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Koddly Zoltdn

Székely
fondz

Eletképek magyar nyelven, magyar és angol felirattal
Folk scenes in Hungarian, with Hungarian and English subtitles

Rendez6 Director MICHAL ZNANIECKI

Diszlettervezd Set designer LUIGI SCOGLIO

A diszlettervezd asszisztense Assistant to the set designer ALEJANDRO CONTRERAS CORTES
Jelmeztervezd Costume designer MAGDALENA DABROWSKA

Animacio- és vilagitastervezd Animation and lighting designer BOGUMIL PALEWICZ
Koreografus Choreographer JUHASZ ZSOLT

A koreografus asszisztense Assistant to the choreographer KOHARI ISTVAN

Dramaturg Dramaturg KENESEY JUDIT

Angol nyelvii feliratok English subtitles ELISABETH M. LOCKwoOD

Karigazgatd Chorus director CSIKI GABOR

Bemutatd: 2016. oktéber 1., Operahaz
Premiere: T0ctober 2016, Opera House

Haziasszony Lady of the house SAHAKYAN LUSINE / SCHOCK ATALA

Kéré Her suitor SANDOR CSABA

Fiatal legény Ayoung man BONCSER GERGELY

Fiatal ledny Ayoung girl KRISZTA KINGA

Szomszédasszony / A legény anyja Neighbour / The mother of the young man
WIEDEMANN BERNADETT

Abolha The flea ERDGS ATTILA

A leany anyja The mother of the young girl FARKASRETI MARIA

Kozremiikddik a Magyar Allami Operahaz Zenekara és Enekkara, Pal Istvan Szalonna
és bandaja, valamint a Magyar Tancmiivészeti Egyetem hallgatoi

Featuring the Hungarian State Opera Orchestra and Chorus, Istvan Pdl “Szalonna” & his band,

and students of the Hungarian Dance University

Karmester Conductor HAMORI MATE



,Szazhangu orgona a magyar népzene, mindenre van hangja a szelid tréfatol a tragédiaig. (...)
Nem sulyos betegség tiinete-e, hogy a legszebb dalokat, amelyeket a magyar zenei géniusz ezer év
alatt termelt, mar csak cselédek és dreg parasztok tudtak? Nem volt-e siirgés kételesség azokat télik
megtanulni és Ujra az egész magyarsag kezébe letenni? A falu most blcsuzik a regi hagyomanytol.
A fiatalsaga mar nem veszi &t. Rajtunk a sor. A tliznek nem szabad kialudni.”

Koddly Zoltdn, 1925

Cselekmény

Koddly Zoltdn a Székely fondt népdalok fiizérébdl alkotta, melyeket prozai szdveg vagy recitdld ének-
beszéd helyett csupdn némajdték, pantomim kdt dssze. Ennélfogva a md dramai szerkezete laza, valddi
cselekmény alig kristdlyosodik ki beldle. Ez a balladai, homdlyos szerkezet minden szinpadi alkotdt arra
Gsztdndz, hogy megfejtse: milyen térténetet sugallhat a md?

A Haziasszony ura haldoklik; az asszany és kislanya csakhamar arvan maradnak. A gyaszold dzvegy
sajgo szivvel emlékszik vissza lanykoréara, amikor megismerkedett jovenddbelijével. Hogy szomoru
kislanyat felviditsa, elénekli neki a Kitrakotty-mesét. Mikdzben a temetésre késziilddnek, a Haziasz-
szony egyre a multba réved vissza: fel- idézi, ahogy dsszehazasodtak kérdjével. Az eskiivdi linnep-
ség szép emlekét azonban hirtelen bearnyékolja a baljos Bolha megjelenése. A Haziasszony tovabb
emlékezik: Kislanyuk sziiletését idézi fel. A temetest kovetGen, gyaszaban megtorve szakad ki beldle
A rossz feleség balladdja. Egyszerre mintha halott férjét latna Gjra maga el6tt, de ra kell débbennie:
csupén kaprazat volt. Keser(en fekszik agyba, mér a lanyatdl sem fogad el se vigaszt, se ételt - szép
lassan elemészti a banat. Leanya csendben gyaszolja. A Haziasszony és férje a mennyorszagban lel-
nek Ujra egymasra.

-

Sandor Csaba, Sahakyan Lusine




Kodaly Zoltan:
A tlznek nem szabad kialudni

Tisztelt Holgyeim és Uraim!

Ugy hiszem, némi magyarazattal tartozom: mért tartottam elgbbrevalonak, hogy dnék a régi magyar dal
néhany valogatott példajat megismerjek, mint a magam egyéni alkotasainak megismertetését.

Legjobb, ha rdviden elmondom, hogyan ismerkedtem meg veltk én magam. (...) A magyar vidéki véros
tipikus kornyezetében néttem fel. Ami zene ott elhangzott, belélegzettem a levegdvel. (...) Kovetkezett
a komoly tanulmanyok ideje. A pesti Zeneakadémian olyan tanarok, akik magyarul alig vagy éppen
semmit sem tudtak, megtanitottak minket, zeneszerzd-jelglteket Brahms-stilusban, Wagner-stilus-
ban, Bach-stilusban irni. Ki-ki valaszthatott hajlama szerint. Kdzben &llandéan hangzott a jelsz6 a
kdzvéleményben, hogy magyar zenét kell irni. Az volt a mi vagyunk is. Igen, de hogyan? (...) Belattam,
hogy hidba van az embernek kisujjaban Bachtdl Wagnerig az egész kiilféldi zene, ebbél egymagabdl
magyar zenei tradicié nem alakulhat ki, ezek nyelvén nem lehet megirni egy zenei Toldit. Elkezdtem
keresni a magyar zenét. Hol kereshettem? Végigtanultam, amit irva vagy nyomtatva talaltam, ami
magyar zene cimére barmily jogon igényt tarthatott. Nem elégitett ki, nem mutatott j utakat. Egy
letlint kor elsarqult emléke. Megint figyelni kezdtem a meg él6 magyar zenére. Hamar a végére jartam
annak a par szaz dallamnak, aminél tébbet az egész orszag ciganyprimasa nem tudott. Elésmerve azt,
hogy ennek egy igen csekely része valoban értékes dsi hagyomany, annal elszomoritobb volt a tébbi,
és éppen a népszeriibb, mindennapi hasznalatra legkedveltebb része. (...) De hol van hat az a magyar
dal, amely akkor zengett, amikor még mas magyar kor mennykdve villogott? Ezt kell megkeresni:
akkor megvan a kgszikla, amelyen egy magyar zenekultra vara felépiilhet. Az id6ben sokat olvas-
gattam a Magyar Népkaltési Gydjteményt, a magyar poézisnek ezt a csodalatos kincsestéarat, amelyet
oly kevesen ismernek igazan. Egyszerre elém ugrott a kérdés: hol a dallama ennek a tengernyi remek
versnek, hisz ezt énekelték! Székely balladak! (...) Hisz ondk is tanultak a gimnazium V. osztalyaban.
Agyonelemeztiik Molnar Annét, Szilagyit és Hajmasit s a tobbit. Tragédia dalban elbeszélve. Csak egy-
rél feledkeztek meg a jo tanar urak: éppen a dalrdl. (...) Ott feledték, ahonnan a szévegeket hoztak. Oda
kell menni érte. Elindultam hat. Mentem, mendegéltem, idestova huszonket éve, de még nem értem
a végére. igy keriiltem falura, koncertterembl falusi kocsmaba. (...) A megértés, timogatas, segités
tokeletes hianya, tokéletes részvetlenség, sot ellenséges indulat kdzben folyt ez a munka. Maganyos
ember belé is roppant volna. De szerencsére egy (tra kertiltem a hasonlg el6zmények utan hasanlo

iranyt vett Bartok Bélaval. Az 6 torhetetlen energigja sokszor dsztonzott engem is, és lassanként
oszlani kezdett a homaly, amint kiildtik egymasnak a fényjeleket az orszag egyik végébél a masikba.
(..) En itt csak arra a kérdésre akarok felelni, hogy hat megtalaltuk-e azt, amit kerestiink. Azt a régi
szazadok magyar zengjét, mely a magyar zenei jové alapja lehet.

