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ABSTRACT

Musical Monuments of Hungarian History: Ferenc Erkel’s Pre-Revolution Operas

Belinda Jean Robinson DPhil Music
Jesus College Michaelmas Term 2019

A rapidly shifting social and political climate characterised the period between the 1825
Hungarian Diet and the revolution of 1848. Aninherited fear of nemzethaldl, ‘nation death’, drove
attempts to fight the spectre of obscurity through language cultivation, social-political reform,
nation-building projects, and representing history artistically. Exemplified by the national theatte
project, opera became embroiled in discourse surrounding the educative potential of Hungarian-
language artforms. Anxieties stemming partially from imperialism shaped a cyclic understanding
of a sinful past, punished present and uncertain future.

Erkel’s Bdtori Mdria which inaugurated the Nemzeti Szinhaz, ‘National Theatre’,
encapsulates an ambiguous representation of Hungary’s history. Abortive attempts to disrupt a
seties of calamities only reinforced the understanding of Arpad history as a cycle of trespasses with
repercussions reverberating into the nineteenth century. As the 1840s progressed, the
revolutionaries anticipated a rupture with the past. During the revolutionary year, the theatre
staged a programme comprising musical-theatrical pieces embodying overt revolutionaty
messages. Numbers from Erkel’s second opera Hunyadi 1 .dsz/d, a work littered with anti-Habsburg
textual and musical references, featured prominently in this repertoire. This study challenges
traditional understandings of how Huwnyad:i Ldsz/o relates to revolutionary rhetoric, illuminating
how the tropes of defeat, victimhood, sacrifice and resurrection are in tension in this medieval
narrative.

Erkel’s operas composed in the pre-revolution decade illuminate how historical
interpretation related to fears surrounding legacy. Operatic models familiar to the Pest-Buda
audiences became vessels for presenting versions of history beholden to contemporary
understandings of the past in relation to the future. The contrastbetween Bitori Mdria and Hunyads
Laszld not only reflects the rapid momentum radical ideologies gathered approaching 1848, but
how historical interpretation shifted through political and artistic polemics. This study illuminates
how anxieties relating to identity interpolate with presenting history on the stage in Erkel’s pre-

revolution operas.
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Chapter 1

Situating Erkel

Introduction

In music history, repertoires referred to as ‘national’ opera are perceived as somehow
separate from the genre generally. Works in Italian, French and German constitute ‘opera’,
whereas repertoire in Hungarian, Polish, Croatian, Czech, Spanish or numerous other languages
are dubbed ‘national opera’. The latter category is explained by their ‘national’ context and
content, whilst ‘mainstream’ traditions are investigated for what they can reveal relating to a wide
variety of topics.

Any study engaging with composers whose operas fall into the latter category must
grapple with the stubborn framing of ‘centres’ and ‘peripheries’. Taruskin’s often-quoted ‘double
bind’ encapsulates a central problem. The appeal of composers hailing from musical ‘peripheries’
in international contexts stems largely from musical ‘exotic native dress’, yet their stature as a
national composer means their works ate viewed through this identity.' As Derek Katz describes
this context: ‘Beethoven and Brahms are composers, without any need or modifiers’, meanwhile
‘Smetana, Dvofik, and Janiéek are Czech composers.” Nevertheless, in the Czech example, the
representation of these repertoires internationally means these composers are increasingly
accessible through widely-read languages. This context has facilitated attempts to define and
challenge understandings of ‘Czech’ music.’ For figures such as Erkel, inaccessibility reflects a

broader lack of significance.

I Richard Taruskin Defining Russia Musically: Historical and Hermenentical Essays (Princeton: Princeton University Press,
2000), 48.

2Derek Katz, Jandciek Beyond the Borders New York: University of Rochester Press, 2009), 3.

3 For example, Michael Beckerman, ‘In Search of Czechness in Music’, 79”-Century Music, Vol.10, No.1 (1986), 61-73 and
more recently Eva Brenda, ‘Representations of Antonin Dvofdk: A Study of his Music through the Lens of Late
Nineteenth-Century Czech Criticism’ (DPhil Dissertation, University of Toronto, 2014), and Kelly St. Pierre, Bedrich
Smetana. Myth, Music and Propaganda (New York: University of Rochester Press, 2017).



