
attention and a very strong ability to perform together with others. The most important
talent of the actors of commedia was their ability to improvise along a storyline that had
been drafted in advance; they responded to each other and modified the stary according
to the reactions of the audience, occasionally inserting lazzi, i.e. previously worked-out
panels and musical numbers.

Because of their masks, the actors had to express their emotions with their bodies and
voices. There were standard characters like the old miser (Pantalone), the braggart (Il
Capitano) and the doctor (Il Dottore).

Commedia dellarte conquered other countries later. Thanks to Catherine de’ Medici, who
wanted some entertainment for her sons, it appeared in France in the 16" century, where it
enjoyed another heyday. (Moliére later also used its characteristics in his plays.)

This art form began to decline in Italy from the 18" century, but was then revived again by
Italian playwright Carlo Goldoni. Improvisation and excessive “buffoonery” were reduced,
and the plays started to confront the audience with their own sins and qualities, as a result
of a more realistic method of depiction by the authars. Goldoni also had rivals. Carlo Gozzi
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favoured the more traditional approach: he placed the masked characters in his own fairy-
tale world. He was interested in stories detached from reality, and his plays became so
popular that he managed ta surpass Goldoni. (Opera compasers also liked Gozzi's plays: many
librettos were based on his stories. Some famous examples, Puccini's Turandot, Prokofiev's
The Love for Three Oranges, and Wagner's Die Feen were all based on Gozzi plays.)

But commedia also appeared in opera independently of Gozzi. Mozart, Rossini, Donizetti
and many others often included the typical characteristics of this art form in some of their
comic operas.

Meanwhile, in Leoncavallo's opera, commedia dellarte is raised the status of a protagonist.

Verismo

From the mid-19"" century to the fin de siecle, artistic endeavours were dominated by
realism and naturalism, which meant a divergence from the formality of Neo-Classicism
and the fantastic worlds of declining Romanticism. In Italy, following the era assaciated
with Verdi's name, new approaches emerged hot on each other's heels...

The roots of the new art form appeared in France with Henry Murger’s series of short stories
Sceénes de la vie de bohéme, and Alexandre Dumas, fils' La Dame aux camélias. (Leancavallo
and Puccini composed their operas entitled La bohéme based on the former, and Verdi
himself composed his opera entitled La traviata based on the latter.) Artists Jean-Francois
Millet, Gustave Courbet and Edouard Manet broke with the official approaches set by the
academies and those depicting mythical heroes, instead starting to paint everyday people
in their everyday environments - beating a path for the impressionists who followed them.
Inspired by such impacts of Realism, a radical artistic movement named scapigliatura
milanese® was established in Italy in the 1860s; its members were writers, artist and
composers, including the famous composer and librettist Arrigo Boito. They were inspired
by Charles Baudelaire's poems in Les Fleurs du mal, Gustave Flaubert’s scandalous
novel Madame Bovary, as well as Wagner's Ring. In the chaotic period that followed the
Risorgimento®, they rebelled against contemporary middle-class values and the Victorian

¥ (Italian) Milanese dishevelled'. They borrowed their name from Cletto Arrighi's novel La Scapigliatura e il 6 febbraio.
% (Italian) Reorganisation’. A political and civil movement between 1815 and 1872, which strove to establish a united
Italian Kingdom.

54



gender roles that were based on subordination; their aim was to renew ltalian culture
and introduce novel and modern Italian aesthetics to catch up to the new international
trends. In the field of opera, Boito's Mefistofele and Franco Faccio's | profughi fiamminghi
(The Flemish Refuges) and Hamlet can be mentioned as long-lasting works; but the most
important merit of this movement was that it helped the creation of verismo operas.
Members of the next generation, the giovane scuola (“young school’) included Giovanni
Verga, Luigi Capuana, and Federico de Roberto, all of whom tried to create in naturalist
style: they dealt with real themes taking place in real locations. (The Italian word vero
['true’], the root of verismo, refers to this.) Unlike their French counterparts, they ignored
themes of political connotations; they focused on country life and elementary passions. It
was around this time that attention suddenly turned from Verdi to the new genre. Verismo
was in the air... And then Mascagni's opera Cavalleria rusticana was premiered...

The first verismo opera was actually composed by Stanislao Gastaldon, based on the
same short story by Verga that Mascagni used. The opera Mala pasqua debuted six weeks
before the premiere of Cavalleria rusticana, but the reception was not very enthusiastic.
Mascagnis opera, however, was a breakthrough, and it prompted composers produce
masses of verismo operas in the hope of achieving similar success. As a result, 49 “popular
operas” are said to have been composed between 1892 and 1899; their location is usually
the impoverished Italian countryside or Naples, with the main characters belonging to
the lower social classes, and their story based on a character's violent death due to a love
conflict. Most of these operas were very short-lived, with a few exceptions, for instance
Giordana's Mala vita and Smareglia’s Nozze istriane. There was only one composer whose
popularity could compete with Mascagni's... Ruggero Leoncavallo, whao had been breathing
in the ideas of Naturalism in Paris for years, debuted with his opera Pagliacci, almost
exactly two years after the premiere of Cavalleria rusticana. A new star was born.

The question arises inevitably: Does Puccini count as a verismo composer? Puccini used
the passions of verismo in his operas: love, jealousy, torture and suicide, and often used
the musical tricks of verismo, e.g. the morning bells of Rome in Tosca, authentic Japanese
melodies in Madama Butterfly, and he borrowed the theme of La boheme from Murger - and
yet these are not verismo operas. The anly work by Puccini that can be regarded as a fully
verismo opera is Il tabarro. It includes all the criteria of verismo operas: a violent reaction
by an ordinary person from the lower social classes as a result of uncontrollable emations.
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Two operas on a single night

Cavalleria rusticana and Pagliacci are two verismo operas linked by several similarities.
Both operas (and composers) were discovered by the same Milanese music publisher
Edoardo Sonzogno.

The events of both operas take place on a Christian haliday: the former on Easter Sunday,
and the latter on the Day of Assumption. Both stories take place in the second half of the
19™ century, and the location is a village in the south of Italy in both cases: Mascagni's
opera takes place in Sicily whereas Leoncavallo's work in Calabria (the southern part of
the "boot” opposite Sicily).

Both stories focus on the “husband-wife-lover” triangle. In both cases, the betrayed lover
(Santuzza and Tonio) becomes the “informant” who drives the furious husband to commit
his violent deed.

Both operas are about overwhelming and eventually destructive human passions which
result in adultery, jealousy, revenge and murder; about the crude human nature and
primitive instincts that lead to brutality.

Therefore, it is not surprising that these two short operas have been performed as a
double-bill in opera houses worldwide for about 120 years, and are most often referred to
as “Cav-Pag". The Hungarian Royal Opera was one of the first houses to do so on 10 December
1893, two weeks ahead of the New York Metropolitan.
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