Tisztelt hélgyeim és uraim: megtalaltuk. Hangja oly débbenetes erejdi, hogy a mai elfajult magyar elsé
hallasra ra sem ismert. {...)

Miért hoztunk éppen székely dalokat? Mert ezek kdzt van legtdbb, legszebb példaja a régi magyar
stilusnak. A régi magyar zenei egység nyomai mindendtt mutatkoznak. De itt a leggazdagabb a hagyo-
many. Meglehet, hogy régen is a székely volt a magyar csalad mivészgyermeke. Aki legtdbbet Grzdtt
meg a nemzet gyermekkorabdl. Testvérei feln6ttek, kissé megtdrte Gket az élet gondja. A székely
tudott a legfiatalabb maradni. Az élet nem dlte ki beldle a fantazia szarnyalasat. (...) Vilagért sem mon-
dom, hogy most aztan, kitelessegbdl vagy hazaszeretethdl tetszeni kell mindennek, amit itt hallani
fognak. Ebben mér az esztétikai tetszés szuverén joga uralkodik. Akinek valami nem tetszik, annak a
maga szempontjabol feltétlen igaza van. Csak arra kerném ondket, ha valami nem is tetszik mindjart,
ne utasitsak el végkeépp. Talan maskor majd megtalélja az utat a sziviikhoz.

Koddly Zoltan, 1926



Pal Istvan Szalonna és bandéja / Istvan Pal “Szalonna” & his band



Meséek onmagunkral

Interju a rendezével

Michat Znaniecki neve nem ismeretlen a budapesti operakozonség szamara: 2015-ben &
allitotta szinpadra Gounod Faustjat. Az OPERA vezetése 2016-ban Gjabb produkcidra kérte
fel a nemzetkozileg elismert lengyel rendezét: sokak szamara meglepé madon éppen egy
magyar mii megrendezésére. A cél az volt, hogy az Operahaz kézonsége megtapasztalhassa,
hogyan érzékeli és érzékelteti egy kiilfoldi miivész azt a hangulatot és érzelmi vilagot, amely
Kodaly csodalatos miivében kibontakozik. (Erdekes egybeesés, hogy a zeneszerzé anyai
agon lengyel felmendkkel is rendelkezett, mi tobb, a Székely fond 1932-es 6shemutatéjanak
koreografusa Jan Ciepliniski lengyel balettmiivész volt, aki két izben is igazgatta az Operahaz
balettegyiittesét.)

Ismerte Kodaly zenéjét mielétt az OPERA felkérte a Székely fond szinpadra allitasara?

Hogyne, ismertem a koncertmveit, és hallottam a zeneoktatasi mddszerérdl is. Mindig is kozel allt
hozzam az 6 koranak magyar zenéje - az operairodalom mvei kozil Bartok Kékszakdlldja az egyik
kedvencem.

Milyennek talalta a Székely fondt, amikor elészor meghallgatta és elolvasta a darabot?

A Székely fondt nehéz mifajilag meghatérozni: nem opera, de nem is pusztan népdalfizér, hiszen Kodaly
komolyzenei igénnyel dolgozta fel és dramatikus igénnyel valogatta dket. Meglepett, hogy a szerz6
torténetet igyekezett épiteni a népdalokbdl, és kontextusba probalt helyezni valami olyat, aminek nem
kellene, hogy kontextusa legyen. Hiszen a népdalok, népmesék - csakugy, mint a tindérmesék - akkor
mikodnek, ha nem kdtddnek redlis korhoz, kulturahoz, helyhez, amiket ismerniink kellene. Ezek a
dalok, balladak dnmagunkrol, az érzelmeinkrél mesélnek: félelemrdl, boldogsagrdl, szerelemrdl,
halalrol stb. A néphagyomany, a folklor torténetei olyan Gsi érzékekre hatnak, amik mindannyiunkban
ott rejtéznek - nem csupan a magyarokban vagy az erdélyi magyarokban. Ha az ember meghallgatja
mas nemzetek népdalait - legyen az lengyel, olasz vagy brazil -, r&jén, hogy mind nagyon is hasonldak,
ha dallamvilagukban nem is, de témajukban, hatasukban anndl inkabb. A népzene egyfajta ritualé:
az ember lelkében mozdit meg valamit, amit6l honvagyunk tdmad, ami a hazankhoz kot, ami a gye-
rekkorunkat idézi fel. De hogyan érjiik el, hogy azokbdl a néz6kbdl is olyan érzelmeket valtsunk ki,
mint amit azok éreznek, akik ezeken a székely dalokon, dallamokon néttek fel? A budapesti OPERA
kbizénségének kiriilbeliil a fele killféldi nézokbol all - olyanokbol, mint én. Ugy gondoltam tehat, hogy
az a feladatom, hogy mindenki szamara atérezhetdvé, atélhetéveé tegyem ezeket a magyar dalokat.

Hogyan épitette fel az eldadas torténeteét, vilagat?

Tiszteletben tartottam a mii el6adasi- és néphagyomanyait, ugyanakkor egy kicsit tavolabbrdl, egyfajta
Jartatlansaggal” igyekeztem szemlélni a darabot. Kodaly szinpadi instrukciokkal latta el a dalokat,
mégsem bontakozik ki konkrét cselekmény a fondbeli jatékokbdl. A szerz6nek a hagyomanygrzésen
és a magyar nepzene népszer(sitésén tul kellett, hogy legyen valamilyen célja a dramatikus szerke-
zettel, elvégre szinpadra szant mrdl van sz6. De mir6l szl a darab? A szerepldk nincsenek nevesitve,
afféle Jedermann-darab ez, tehat ugy gondoltam, beszéljiink Akarkirdl, azaz mindenkirdl, korszakra,
nemzetisegre valo tekintet nélkl, és ne féljink egyszer( eszkozoket hasznalni - olyanokat, amelyekkel
maga Kodaly is dolgozott. Azokba a kdzponti motivumokba, momentumokba kapaszkodtam, amik
mindannyiunk életében kdzdsek: szeretet, utalat, félelem, halal, sziiletés, csalad - ezeket az altalanos
témakat igyekeztem dsszekapcsolni és egyetemes, kozérthetd szimbolikéval kirbevenni. Azt szeretném,
ha a népdalok hatnénak a néz6kre; nem akarom roluk elvonni a figyelmet eltulzott szinpadi akciokkal
vagy hivalkodd latvanyossaggal



Boncseér Gergely, Kriszta Kinga, Sahakyan Lusine és az OPERA Enekkara / OPERA Chorus
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A néptanc a szinpadon

Interju a koreogréafussal

Juhasz Zsolt Harangozo-dijas tancmiivész-koreografus gyerekkora 6ta a nép- tanc szerelmese:
11 éves koraban lett a Szeged Tancegyiittes tagja. 1991 6ta koreografal, belfdlddn és kiilfdlddn
egyarant szamos egyiittessel, szinhazzal dolgozott. 1992 éta kétddik a Duna Miivészegyiitteshez,
melynek eldszor szdldtancosa, koreografusa, majd 2007 6ta miivészeti vezetdje lett. Miivészi
hitvallasa igy szol: ,A magyar néptanc csodalatos és sokszinii formakincsét felhasznalva, a
kortars mozgasszinhazi technikak dtvozetével korszerii tancszinhazi produkciokat létrehozni.”