Erkel research is undertaken almost exclusively by and for Hungarian scholars. His
compositions are currently largely inaccessible linguistically and logistically to other researchers.
Nevertheless, Erkel’s operas—the first in the Hungarian language—are a significant repertoire in
music history. That hardly any discussions of these works exist in widely read languages
reinforces the notion that ‘national opera’ is of little significance. However, without
understanding the cultural weight of such works, grasping the international, transnational and
inherently hybrid nature of opera can only ever be partial. This study hopes to challenge the
traditional framings through which works ‘become’ national, as traditionally understood through
musical markers and reception.

In the case of Hungary, nineteenth-century musical traditions have been neglected
partially resulting from assumptions related to the verbunkos. There is currently a void in
anglophone literature with regard to musical culture in Hungary considered beyond the stylistic
trope style hongrois. Nevertheless, early nineteenth-century Hungarian contexts relate to lively
branches of scholarship examining the processes through which identity, history and musical
traditions are negotiated. The relationships explored throughout this dissertation, namely how
anxieties surrounding identity interpolate with presenting history artistically, contributes to
broader lines of enquiry. After briefly outlining Erkel’s life and professional activities and
establishing the Hungarian-language research context, this chapter situates Erkel amidst these

wider phenomena.



Ferenc Erkel

Ferenc Erkel spent his career in Hungary, becoming an active and crucial figure in the
musical life of Pest-Buda’ from the mid-1830s until the late 1880s. Born on the 7 September
1810 in the city of Gyula, located on the Southern plain in present-day Eastern Hungary, Ferenc
was the second child to Jozsef Erkel, a cantor and teacher, and Klara Ruttkay. Erkel received a
robust musical education in eatly life whilst attending the school at which his father taught,
studying the piano from childhood.’ He made his performance debutaged 11, and even
deputized for his father as organist at the church in Gyula.” He spent petiods during eatly
adulthood in significant musical centres of Habsburg Hungary, in Pozsony (Bratislava) and
Kolozsvar (Cluj-Napoca), before settling in the newly-emerging capital in his mid-twenties.

Pozsony was the political centre of Hungary from the early sixteenth century until the
mid-nineteenth century. It was also the musical capital of greater Hungary, where large numbers
of Hungarian professional musicians received training including Erkel and his brothers.® This
musical centre was historically the only city in Hungarian territories with a semi-public opera on
a par with other operatic nuclei in Europe in the early nineteenth century, on account of Count
EtrdSdy’s cultivation of opera culture.” Erkel studied under Henrich Klein (1756-1832), who
acquainted him with the works of Bach, Haydn, Mozart and Beethoven, and attended opera

petformances at the Pozsony Theatre."

4 In the Hungarian language, family names precede first names: Erkel Ferenc is the Hungarian form of the composer’s
name.

5 Buda, Obuda and Pest officially unified as ‘Budapest’ in 1873. Throughout this study, I use the customary ‘Pest-Buda’
when referting to the cities simultaneously and distinguish between ‘Pest’ and ‘Buda’ where appropriate.

6 Amadé Németh, Az Erkelek a magyar zenében. Az Brkel csaldd s3erepe a magyar zenei mitvelddésben (Békéscsaba: Békés Megyei
Tanacs, 1987), 35.

7Németh, op. cit., 35-36.

8 Of Erkel’s ten siblings (seven brothers and two sisters) only Jézsef Erkel pursued a musical career alongside Ferenc.
Born in 1813, Jézsef Erkel conducted at the Kolozsvar Theatre before joining the Nemzeti Szinhaz as a tenor at the year
of its opening. He moved to Hamburg in 1840 where he lived until his death in 1859. He performed the role of Prince
Istvan in the premiere of Erkel’s Bdtori Mdria. For a discussion of Erkel’s siblings, see Németh, op. ¢it., 27-34.

9 See Tibor Tallidn, ‘Operamiivelés magyarorszagon’ in Agnes Gupcsé (ed.), “Szikrat a dobott a nemzet szivébe” Erkel
Ferenc harom operaja. Bitori Maria — Hunyadi 1.dszld — Bdnk bin. Sz6vegkényvek — tanulmanyok (Budapest: Rézsavolgyi
és Tarsa, 2011), 15.