Mit szolt, amikor az OPERA felkérte a Székely fond koreografusanak?

Nagyon megdriiltem a feladatnak, egyrészt azert, mert rendkivili megtiszteltetés az Operahazban
alkotni, masrészt pedig azert, mert Michat Znaniecki rendezének olyan kérései voltak a Székely fond
koreogréfiaira vonatkozoan, amik rendkivil kozel 4llnak ahhoz, ahogy én gondolkodom a szinhazrol, a
tancmivészetrdl. Az volt a kérése, hogy a néptancot kissé elemeltebb elemekkel dtvozzem, igy ebben
az elfadasban autentikus tancmotivumokat hazasitottam dssze kitalalt mozgasokkal, gy, hogy az
egesz koreografia karakterében a népi stilust idezze. Tipikusan székely tAncmotivumok is lathato-
ak benne, példaul forgds-forgatds parosok a finaléban. A kitalalt tdncelemek szintén a néptancban
gydkereznek; kortars vagy modern tancformakat nem allt szandékomban a koreografiaba illeszteni.
A népténc egy nyitottabb, tdgabb értelmezése lathato ebben a Székely fond-elGadasban. Szémomra
rendkiviil rokonszenves az, hogy Michat nem egy autentikus zsanerképet jelenit meg: nem az eredeti
székely kdrnyezet bemutatasa, illusztralasa a célja, hanem az emberek belsd, érzelmi vilaganak az
érzékeltetése. Korszer( szinhazi nyelven, sajatos formakat alkalmazva igyekszik elmeseélni egy egye-
temessé nagyitott sorstdrténetet. En magam is arra torekszem az eldadasaimban, hogy a néptanc
L.anyanyelvéb6l” kiindulva, korszer(i formékat alkalmazva talaljak egy olyan csatornat, amin keresztil
a miltbol szélhatunk a mai kdzonséghez.

Mi a néptanc az on olvasataban: egy érinthetetlen hagyomany, amit hitelesen, autentikusan kell
bemutatni, avagy egy maig valtozo vilag?

Amicta el6szor szerepeltek a szinpadon a paraszti kultura csodalatos tancai, azéta folyik a vita arrdl,
hogyan is kell azt megjeleniteni: az autentikus szemléletiek allitjak, hogy igenis Ugy kell a szinpadon
is tancolni, ahogy a falusi ember tancolt, és vannak a szinhazi szemléletd, kicsit szabadabban
gondolkodo alkotdk, akik azt valljak, hogy az autentikus néptancot tovabb kell gondolni a szinpadon.
Maga a népm(ivészet fogalma is vita targyat képezi: tekinthetd-e egyaltalan miivészetnek a néptanc?



Egyreszrél nem, hiszen eredetileg egy szérakozasi, szorakoztatasi forma, masrészt viszont igen, mert
a parasztemberek mégiscsak létrehoztak ezt a csodalatos formavilagot, tehat egy alkotas jott létre.
En az utabbit vallom: népmiivészetrdl van sz6, amiben raadasul tobb évszazad dsszeuropai kulturalis
kincse halmozddott fel. Ha ezt pusztan illusztraciokent mutatjuk meg a szinpadon, gy egy kdzosség
izenete nem biztas, hogy eljut a kdzdnséghez; mélyebbre kell &snunk, és absztraktabb madaon,
Uj formakkal kell megszdlitani a néz6ket. Ezt a gondolatot inditotta el Kodaly és Bartok is: korszer(
szinhazi kirnyezetben megmutatni a paraszti kultdrat. Es az ¢ hitvallasuk volt az is, miszerint meg
kell ismerni a gydkereket, meg kell meritkezni a tiszta forrashan, és azutan abbol valami Ujat 1étre-
hozni. Ezt vallom én is szinhdzi koreografuskeént.

Farkasréti Maria, Kriszta Kinga




Moricz Zsigmond: Sirato

Részlet

Szin: parasztszoba, két kis ablak, fekete kenddvel letakarva. Az ablakok kizdtt keresztben asztal s rajta
kaporsd, abban igen nagy fejd, hosszu ember, egészen rendkiviili nagysdgud csizmdval. A Halott virdgos
selyemkenddvel letakarva: satét alap, élénk virdgok. Jobbrdl-balrdl egy-egy ajtc. Jobbrdl s, balrdl s - az
asztal két végében - egy-egy dregasszony. A Halott fejénél két gyertya.

Az asszonyok hallgatnak. Fiiggdny felmegy. Hosszu csend.

|. ASSZONY: (a baloldali, nagyot séhajt és jobb kézzel a szoknydja aldl kivesz egy (veg pdlinkdt)
A halottnak man Ggyis mindegy.

(Iszik, balkézzel az (veget a mdsik asszony felé nydjtja. De az nem veszi el. Erre leteszi az asztalra, a
koporsé kizepetdjdn.)

II. ASSZONY: (meggondolja) A halottnak man Ggyis mindegy!

(Elveszi az Gveget, iszik, majd visszatesz oda, ahonnét elvette.

Mind a ketten elbébiskolnak. Csend. Kicsi kis harkolds hallatszik, amolyan kdsafivds. Most a Halott felemeli
a fejét, de csak a fejét. Kinyitja szemét, nagyot bdlint, nézi a fekete kenddket, gyertydkat, felemeli az ujjdt.)
HALOTT: Tyd!

(A fejét a pdrndra ejti, az ujja marad, elkezd szagolni, a keze megindul... és megleli a pdlinkds Gveget.
Ovatosan megfogja, felemeli, iszik, visszateszi. Kizben kiinn hang. A Halott az iiveg hatalmas papirdu-
géjat leejti.)

MENYECSKE: (kinn) Ha maguk mér nem siratnak?

(Az Gregasszonyok felébrednek. A Halott ravaszul nagy képet vdg és elhatdrozza, hogy végignézi a kivet-
kezenddket. Elrendezi a kezét, stb., ahagy volt.)

|. OREGASSZONY:

[ ASSZONY:

. ASSZONY:

II. ASSZONY:

. ASSZONY:

MENYECSKE:

Jaj, szegeny boldogult jo gazdam...
Hogy kellett neked meghalni.

Minek kelletett neki dsszel meghalni.
Ippen szantaskaor.

Jaj Istenem! Isteneeem! (4sitanak)
(bejdn, keresztet vet, sird hangon)

Janosom, kedves egy lelkem uram.
(Mds hangon. Pérdlve.)

Jobban sirassanak kemetok, mer én azér fizetdk.

(Sirdsan.) Edes bodogsagom...



Az ut a Székely fonoig

A meg nem valosult tervek

A fentebb idézett Moricz-jelenet volt az 1932-es Székely fond egyik kozponti jelenetének ihlet6forrasa.
1926. junius 1-jén jelent meg a Nyugatban Kodaly Zoltan altal lejegyzett, hiteles népi siraté-motivu-
mokkal. Kodaly és Moricz baratsaga azonban korabbra nydlik vissza, és a komponista javarészt ennek
az ismeretségnek kdszdnheti, hogy palyaja a szinpadi zeneszerzés felé is kitért. Moricz, az akkor
mar elismert ird 1917 nyaran kereste fel a fiatal zeneszerzét, hogy Pacsirtaszd cim(i szindarabjanak
eqyik jelenetéhez kisér6zenét irjon. A darab ugyan megbukott, de a két mdvész életreszol6 baratsa-
got kotdtt, és tovabbi kozos munkakban gondolkodtak. 1923 6szén és telén tobb Ujsag is azt rebe-
sgette, hogy Maricz és Kodaly egy Dozsa-operan dolgozik, amit még ugyanazon szezonban bemutat
az Operahdz. A terv azonban meghitsult. A masodik kozos munkaterv az Odysseus-opera megirasa
volt 1926-ban: Méricz meg is irta a szdvegkdnyvet, amivel azonban a komponista nem volt teljesen
elégedett, és a munka egyszer csak abbamaradt. 1929 juniusaban pedig azt nyilatkozta az Operahaz
akkori igazgatoja, Radnai Miklds, hogy megbizta Moricz Zsigmondot és Kodaly Zoltant a Ludas Matyi
megkomponalaséaval; am végiil ebbél a tervbdl sem sziiletett zenés szinpadi m.

A . Kis-Székely fong”

1924. augusztus 12-én adta hiriil a Pesti Naplé, hogy Harsanyi Zsolt és Paulini Béla vigjatékot irt Garay
Janos Az obsitos cim( kdlteményébdl, amit a Varosi Szinhdz fog daljaték forméajaban eldadni Hdry
Jadnos cimen. Kodalyt ez a hir ekkor még egyaltalan nem érintette; 6 egy méasik bemutatdra készilt
- élete els szinhazi premierjére. Ugyanis Nador Mihaly sanzonszerzg és Emdd Tamas' koltd Basili-
des Mariaval, az Operahéz kivalo énekesndjével’ és férjével, Péterfi Istvannal szovetkezve meggyézte
Kodalyt arrdl, hogy az altala feldolgozott népdalokbol jelenetet allitson dssze a Blaha Lujza Szinhaz®
szamara.

Ateatrum 1924. augusztus 31-i évadnyito eldadasan 4 szam volt kitiizve: 1)/ love you! - amerikai zenés
bohozat két felvonasban. 2) Hallg, 19-19! - orosz tréfa. 3) Boross Géza" maganszama. 4) Székely fond -
magyar énekes jelenet. A szinlapon pedig ez allt:

! Emdd Tamas (1888-1938): kdltd, Ujsagiro, szinigazgato. A Blaha Lujza Szinhaz akkori igazgatoja.

? Basilides Méria (1886-1946): operaénekesnd. 1915-tél volt a budapesti Operahdz tagja. Szivén viselte a magyar népdal {gyét,
Kodaly Zoltan sok dalestjén kozremikadott.

3 Amostani Uj Szinhaz épilletében lizemelt az akkori Szerecsen utcaban (ma: Paulay Ede utca).

“ Boross Géza (1886-1955): komikus, kabarészinész

SZEKELY FONO

magyar énekes jelenet
Bartok Béla és Kodaly Zoltan népdalgy(jtesebdl

Szinpadra irta: Kodaly Zoltan

Ifiasszany: Basilides Maria
Alegény: Szende Ferenc
Nagyanyo: Kovacsné
A nagyoru béha: Peti Sandor
Kisgyerek: Fekete
Lanyok, legények

Vezényel: Losonczi Dezsd

A Szinhdzi Elet 1924-es szamaiban igy népszertisitették a darabot a bemutatd elétt: ,Finom és poetikus
meseje Emdd Tamas lirajat dicséri, zenéjet a székely népkaltési gydjteménybdl Kodaly Zoltan, a nagy
magyar muzsikus allitotta dssze és hangszerelte. Ez lesz Kodaly els6 szinpadi mlve.” ,A dalokat
stilusas zséner- és életképekbe applikaljuk.”

A dalok végleges sorrendjét és az Gket GsszeflizG keretet feltehetGen csak a bemutato elétt nem
sokkal véglegesitettek. A Kis-Szekely fond” kottaja nem maradt fenn, de a torténet egyes elemei
bizonnyal atkeriiltek a végsd, nagyszinpadi véltozatba. A zenekar feltehetden kis Iétszamu volt, éliikdn
a Kodaly-tanitvany Losonczi Dezs6 karmesterrel. A mintegy 15 perces népi jelenet fogadtatasanak
ugyan nem tett jot, hogy harom kabarészam utéan kdvetkezett, ennek ellenére kozel 40 el6adast ért
meg. Breuer Tamas igy ir a ,Kis-Székely fond” bemutatasanak apropéjarcl: ,Kodalynak bizonyosan
kapdra j6tt az a lehetGséqg, hogy a magyar népzene propagalasara a szinhazat is felhasznalja, s olyan
zenei anyaggal kisérletezzék, amilyent szinhdz meég nem latott’, s amelyet az akkori kdzonség
magyarndtas-nepszinmives mamoraban mialkotasnak el sem fogadott. S annak a Kodaly Zoltannak,
aki 1923-ban, a Psalmus Hungaricus bemutatojan élete addigi legnagyobb sikerét aratta, aki Pest,
Buda és Obuda egyesiilésének paradés jubileumi tinnepére valdsagos vadbeszédet irt a Horthy-féle
(ri Magyarorszag ellen, cseppet sem derogalt, hogy a parasztok dalait egy divatos dzsesszoperett és
néhany kabarétréfa tarsasagaba keverje.”
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A Hary

1925 méarciusaban Harsanyi és Paulini kereste fel Kodalyt: a Hdry id6kdzben egyfelvonasosbal egész
estés daljatékka ntte ki magat, és a népi témaju darab zeneszerzéjének Kodalyt szerették volna
megnyerni. A komponista azonnal kedvet kapott a munkahoz, és Radnai Miklos direktor nyomban fel
is vette az 1926-0s operahazi bemutatok soraba a keésziild Hdryt: 1926. oktober 16-an mutattak be a
m(i dsvaltozatat, majd 1928. januar 10-én a kibdvitett, ma is jatszott verziot. A daljaték egy csapasra
kdzdnségsiker lett; a darabot hamarosan vidéken és kiilfgldon is nagy sikerrel jatszottak.

Schiick Atala és az OPERA Enekkara / OPERA Chorus




A .Nagy-Székely fono”

Radnai Miklos 1931 végén kezdte Kodalyt arra buzditani, hogy az 1924-es Székely fondt bévitse ki az
Operahéz szaméra. 1932. prilis 24-én tartottak a nagyszinpadi md dsbemutatojat: Haydn A patikus cimd
vigoperéajaval ment egy estén. Sergio Failoni dirigalt, a rendezést Markus LaszI0, a diszletet Olah Gusztav
jegyezte, a koreografiat pedig az OPERA akkori balettigazgatgja, a lengyel Jan Cieplifski készitette.
A darab miifaji meghatarozasa a szerz6 szerint ,magyar életkép Erdélybdl’, Szabolcsi Bence zenetdr-
ténész szerint ,dramai rapszadia“. Markus LaszI6 rendezd igy nyilatkozott a darabrol: ,Kodaly elvitte az
operaszinpadon megszolalo zenét legprimérebb hataslehetdségeihez, amikor maga a zene adja az akciot,
mesét.” Edsze LaszI6 igy ir a mirdl: A 21 szambal 8llo md csaknem teljes egészében a vokalis részekre épill.
A zenekar csupan a rdvid unisono bevezetésben s egy szenvedélyes hangu kdzjatékban jut 6nallo szerep-
hez. A nép azonban nemcsak hdse, alkotdja is a darabnak: Kodaly még kotdszovegként sem alkalmaz mast,
csak amit a nép dalol. Az eredmény: operaméret(i népballada, jatek és valdsag kiilénds dtvozete.”