10 Németh, op. cit., 37.



Erkel moved to Kolozsvar, the capital of today’s Transylvania (in Romanian: Cluj-
Napoca), in late 1827 or eatly 1828 for piano instruction." This was a prominent musical centre
of markedly different character to Erkel’s former location. In Kolozsvar Erkel became
acquainted with influential figures in the musical life of the city, notably Jézsef Ruzitska ' and
Jozsef Heinisch.” These individuals actively sought to establish a distinct ‘Hungarian’ musical
culture, facilitated in large part by the permanent Hungarian Theatre troupe (established in 1792)
and the stone theatre (which opened in 1821). As Dezs6 Legany comments: ‘Unlike Pozsony,
Kolozsvar was a culturally Hungarian city, it was the cradle of Hungatian theatre and opera’. "
Owing to the musical-theatrical institution, operatic life was animated, involving both local
compositions and productions of the international repertoire. " Significantly, the Hungarian
theatre in Kolozsvar staged the first Hungarian-language operatic experiment (rather, a singspze/
piece) of any significant success, J6zsef Ruzitska’s Béla futisa, “The Flight of Béla’, first performed
in 1821 in Kolozsvar (in 1826 in Pest-Buda). Bé/a futdsa, based on Béla IV’s exile from Hungary,

16

is a comic piece in two acts derived from August von Kotzebue’s Bela’s Fluch? (1813)."° Ruzitska

clearly wrote the work in haste, and he was greatly confined by the small orchestral ensemble

11 Istvan Almisi, ‘Erkel és Kolozsvar’in Ferenc Bénis (ed.), Erkel Ferencril és kordrdl zenetorténeti tanulmanyok (Budapest:
Paski Kiadé, 1995), 96-102.

12 Jozsef Ruzitska (1775-1823) composed a number of Hungarian-language musical theatre pieces and worked as
conductor of the Hungatian Theatre of Kolozsvar. Erkel later dedicated the overture to Bdsri Mdria to Ruzitska in
acknowledgement of both his friendship and influence on his own musicianship. Almasi, op. ¢it., 99. The overture bearing
the dedication in Erkel’s hand is now held in the music collection of the National Széchényi Library, shelf number Ms.
Mus. 2644.

13 The Austrian musician J6zsef Heinisch (1800-1840) also conducted at the Hungarian Theatre in Kolozsvar between
1825-1830. Heinisch is credited with improving the level of opera performance in Kolozsvar during his tenure, even to
the standard practiced in Vienna. See Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19*-Century Hungary
(Leiden: Bill, 2018), 69.

14 “Kolozsvar, Pozsonnyal ellentétben teljesen magyar kultardjd varos volt, a magyar szinjatszas, st a magyar
operael6adisok bolcséie.” Dezsé Legany, ‘Orékségiink Erkel Ferenctél’, Mugsika, Vol.36, No.7 (1993), 13.

15 A sample of premiéres and Kolozsvar premicres follows: Mozatt’s Don Juan (1789:1827), Rossini’s: I/ barbiere di Siviglia
(1816:1827), Otello (1816:1830), and Ia Gagga Ladra (1817:1826), Webetr’s Der Freischiry (1821:1825), Bellini’s La
sonnambnla (1831:1842) and Beatrice di Tenda (1833:1839), Donizetti’s L elisir d'amore (1832:1840). See Istvan Lakaos with an
introduction by Andras Benkd, A kolozsvdri magyar Zenés szinpad (1792-1973) (Bucharest: Kiriterion, 1979), 8.

16 Copy excetpts of J6zsef Ruzitska’s Béla futisa consulted in the Music collection of the National Széchényi Library, Ms.
Mus. 6977. Béla futdsa still enjoys occasional revivals, recently staged in May of 2017 at the Hungarian Theatre in
Kolozsvir/ Cluj-Napoca.



available (between ten and fifteen instrumentalists) and the limited abilities of the singers. It was
nevertheless wildly successful in Kolozsvar, where it was staged for several decades."’

During this petiod, Erkel not only honed his piano skills, " but studied orchestration,
gained his first conducting experiences, and became further acquainted with operatic
repertoires.” His experiences with the attempts to create a local operatic tradition inspited his
own undertakings in the following decade, and which would occupy him for the rest of his life.”
Erkel’s first three operas, Batori Mdria (1840), Hunyadi Ldszlé (1844) and Bdnk bdn (1861)
established his legacy as the founder of Hungarian-language opera, and he produced a further
five operas based on Hungarian history in the latter half of the nineteenth-century.”