A darabnak kedvez6 volt a fogadtatasa, bar a kritika vegyesen nyilatkozott rla:

A Székely fond olyan kamaraszinhazbeli ,Gyngykalaris™mdfaj. Szokatlan és meglepd az Operahéz-
ban, de - jogosult.(...) A Hdryban tobb a sz6, mint a zene. A Székely fond végig zene, de mikor az ember
énekbeszédet kivan, pantomimiat kap... Kodaly az igazi magyar recitativot most sem oldotta meg,
pedig ezt csak téle varhatjuk.” (Uj Nemzedék)

A...) gy veéljiik, a Kodaly-dalok ebben az operai apparatusra felnagyitott formaban kissé talan vesz-
tettek hatasukbol és zongorakiséret mellett a koncertpddiumon (...) dramaibb erével, meggyézébben
hatottak.” (Az Est)

A Székely fond népdalatiratbol népdalatiratba rancigdlt, itt még sird, de a kdvetkez6 pillanatban mar
kacago, itt még jajgato, de néhany item utan mar ismét ujjongd alakjai hisztérikusan hatnak. Vagy
élettelen benyomast keltenek, mint a droton hizgalt babuk.” (Népszava)

Maga Kodaly igy irt ,A Székely fondrdl és az eljvendd magyar operdrdl” a bemutatd évében, 1932-ben:
JEz a kis jaték: izenet a magyar falubdl a varosnak. Nekem csak a tolmacsolsa jutott a sors ke-
gyébél. gy szol az {izenet: It vagyok, ez vagyok. Ha kellek, ha fel- karolsz, nagqya tehetsz, velem
magadat. Ha cserben hagysz, elsarvadok, de velem te is. Joideje {izenget mar igy a falu a varosnak,
de ott nem-igen halljak. Nekem nagy &roém, hogy az opera mUveszei mindent megtesznek, hogy
masokkal megértessék. Megértette Failoni karmester is - s mennyire! ime, még magyarnak sem kel
lenni hozza. fgy hat hiven szélal meg a magyar Iélek {izenete abban a hazban, amelyben eddig még
mindig csak vendég, s ahol most Radnai igazgato siirget§ kivansagara és szeretd gondozésa alatt
Ujra sz6hoz jutott eqy orara. Nagy orémdmre, rendkiviili megeértessel fogadta a kozonség és a sajto
is. A gancsoskodok azon ragodnak, hogy néhany dal a koncertteremben mar ismeretes, s hogy ott
inkabb helyén van. Eppen a hangversenyteremben lattam meg vilagosan, hogy ezek a dalok, termé

talajukbol kitépve, szinte érthetetlenek. Szerves egységben kell ket megmutatni azzal az élettel,
amelybdl ndttek. Ez volt kisérletem célja, s ha életemnek semmi egyéb eredménye nem volna, mint
hogy a magyar véros rajtam keresztiil is kdzelebb jutna a magyar faluhoz, bér csak egy lépéssel - mar
akkor sem éltem hiaba.

Hogy miért vettem &t a népi dallamokat és szdvegiiket sz(izi érintetlenségben, ahelyett, hogy sajat
lelemeny( dallamokbal meritettem volna? Ez olyan kérdés, amely a legjobb hiszem( hallgatoban is
felvetddik. Nagy lemondas kellett hozza. Az atmoszférat kellett megteremtenem, s ehhez semmiféle
sajat anyag sem lett volna alkalmas. (...) a Székely fond nem operakisérlet, mert csak olyan mihdz
foghattam, amelyet ma biztosan meg lehetett csinalni. Némelyek kifogasoljak, hogy a recitativo hi-
anyzik beldle és az énekeket csak néma beszed kapcsolja 0ssze egymassal. De ezek figyelmen kiviil
hagyjak, hogy recitativot stilustorés nélkiil nem alkalmazhattam. Ha megzavarja ket a néma beszéd,
gondoljanak arra: olyan tavolsaghol szemlélik a szinpadon torténteket, hogy onnan a sz6 mar nem
hatol el hozzajuk, csupan zenét hallgatni mennek az emberek, s a legzeneibb operak (Mozart) sietve
menekiilnek a recitativoktol, hogy visszatérhessenek ismét az igazi zenéhez.

Nem egészen egy évvel a budapesti Gsbemutatd utan, 1933. janudr 14-én a m( klfoldén is bemutat-
kozott - nem is akarhol: a milandi Scalaban, ugyancsak Sergio Failoni dirigalasaban. Kodaly Toscanini
pahalyabdl tekintette meg az eldadast, és tdbbek kozt Fosca Leonardi, Puccini lanya is gratulalt a
sikeres bemutatghoz. A szerzd igy nyilatkozott a Corriere della Seranak: ,Nem hiszem, hogy egy opera
megirasahoz feltétlenil sziikség lenne dramai cselekményre, de azt sem hiszem, hogy népdalok-tancok
elegenddk lennének megkomponalasahoz. Ahhoz mindig zenére van sziikség! A népdalok olyanak az
én Fondmban, mint a himzés szélai, a fresko ecsetvonasai.”

Az 1965-0s operahazi feltjitasra, (illetve egy azt megeldz franciaorszagi koncertszer( eld-
adasra) Kodaly eqgy Uj koruskiséretes altszolot illesztett a mibe: a Te tdl, rézsdm... kezdetii
népdalt. A zeneszerz6 igy nyilatkozott az 1932-es és az Uj véltozat kdzti killonbségrdl: ,Ugyanaz, ami
régen volt, egyetlen (j dal kerlilt csak a kdzepére. Erre zeneileg is, dramaturgiailag is sziikség volt.
Lassu darab, mely kellg valtozatossagot teremt ket gyors kozott."
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“Hungarian folk music is an organ containing a hundred sounds; it has a sound for everything, from a
harmless joke to tragedy. (...} Is it not symptomatic of a serious illness that the most beautiful songs
produced by Hungarian musical genius over the course of a thousand years are today known only by
servants and old peasants? Was it not an urgent obligation to learn the music from them and give it
back to all Hungarians? The village is saying good-bye to its old traditions. Its young inhabitants are
no longer taking them over. It is our turn now. The fire must not be allowed to go out.”

Zoltan Koddly, 1925

Synopsis

Zoltdn Koddly created The Spinning Room from a series of folk songs, linking them together simply
with mimed acting rather than with spoken prose or recitatives. This gives the work a loose dramatic
structure, without a genuine plot truly crystallising in it. This vague, ballad-like structure always inspires
stage directors and their creative teams to try to unravel the question of what stary the work might be
suggesting.

The Lady of the house’s husband is dying; the woman and her young daughter are soon left bereft.
With an aching heart, the mourning widow remembers her younger days, when she was getting to
know her future husband. In order to cheer up her saddened daughter, she sings Cockrikoo! to her.
While they are getting ready for the funeral, the Lady of the house reminisces further and further
back into the past, recalling how she and her suitor were married. The lovely memary of the wedding,
however, is suddenly overshadowed by the ominous appearance of the Flea. The Lady of the house
continues with her recollections, recalling the birth of their daughter. After the funeral, she erupts
in grief into the Ballad of the Bad Wife. Suddenly, she seems to see her dead husband in front of her
again, but then is forced to realize that it was only an illusion. Feeling bitter, she goes to bed and -
refusing to accept either comfort or food from her daughter - she is gradually consumed by sorrow.
Her daughter mourns her in silence. The Lady of the house and her husband are reunited in heaven.

Farkasréti Maria, Kriszta Kinga, Boncsér Gergely, Wiedemann Bernadett




/oltan Kodaly:

The fire must not be allowed to
go out

Ladies and Gentlemen,

| think | owe you some explanation as to why | found it more important to ac- quaint you with a
selection of old Hungarian songs rather than presenting my own individual works.

The simplest way to do this will be for me to briefly tell you how | became familiar with them
myself. (..) | grew up in a typical environment in a small country town in Hungary. Any music that
was heard there | inhaled together with the air. (...) And then came the time for serious studies.
At the music academy in Pest, professors who could hardly speak Hungarian, if at all, taught us
prospective composers to compose in the style of Brahms, or of Wagner, or of Bach. Everyone could
choose according to his inclinations. In the meantime, public opinion was incessantly reciting its
watchword that what should be composed was Hungarian music. That was our desire too. yes, but
how? (...) | realised that it did not matter if one knew foreign music backwards and forwards, from
Bach to Wagner: a Hungarian musical tradition cannot develop solely from this, and it is impassible
to compose a musical version of Toldi in that musical language. | began to search for Hungarian
music. Where could | find it? | studied everything | found in written or printed form that could be
regarded, for any reason, as Hungarian music. This neither satisfied me nor showed me any new
ways forward. They were the faded memories of a bygone era. | resumed listening to living Hungarian
music. Soon, | had gone through those several hundred songs that constituted the total stock of all
the Gypsy vialinists in the country. Acknowledging that a very small fraction of these songs belonged
to a valuable ancient tradition, the rest were much more discouraging, and these songs were the
more popular ones, the ones most beloved in everyday life. (...) But where is the Hungarian song
that reverberated when the lightning of a different set of Hungarians was flashing? This had to be
found, and when it was, we would have the rock on which to build the castle of Hungarian musical
culture. At that time, | would often find myself reading from the Collection of Hungarian Folk Poetry, a
wonderful treasury of Hungarian poems that are truly known by so few. The question suddenly struck
me: Where are the melodies for this abundance of excellent poems, since these used to be sung? The
Székely ballads! (...) you all learned about these at school in our early teens. We analysed to death the

ballads of Anna Molnar, Szilagyi and Hajmasi and the others. These are tragedies told in songs. Our
good teachers forgot only one thing: the songs themselves. (...) They had left them back where they
had collected the texts. | had to go and get them. So | set off. | walked and walked, | started almost 22
years ago, and | haven't reached the end. This is how | found myself in the village, from the concert
hall I ended up in the village pubs. (...) This work was carried out without any understanding, support
or help, and was met by complete indifference and even hostile sentiments. A lonely person would
have been crushed by it. But fortunately, | found myself on the same path as Béla Bartdk, who had
set off in a similar direction after experiences similar to mine. His relentless energy often inspired
me too, and the mist slowly began to rise as we flashed our signal mirrors to each other from one
end of the country to the other. (...) All I want to do here is answer the question of whether we have
found what we've been looking for: the Hungarian music of past centuries, which can be a basis for
the future of Hungarian music.

Ladies and Gentlemen: we have found it. Its tone is so stunningly powerful that the degenerated
Hungarians of today did not even recognise it when hearing it for the first time. (...)

Why did we choose Székely songs? Because they comprise the greatest number and the most
beautiful examples of the old Hungarian style. Traces of the unity of early Hungarian music are evident
everywhere. But we can find the richest tradition here. It is possible that the Székely constituted the
“artistic” child of the Hungarian family in the past as well. The child that preserved the most from the
childhood of the nation. His siblings have grown up, and life’s difficulties have broken them a little.
The Székely managed to remain the most youthful. Life did not kill his soaring sense of fantasy. ...)
Heaven forbid that | suggest that now, owing to some sense of obligation or patriotism, you will have
to like everything that you will be hearing here. In this respect, the sovereign right of aesthetic appeal
prevails. Those who do not like something are absolutely right from their own perspective.

Al ' wish to ask you to do is to refrain from rejecting entirely that which does not quickly win your
fancy. Perhaps later it will find its way into your heart.

Zoltan Koddly, 1926
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Stories about ourselves

An interview with the director

Michat Znaniecki is not an unfamiliar figure among Budapest opera-goers. Following his
highly successful staging of Gounod's Faust in 2015, the management of the OPERA invited the
internationally renowned Polish stage director in 2016 to create yet another production, this
time of a Hungarian work. Although many might find this fact surprising, the objective was
to encourage the Budapest audience to experience how a foreign artist might perceive and
interpret the atmosphere and emotional world of Kodaly’s wonderful piece. (Several interesting
coincidences are involved: one is that the composer had Polish ancestry on his mother’s side,
and another is that the choreographer of the 1932 premiere of The Spinning Room was Polish
ballet dancer Jan Ciepliniski, who also served two stints as the OPERA's ballet director.)

Were you familiar with Kodaly’s music before the OPERA invited you to stage The Spinning Room?
Of course! | knew his concert pieces and had also heard a bit about his teaching methad. | have
always liked the Hungarian music of his era - one of my favourites works in the operatic literature is
Bartok's Bluebeards Castle.

What did you make of The Spinning Room when you heard it for the first time?

Itis difficult to identify a genre for The Spinning Room: itis neither an opera, nor simply is it a collection
of folk songs, because Kodaly elaborated it like classical music and selected the songs according to
their dramaturgical requirements. | was surprised that the composer had tried to construct a story
from the folk songs, building a context for something that should not have a context. Folk songs and
folk tales - similarly to fairy tales - work only when they are not linked to an actual era, culture, or
place that we should know. These songs and ballads speak about ourselves and our emotions: our
fears and happiness, love, and death. The stories of folk tradition touch those ancestral roots that
are hidden inside all of us - not only inside Hungarians and Transylvanian Hungarians. When you hear
other nations’ folk songs - whether they might be Palish, Italian or Brazilian - you realise that they
are all very similar in terms of their themes and effects, although not in their melodies. Folk music
is a kind of ritual: it moves something in our souls that makes us homesick, links us to our country
and recalls our childhood. But how can we manage to generate the same emotions in the audience
as thase who grew up with these Szekler songs and melodies feel? Roughly half of the audience of
the OPERA is composed of international visitors - like myself. So | felt that my task was to help these
visitars get a sense of what these Hungarian songs really meant.

How did you build up the story and how did you create the visual style of the production?

I tried to respect the tradition of the piece, in terms of both its folk roots and how it has traditionally
been performed. Having said that, | also tried to look at it from a more distant perspective, with
a kind of “innocence”. Although Kodaly provided dramatic instructions for the songs, there is no
particular story developing from the games in the spinning room. Aside from preserving traditions
and popularising Hungarian folk music, the author must have had some reason for the dramatic
structure, since he intended this work for stage. But what is the piece about? The characters do not
have names; it is a kind of a Jedermann piece. So | thought we should simply speak about “anyone”,
which means everyone, irrespective of their place in time or nationality, and we should not be afraid
of using simple and almost basic tools - ones that Kodaly himself worked with. | focused on those
central motifs and moments that are common in all of our lives: love, hate, fear, death, birth and family
- | tried to connect these general topics and surround them with universal and easily understandable
symbols. What | want is for the viewers to be impacted by the force of the folk songs themselves. | do
not want their attention to be diverted by a perception of excessive activity or spectacle on the stage.
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Folk dancing on the stage

An interview with the choreographer

Harangozo Award-winning dancer and choreographer Zsolt Juhasz has been in love with folk
dance since he was a child, and joined the Szeged Dance Ensemble when he was 11. He has
been creating choreographies since 1991 and worked with several ensembles and theatres
in Hungary and abroad. He has been working with the Duna Art Ensemble since 1992, initially
as a soloist and choreographer, and since 2007, as artistic director. His artistic credo is to
“create modern dance theatre productions by using the wonderful and rich collection of forms
of Hungarian folk songs and merging them with techniques of contemporary physical theatre”.