Erkel and his wife, Adél Adler, with whom Erkel had nine children after their marriage in
1839, separated in 1860. Adél moved to Gyula and remarried. Three of their sons—Gyula,”
Elek,” and Sindor*—were involved to varying degrees with the Nemszeti Szinhiz.” Ferenc Erkel
remained a significant figure in the musical life of Pest-Buda. He founded the Budapest

Philharmonic Orchestra (Budapesti Filharmoniai Tirsasig Zenekara) in 1853, and was closely

17 Istvan Lakatos, ‘Az elsé erdélyi magyar opeta’, Korunk,Vol.31, No.11 (1972), 1721-1722.

18 From the repertoire Erkel performed it is clear that by 1834 he was deeply familiar with works by Beethoven, Weber,
Hummel, Moscheles, Herz and Kalkbrenner. Németh, op. ¢it., 39. When he first settled in Pest, he was revered as a pianist:
‘In quality he was the capital's most outstanding pianist, both as soloistand as accompanist, and was the most frequent to
appear in concert.” See Legany, op. cit., 19.

19 In Kolozsvir, Etkel was able to attend performances of Mozatt’s Don Juan, Aubet’s Fra Diavolo, Rossini’s 1/ barbiere di
Sivigla, Tancredi, Otello, La gagza ladra and L'italiana in Algeri, as well as Cherubini’s Les denx juornées, on Le portenr d'ean,
Boieldiew’s La dame blanche and Jean de Paris, Donizetti’s 1/ borgomastro di Saardam, Mercadante’s Elisa ¢ Clandio, Webet’s Der
Freischiitz and Preciosa alongside works by Hungatian composers including Jozsef Szerdahelyi’s Tiindériak Magyarbonban
(Szerdahelyi became an important member of the Nemszeti Szinhiz, see Chapter 3), Jozsef Zomb’s Matydis deik and
Ruzitska’s Béla futdsa, which had premicred on 26 December, 1822. See Almasi, op. cit., 96-102.

20 ‘Magyar operaélményei felébresztették benne a vagyat, hogy 6 is alkosson magyar operat’ (‘Experiences of Hungarian
opera awakened in him [Erkel] a desire to create Hungarian operas himself’). Németh, op. ¢it., 38.

2l See Appendix I.

22 Gyula Erkel (1842-1909) was involved with the Music Academy, teaching at the piano department from 1878 until
1908, and also conducted at the Newmzeti Szinhiz and subsequently the Kirdlyi Operahaz, the Royal Hungarian Opera House
(opened in 1884, today the Hungarian State Opera), between 1863-1889.

2 Elek Erkel (1843-1893) was a percussionist at the Nemzeti S3inhdz, later becoming the first conductor of the Népszinhdz
(first opened in October 1875, and closed in 1908) between 1875-1893. He also composed musical-theatrical works.

24 Sandor Erkel (1846-1900) was a timpanist at the Nemzeti Szinhdz, and took on conducting duties from 1868. He later
became first conductor under the directorship of Hans Richter (who assumed this role from 1874-1886, succeeding Ferenc
Erkel), and was the Musical Director until 1890. Sandor was the son most involved in Ferenc Erkel’s compositions from
Bdnk bin onwards, and became a semi-successful composer in his own right.

2 Laszlé Erkel (1844-1890), the third of Ferenc and Adél’s nine children, is also known in music history as a pedagogue
and choral conductor who taught piano to the young Béla Barték in Pozsony. See Németh, Az Erkelek, op. cit., 95-138 for
an overview of Erkel’s children’s biographies, musically-related activities, list of compositions and involvement with
Erkel’s compositional processes from the 1860s.



involved with establishing the Academy of Music (Lisgt Ferenc Zenemisivészeti Egyetenr), which

126

opened in 1875, with a speech by Erkel.® He was Director of the Academy until 1887, and
Professor until 1888.”" From the late 1860s, Erkel was also principal conductor of The National
Hungarian Choral Association (Orszdgos Magyar Daldregyesiilet) shortly following its creation in
1867, leading performances in several provinces in greater Hungaty until 1881.% He officially
retired from all his roles in 1887 (from the Nemzeti Szinhdz in 1874).

Erkel died in his home in Budapest on 15 June 1893, buried three days laterina public

event. The funeral march from his own Hunyadi 1.dsz/o, and his setting of Ferenc Kolcsey’s poem

Himnusz, the Hungatian national anthem, accompanied the journey to his final resting place.”

Erkel Scholarship
The stairs leading to the entrance of the Magyar Allami Operahiz, the Hungarian State

Opera, in Budapest today are framed by two statues. On the left-hand side sits Ferenc Erkel, and
on the right, Franz Liszt.” The opera division of the Nemzeti Szinhdz, which was the centre of
Hungarian-language opera in the capital since its opening in 1837, moved to this new home in
1884. The programme inaugurating the new theatre included excerpts of Erkel’s operas,
performed under the composet’s own baton.” Although Liszt’s little-known opera Don Sanche
has never been staged in Hungary,” he is nevertheless today visually presented as an equal to the

‘father of Hungarian opera’ at the largest opera house in the country.

26'This speech was reported in the Zenészeti Lapok, ‘Musical Pages’, 25 November 1875, cited in Legany, op. cit., 24-25.

27 ‘Brkel’s worties, for the most part, came from this. Aside from his directorial duties, Erkel was, for neartly ten years, the
teacher with the heaviest schedule in the Academy. Aside from the foreigners, most Liszt students worked with Erkel
during Liszt’s absence.” Legany, op. ¢it., 30-31. See also Dezsé Legany, ‘Erkel és Liszt Zeneakadémiaja (1875-1876)” in
Bonis, Ferenc (ed.), Szabolesi Bence 70. Sziiletésnapjara Magyar zenetorténeti tanulmanyok (Budapest: Zenemikiad, 1969),
247-266.

28 Németh, Az Erkelek, op. cit., 87-89.

2 Amadé Németh, Erke/ Ferenc életének kronikdja Naprol napra 10 (Budapest: Zenemtkiadé, 1973), 229.

30 In Hungarian: Liszt Ferenc.

31 The first act of Erkel’s Bdnk bdn, and the overture to Hunyadi 1.ds3ld were conducted by the composer himself and act
I of Lohengrin was led by Sandor Erkel (Ferenc’s youngest son).

32 Liszt’s Don Sanche, ou le Chatean d’Amour was staged four times at the Paris Opéra in 1825, as a novelty, ‘received
indulgently’ (written by a thirteen-year-old), and quickly forgotten. See Kenneth Hamilton, ‘Not with a Bang but a
Whimper: The Death of Liszt’s “Sardanapale’, Cambridge Opera Journal, Vol.8,No.1 (1996), 46. David Trippett is currently
leading a project to edit and re-construct Liszt’s lost Sardanapalo which is planned for publication in 2019 by Universal

6



A similar phenomenon is found in Budapest’s cultural institutions, such as the Newzeti
Galéria ‘National Gallery’” and the metropolis generally. Budapest airport bears Liszt’s name
(Budapest Liszt Ferenc Nemzetkizi Repiildtér), and the szt Ferene Tér, ‘Franz Liszt Square’, stands
adjacent to the Liszt Academy of Music (Lisgz Ferenc Zenemiivészeti Egyetens). Although Liszt was a
key figure in founding the Academy, Erkel directed and consistently funnelled time into the
musical institution, including supervising Liszt’s piano students for the majority of the year while
his internationally renowned colleague conducted his ‘threefold’ existence.” The preoccupation
with Liszt as a representative of nineteenth-century Hungarian music is also present in
Hungarian-language musicology, and certainly in the field internationally.

However, an ongoing project to produce a complete critical edition of Erkel’s operas has
recently improved the accessibility of this repertoire even within Hungary. To commemorate the
bicentenary of his birth in 2010, the conference ‘Opera and Nation—in Pest-Buda and the
World” placed this neglected repertoire under the spotlight in an international context.” The
recent re-evaluation of Erkel in Hungarian music history provides an opportunity to (re)address

this composer in Anglophone scholarship afresh.

kokk

Music Publishing. The project-in-progress has recently been presented in the paper: ‘Finally Crossing the Rubicon?
Hearing and Editing Liszt’s Sardanapalo (1851)" on Wednesday 4 July at the twentieth Nineteenth-Century Music
Conference, University of Huddersfield, 2-4 July 2018.

3 In the Magyar Nemzeti Galéria, Hungarian National Gallery (Budapest), there are four pieces held with Liszt as the object
of study (Kéroly Dosnyay’s sculpture: ‘Portrait of Composer Franz Liszt’ (1848), Ferenc Kugler’s Bust of Liszt (1871),
Mihaly Munkacsy’s oil painting: ‘Ferenc Liszt I’ from 1886, and a plaquette by Filép Beck from 1911), whilst there are
no pieces commemorating Erkel.