What did you think when the OPERA invited you to choreograph The Spinning Room?

I happily accepted the invitation, partly because it is a great honour to wark for the OPERA, and partly
because stage director Michat Znaniecki’s requests regarding the choreography of The Spinning Room
are very close to my own thinking about theatre and the art of dance. He asked me to merge folk
dance with elements slightly detached from it, so in this production | combined authentic dance
motifs with invented movements in a way that the character of the whole of the choreography evokes
a folk style. There are typical Székely dance matifs, such as whirling duets in the finale. The invented
dance elements are rooted in folk dance too; | did not want to include contemparary or modern
dance forms in the choreography. This production of The Spinning Room features a more open and
comprehensive interpretation of folk dance. | especially like the fact that Michat does not present
authentic genre scenes: his aim is not to present or illustrate the original Székely environment but
show the characters internal emotional world. He tries to tell a story of a fate, elevated to a universal
level, using a contemporary theatrical language and unique forms. In my production, | myself strive to
find a channel through which | can address today’s audiences from the past, based on the “vernacular”
of folk dance and using modern forms.

What is folk dance, in your view? An untouchable tradition that must be presented in an
authentic way, or a genre that keeps changing even today?

Since the marvellous dances of peasant culture first appeared on stage, there has been an ongoing
debate about the way it should be presented: those on the side of authenticity argue that dances
must be danced on the stage exactly as village people used to do, while other artists with a theatrical
approach and more liberal views claim that authentic folk dances must be developed further on the
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stage. The concept of folk art'is a subject to debate too: can folk dance be regarded as art at all?
On the one hand, it cannot, because originally it used to be a means of entertainment, and, on the
other hand, it can, because peasants, after all, did develop this wonderful world of forms, and thus
a work of art had come into being. | agree with the latter: it is folk art, in which, moreover, centuries
of pan-European cultural treasures have accumulated. If we present it on the stage simply as an
illustration, then the message of the community might not reach the audience; we must dig deeper
and approach the audience in a more abstract way and use new forms. Kodaly and Bartdk initiated
this idea: showing peasant culture in a modern theatrical environment. And it was also their creed
that we must find the roots, dive into the clear water of this spring and then create something new
from it. This is what | profess as a choreographer.

Kriszta Kinga, Farkasreti Maria és az OPERA Enekkara / OPERA Chorus




/sigmond Moricz: Mourning

Excerpt

Scene: a peasant room, two small windows covered with black kerchiefs. Between and across from
the two windows, there is a table with a coffin on it; inside it is a tall man with a rather big head and
exceptionally large boots. The Dead Man is covered with a silk kerchief with a flower pattern: dark
background and colourful flowers. Two doors on either side. Right and left - at the ends of the table -
there are two old women sitting. A candle by the Dead Man's head. The women are silent. The curtain
goes up. A long silence.

FIRST OLD WOMAN: (the one on the left, sighs deeply and then pulls out a bottle of pdlinka from
under her skirt with her right hand)

It's all the same to the dead anyway.

(She drinks and, with her left hand, offers the bottle to the other woman, who does not accept it. She puts
it on the table, next to the middle of the coffin.)

SECOND OLD WOMAN:  (changes her mind)
It's all the same to the dead anyway.

(She takes the bottle, drinks and puts it back where it was previously. They both doze off. Silence. Soft
snoring can be heard, like the sound of someone blowing on hot porridge. The Dead Man raises his head,
but only his head. He opens his eyes, nads deeply, looks at the black kerchiefs and candles, and raises
his finger.)

THE DEAD MAN: Phew!
(His head falls on the pillow, but his finger remains upright, he begins to sniff around, his hand starts to

search... and finds the bottle of pdlinka. He grabs it carefully, lifts it up, drinks and puts it back. A sound
is heard from outside. The Dead Man drops the huge paper stopper of the bottle.)

YOUNG WOMAN: (outside) Hey, why aren't you mourning?

(The old women wake up. The Dead Man makes a sly face and decides to watch what is going to happen.
He arranges his hands, etc., as they were earlier.)

FIRST OLD WOMAN: 0Oh, my poor good master has died...

SECOND OLD WOMAN:  That you had to die.

FIRST OLD WOMAN: Why did he have to die in autumn?

SECOND OLD WOMAN:  And in the middle of the ploughing season.

FIRST OLD WOMAN: Oh, my God! My GOD! (They yawn.)

YOUNG WOMAN: (comes in, crosses herself and says in a weeping voice)
My Janos, my dearest husband.
(in a different tone, quarrelling)

Mourn better! That's why I'm paying you.
(weepily) My sweet joy...
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The road to The Spinning Room

Never realized plans

The scene above, written by Zsigmond Mdricz, was the inspiration for one of the central scenes of
1932 The Spinning Room. It was published in the periodical Nyugat (West) on TJune 1926 and contained
authentic folk mourning motifs recorded by Zoltan Kodaly. The friendship between Kodaly and Méricz
had begun earlier, and it was partly because of this acquaintance that the composers career took a
detour into writing music for stage. Mricz, already a celebrated writer, visited the young compaser in
the summer of 1917 and asked him to compose music to accompany a scene in his play Skylark. Although
the play failed, a lifelong friendship developed between the two artists, and they began to consider
further collaboration. In the autumn and winter of 1923, the rumour was aired in several newspapers
that Moricz and Kodaly were working on an opera about Gyorgy Dézsa, the leader of a 16th- century
peasant uprising, which was to be premiered at the Opera House in the same season. The plan was
not implemented, however. Their second joint plan was to write the opera Odysseus in 1926: Moricz
completed the libretto, but the composer was not entirely satisfied with it, and they abruptly shelved
the project. In June of 1929, the Opera HouseSs director, Miklos Radnai said that he had commissioned
Zsigmond Méricz and Zoltan Kodaly to compose an opera based on the story of Ludas Matyi (Mattie the
Goose-boy). Nevertheless, this plan also yielded no musical piece for the stage.

The “short” Spinning Room

The Pesti Naplé newspaper reported on 12 August 1924 that Zsolt Harsanyi and Béla Paulini were
writing a comedy based on Janos Garay's poem Az obsitos (The Veteran), which would be premiered at
the City Theatre as a singspiel under the title Hdry Jdnos. Kodaly was not mentioned in the news, since
he was not involved; instead, he was preparing for another premiere - the first theatre premiere in
his life. Chanson composer Mihaly Nador and poet Tamas Emdd® together with the outstanding singer
of the Opera House, Maria Basilides®, and her husband Istvan Péterfi had persuaded Kodély to create
a compilation of folk songs in his arrangement for the Blaha Lujza Theatre’. The programme for the
theatre’s season opener on 31 August 1925 included four works: | Love you! (an American musical
comedy in two acts), Hallo, 19-19! (a Russian farce), a solo Géza Boross® act, and The Spinning Room
(Hungarian musical scenes).

° Tamas Emdd (1888-1938): poet, journalist and theatre director. He was the director of the Blaha Lujza Theatre at the time.

8 Maria Basilides (1886-1946): opera singer. She joined the Opera in 1915. She wholeheartedly supported the cause of Hungarian
folk songs and sang in several Kodaly song recitals.