3 Liszt’s so-called vie trifurguée began in 1869, from which time onwards his time was divided between Weimar, Rome and
Budapest. See, for example, Alan Walker, Frang Liszt: The Final Years, 1861-1886 (New York: Cornell University Press,
1997), 228-248. For the duration of Liszt’s piano instruction, see Dezs6 Legany, ‘Liszt’s and Erkel’s Relations and
Students’, Studia Musicologica,Vol.18, No.1 (1976), 19-50, especially 25-26.

% ‘Opera and Nation—in Pest-Buda and the World: International Musicological Confetence for the 200t Anniversary of
Ferenc Erkel’s Birth’ took place at the Institute for Musicology, Division for the Humanities of the Hungarian Academy
of Sciences between 28 and 30 October 2010. The Proceedings were published as a special issue in the journal S#dia
Musicologica,V0l.52, Nos.1-4.



The music collection of the National Széchényi Library™ has held the Erkel estate since
the early twentieth century, and has since also purchased the heritage of Gyula Erkel in 2010 (to
mark the bicentenary). The theatre history collection inherited materials from the Budapest
theatres: the Nemzeti Szinhaz, the Népszinhaz, and the Kirdlyi Operahdz (today the Magyar Allami
Operahaz),as well as materials relating to musical-theatrical activity from various cities in greater
Hungary since the first half of the nineteenth century. Further primary sources are held in the
Erkel memorial house and museum in Gyula,” and in collections inherited from theatres which
staged his works throughout former Habsburg Hungary.”

The composer conducted his own operas in the capital almost exclusively throughout his
career and the dozens of revisions he made over several decades resulted in source material
which is often puzzling.” Therefore, primary source study has necessarily taken precedent over
interpretive or musical-analytical studies within Erkel scholarship.” Issues of authorship has
been a point of contention in the literature practically since the premiere of Erkel’s Bank bdn in
1861." Lasz16 Somfai’s study published in 1961 addressed these issues systematically for the first

time,” however significant clatifications have only recently come to light duting the preparation

36 The Zenemiitar, Music Collection and the Szinbdztirténeti Tdr, the Theatre History Collection share a reading room on
floor six of the National Széchényi Library, Budapest.

37 Important sources curtently held at the Erkel Memorial House and Museum, Erke/ Ferenc Emlékbiz and Erkel Miizeum,
Gyula, include the autograph of later versions of the No.19 cabaletta of Hunyadi Lisz/s, and a fragment of the first act of
the libretto of Bank bdn in Benjamin Egressy’s hand.

% Contemporaty (copy) performing materials of the overture, No.1 Chorus, No.8 finale and No.17 aria from Hunyadi
Ldszlé, and contemporary orchestral materials for Bdnk bdn are held in the Arad Museum of Fine Arts, Arad Szépmiivészeti
Miizenm.

% See, for example, Katalin Szacsvai Kim, ‘Erkel egyedtl: Az Ergséber néhany talanyos szerz6i kéziratoldala’, Magyar Zene,
Vol.53, No.2 (2014), 270-315, Mikl6s Dolinszky, ‘Revision als Original? Erfahrungen mit der Etstausgabe von Bdnk bin’,
Studia Musicologica, Vol.49, No.3-4 (2008), 231-244, and Miklés Dolinszky, ‘Két Bdnk bin-tanulmany. 1: Bdnk bin
szenvedései; II: Pas de deux: Paros tinc a szerzéség koril’, Magyar zene, Vol.41, No.3 (2003), 259-286. The sources
regarding Bank bdn are further complicated by the re-setting of the libretto and re-arrangement of the music in the 20t
century: see Tibor Tallian, ‘Meghalt Erkel—éljen Rékai? Plaidoyer az eredetiért’, Mugsika, Vol.36, No.8 (1993), 6-11.

40 Attempts to systematically arrange the often confounding primary sources into a catalogue of works has occupied Etkel
scholarship throughout the twentieth century until today. A sample follows: Major Ervin, ‘Erkel Ferenc miveinek
jegyzéke. Bibliografiai kisérlet’, Zenei S zemle, Vol.2, No.3 (1947); Ferenc Boénis, ‘Adalék Erkel mitiveinek bibliografiajdhoz’,
Muzsika, Vol.3, No.5 (1960), 8—11; Major Ervin, ‘Erkel Ferenc miveinek jegyzéke. Masodik bibliografiai kisérlet’” in Bonis
Ferenc (ed.), Irdsok Erkel Ferencril és a magyar zene kordbbi szizadairdl (Budapest: Zenemikiad6, 1968), 11-19; Dezsé Legany,
Erkel Ferenc miivei és korabeli torténetiik (Budapest: Zenemukiado, 1975); Margit Széke (ed.), Erkel Ferenc lelihely-bibliogrifia
(Gyula: Mogyoréssy Janos Varosi Konyvtar, 2010).

41 Katalin Szacsvai Kim, ‘Fotrasok és valtozatok’ in Gupcesé (ed.), op. cit., 261.

4 Jaszl6 Somfai, ‘Az Erkel-kéziratok problémai’, Bence Szabolcsi and Dénes Bartha (eds.), Az opera torténetébil
Zenetudomanyi tanulmanyok IX (Budapest: Akadémiai Kiadé, 1961).



of the critical editions. Though an attempt to establish this project was initiated alreadyin 1962
by Ferenc Bonis, Laszlé Somfai and Jené Vécsey (former head of the Music Collection of the
National Széchényi Library), their efforts did not reach the stage of publication.® In 1998 this
mission was re-initiated, now with support from several institutions. * The thorough editorial
process drew on the newly available rich collections, involving analyses of the autograph scores,
as well as copy scores, vocal, choral and instrumental part books, banda scores, promptbooks,
where possible contemporary performance material from theatres in greater Hungary, published
and unpublished /bretti, contemporary archival documents (such as censor’s reports and minutes

of the Board of Theatre Director’s meetings)® and press reports.*

These undertakings have also
enriched understandings of Erkel’s other stage works.* The three operas which are cutrently
published® are the first critical studies analysing all available surviving primary sources, despite
two of these works historically holding significant stature in the repertoire of Hungarian opera

houses in an almost unbroken performance tradition since their premiéres.49 As Krisztina Lajosi

aptly describes this former context:

4 See Szacsvai Kim, ‘Erkel Egyedtl’, op. cit., 276.

# Office for Higher Education, the Office of the Government Commissioner for the Hungarian Millennium, the
Hungarian Scientific Research Fund, the Pro Musicologia Hungarica Foundation and the Liszt Ferenc Academy of Music.
See Tibor Tallian, ‘El6sz6’in Gupesé (ed.), op. ¢it., 7-11.

4 Now held in the Magyar Nemszeti Levéltir, Pest Megyei Levéltira, the Hungatian National Archives, Pest County Archives,
and the Orszdgos Szinhaztirténeti Mizeum és Intézet, The Hungarian Theatre Museum and Institute, which also holds the
Simoncsics Estate (former director of the Nemzeti Szinhdz).

4 Upon the initiation of the Erkel Critical Editions, sketches and drafts, inherited from the Erkel estate, as well as
documents such as promptbooks, eatly editions of scores and published libretti from the Nemzeri Sinhiz and the Kirdlyi
Operahdz came into the collections of the National Széchényi Library, and were critically analysed for the first time. See
Katalin Szacsvai Kim, ‘Az Erkel-mthely: k6éz6s munka Erkel Ferenc szinpadi miéveiben (1840-1857)’, (PhD Dissertation,
Liszt Ferenc Zenemtvészeti Egyetem, 2012), 4.

47 Until recently, it was assumed that Erkel’s contribution to Népszinmuii, folk play’ (the majority of which he wrote in the
1840s) meant he composed popular style melodies. Katalin Szacsvai Kim—uwith the aid of newly discovered drafts of
Erkel’s later stage works—has demonstrated that Erkel rather set and orchestrated melodies popular in nature, but was
not the author. See Katalin Szacsvai Kim, ‘Az Erkel Mthely kezdetei: k6z6s munka az Ergséber el6tti szinpadi zenékben’,
Gabor Kiss (ed.), Zenetudomdnyi dolgozatok 2009 (Budapest: MTA Zenetudomanyi Intézet, 2009) 191-244.