7 In the present building of the New Theatre in Szerecsen Street (today: Paulay Ede Street).

¢ Boross (1886-1955): comedian, cabaret actor

THE SPINNING ROOM

Hungarian musical scene
from Béla Bartak's and Zoltan Kodaly's folk collections

Compaosed for the stage: Zoltan Kodaly

Young woman: Maria Basilides
Young man: Ferenc Szende
Grandmother: Mrs. Kovacs
Big-nosed flea: Sandor Peti

Young boy: Fekete
Girls, boys

Conductor: Dezs6 Losonczi

The piece was promoted in the 1924 issues of Szinhdzi Elet (Theatre Life) before the premiere: “Its
subtle and poetic story is high praise for the poetry of Tamas Emdd, whereas its music was compiled
and arranged by the great Hungarian composer Zoltan Kodaly from his collection of Székely folk
songs. This will be Kodaly's first work for the stage... The sangs are arranged as genre pictures in an
appropriate style.”

The final order of the songs and the frame that connects them was probably finalised shortly before
the premiere. The score of the short Spinning Room did not survive, but some elements of the story
were probably used in the final version for the main stage. The orchestra was presumably a small one,
with Kodaly's student Dezsd Losonczi conducting. Although the fact that it followed three cabaret acts
did nothing to help how the 15-minute-long folk scene was received, it ran for almost 40 nights. Tamas
Breuer wrote the following about the premiere of the short Spinning Room: “It was probably an excellent
oppartunity for Kodaly to use the theatre to promote Hungarian folk music and experiment with musical
material that no theatre had ‘seen’ before and which was not really accepted as a work of art by the
audiences of the era, enraptured as it was with Hungarian popular songs and volksstiicks. Zoltan Kodaly,
who had achieved the greatest success of his life at the premiere of Psalmus Hungaricus in 1923, and who
virtually wrote an indictment against the ‘Gentry’ Hungary of the Horthy Era for the spectacular jubilee
celebrations on the anniversary of the unification of Pest, Buda and Obuda, did not find it tasteless at all
to combine peasants’ songs with a trendy jazz-operetta and some cabaret jokes.”
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Hdry Jinos

In March of 1925, Harsanyi and Paulini paid a visit to Kodaly: Hary had grown from a one-act singspiel
into a full-length one, and they wanted Kodaly to be the one to compose the music for this piece,
with its folk theme. The composer immediately set to work, and the Opera House's director, Miklos
Radnai, included Hdry among the premieres to be shown in 1926: the original version was premiered
on 16 Octaber 1926, and the expanded version, which is the one that is still presented today, was first
performed on 10 January 1928. The singspiel became an instant hit with audiences, and it was soon
being played around the country and abroad with great success.
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The “long” Spinning Room

In late 1931, Miklos Radnai began trying to persuade Kodaly to compose an expanded version of the
1923 version of The Spinning Room for the Opera House. The premiere of the mainstage version of
the work was held on 24 April 1932: it was performed on the same night as Haydn's comic opera Lo
speziale and was conducted by Sergio Failoni and directed by LaszI6 Markus, with a set designed
by Gusztav 0lah and choreography created by Jan Cieplinski, the OPERAs Polish ballet director. The
composer defined the genre of the work as “a Hungarian scene from Transylvania”. Music historian
Bence Szabolcsi called it a “‘dramatic rhapsody”. Stage director Laszlo Markus wrote that “Kodaly gave
the music on the opera stage its most fundamental opportunities to make an impact, with the music
itself providing the action and the stary.” As Laszlo Edsze put it: “The work, comprising 21 numbers, is
built almost entirely on vocal parts. The orchestra has an independent role only in the short unisono
prelude and a passionate intermezzo. The people, however, are not only the hero of this work, they
are also its creator: even for the linking texts, Kodaly uses only what is sung by the people. The result
is a folk ballad on the scale of an opera, a peculiar combination of play and reality.”

The piece was received favourably, though reviewers had diverse opinions:

“The Spinning Room is like the "Pearl necklace” style in chamber theatres. It is unusual and surprising
at the Opera, but justified. (...) In Hdry there are more words than music. The Spinning Room contains
music throughout the piece, but where the listener desires recitative, he gets pantomime instead...
once again, Kodaly has provided no solution to the real Hungarian recitative again, although he is the
only one we can expect it from.” (Uj Nemzedék)

’(...) we think that Kodaly's songs, having been augmented for the operatic stage, might have lost
some of their effect and would have been more dramatic and more convincing if performed on the
concert stage with piano accompaniment.” (Az Est)

The Spinning Room drags us from one folk song arrangement to anather: its char- acters who weep one
moment and then are singing the next, or who switch from moaning to jubilating over a few measures,
have the effect of hysteria. Or they give the impression of lifeless puppets moved with strings.” (Népszava)

In “The Spinning Room and the Hungarian opera of the future’, dating from 1932, the year of the
premiere, Kodaly himself wrote: “It is a little game: a message from the Hungarian village to the city.
Fate had mercy on me in that my only task was to interpret it. The message is this: | am here, this is
what | am. If you need me and support me, you can make both me and yourself great. If you abandon
me, | shall wither, and so will you. The village has been sending its messages to the city, but has not
really been heard. It is a great pleasure to me that the artists of the Opera do their best to make others

understand it. Maestro Failoni understood this too - and how! you can see that one does not even
have to be Hungarian to achieve that. Thus, the message of the Hungarian soul will sound properly
in the building where it still remains only a guest, and where, thanks to the urging and loving care of
General Director Radnai, it has been given the opportunity to appear on the stage for an hour. To my
greatest pleasure, the audience and the press respanded to it with unprecedented understanding.
Critical minds grumble that some songs are already known from concert halls, which they find a more
appropriate place for them. However, it was in the concert hall where | saw clearly that these songs
become almost incomprehensible when removed from their fertile soil. They must be presented in
an organic unity with the life they grew out of. This was the objective of my experiment, and if my
life has no result ather than bringing the Hungarian city closer to the Hungarian village, even just by
astep, | have not lived entirely in vain.”

Why did | adapt folk melodies and their texts in their pure and pristine form instead of using melodies
I myself had created? This is a question that arises even among the most benevolent listeners. It was
a difficult decision. | had to create an atmosphere, and my own music would nat have been suitable.
(...) The Spinning Room is not an experimental opera, because | could only begin work on a piece that
could be realised with certainty today. Some criticise it for the lack of recitatives and for the fact
that the songs are only linked with silent gestures. They, however, ignore the fact that | could not
have used recitatives without breaking the style. If they are disturbed by the miming, they should
imagine that they are observing the events on stage from a distance at which the spoken word is not
audible, and people only go there to listen to the music, and that the most musical operas (Mozart's)
desperately avoid recitatives so that they can return to real music.”

Less than a year after the Budapest premiere, on 14 January 1933, The Spinning Room was presented
abroad for the first time - on no less prestigious a stage than Milan's La Scala, under the baton of
Sergio Failoni. Kodaly watched the performance from Toscanini's box, and Fosca Leanardi, Puccini's
daughter, was one of those wha congratulated him on the successful premiere. “l do not think that
a dramatic story is indispensable for the composition of an opera,” the composer told Corriere della
Sera, “but nor do | believe that folk songs and dances are sufficient for composing it. you always need
music for that! The folk songs in my Spinning Room are like the threads of an embroidery or the brush
strokes of a fresco.” For the 1965 revival at the Opera House (and the preceding concert performance
in Paris), Kodaly inserted a new alto solo with chorus accompaniment: the folk song ‘Te tdl, rézsdm...
(‘Far away, my rose). The composer commented on the difference between the 1932 version and
the new one by saying that “it is the same as it used to be, only a single song has been inserted in
the middle. It was necessary for musical and dramaturgical considerations. It is a slow sang, which
provides some variation between two fast ones.”
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