48 Erkel’s first opera, Bdtori Mdria, was published in 2002: Miklés Dolinszky and Katalin Szacsvai-Kim (eds.), Bdtori Maria.
Opera két felvondsban I-II Erkel Ferenc Operak 1 (Budapest: Rézsavolgyi és Tarsa, 2002), his second, Hunyadi 1.ds3ld, was
published in 2006: Katalin Szacsvai Kim (ed.), Hunyadi 1.ds3lo. Opera négy felvondsban I-1II Erkel Ferenc Operak 2 (Budapest:
Rézsavolgyi és Tarsa, 2000), and his third, Bink bin, in 2009: Miklés Dolinszky (ed.), Bank Bdn. Opera hirom felvondsban I-
IIT Erkel Ferenc Operak 3 (Budapest: Rozsavolgyi és Tarsa, 2009).

4 Hunyadi 1.ds3lé and Bdnk bin were the only operas previously published in full-length, albeit in various versions: Hunyadi
Liszld was published as a piano vocal reduction with Hungarian text and German translation: Ferenc Erkel, Hunyadi Ldszlo
(Budapest: Rozsavolgyi és Tarsa, 1896). Bdnk bin was published in a two-hand piano score without vocal parts in 1861
(Ferenc Etkel, Bank bin (Pest: Rozsavolgyi és Tarsa, 1861)), a piano score with Hungarian and German text was later
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Erkel’s works became musical monuments to the nation, they remain popular
favourites and are performed regularly; but they suffer the fate of most public
monuments: they are taken for granted and rarely receive close attention. 5

From these pivotal developments, it is clear that the pre-revolutionary operas, Batori
Maria (1840) and Hunyadi Ldsz/o (1844) were composed by Erkel, aided by Jézsef Szerdahelyi
with orchestration in the case of the former™ but otherwise without any significant aid from
foreign hands beyond copyists.” Further studies concerned with the complexities of the source
materials, deriving from the critical editions project, are published as separate articles which
supplement the published scores.” Erkel’s later operas are still largely unchartered; the
continuing efforts to produce a complete representation of his operas will crucially increase the

accessibility of this repertoire.

printed (Ferenc Erkel, Bink bin (Pest: Rézsavolgyi és Tarsa, 1902)), and a piano vocal score of the reworked opera first
performed in 1940 was published in 1957: Ferenc Erkel, Bdnk bin (Budapest: Zenemikiad6, 1957). Excerpts of popular
pieces, most often atias and dances of almost all of Etkel’s operas wete usually published in piano and/or piano vocal
arrangements in the decades following a works’ premiére and throughout the nineteenth century, such as the March (Act
I, No.2) from Bdtori Mdria and the Hatpyidal ‘swansong’ from Hunyadi 1.ds3lé (published before the operas’ premicre)
appeared in several editions. See the listed items in Ilona Mona’s study, Magyar zenemiikiadik és fevékenységiik, 1774-1867
(Budapest: MTA Zenetudomanyi intézet, 1989).

0 Tajosi, ap. cit., 11.

51 Szerdahelyi orchestrated the Hunting Chorus (No.12), the Drinking song (No.13), and filled out the wind orchestration
from Erkel’s notes in Bdtori Mdria. See Katalin Szacsvai Kim, ‘Az Erkel-Mthely. K6z6s munka Erkel Ferenc szinpadi
miveiben (1840-1857)” (PhD Dissertation, Liszt Ferenc Zenemivészeti Egyetem, 2012), 9.

521n Hunyadi 1dsz/é, only the authorship of the palotis, ‘Palace dance’ is questionable. Katalin Szacsvai Kim, ‘Forrasok és
valtozatok’ in Gupcesé (ed.), op. cit., 261-294.

53 Regarding Bdtori Maria, see Szacsvai Kim, ‘Batori Maria — forrasok és valtozatok’, Muzsika, Vol.46, No.1 (2003), and
Katalin Szacsvai Kim, ‘Az Erkel-mthely’, op. cit., especially 33-58. For Hunyadi Lisz/d see Szacsvai Kim, ‘Az Erkel-mthely’,
op. cit., 61-86, and Szacsvai Kim, ‘Az Erkel mthely kezdetei’, op. ¢it., 191-244, See also Miklés Dolinszky, ‘Erkel kritikai
operakiadds: mult, jelen, j6v6’, Mugsika, Vol.44, No.8 (2001), 24-26, and Mikl6s Dolinszky, ‘El6adas az Erkel Operakiadis
elsé koteteinek sajtobemutatédjan’, Magyar zene, Vol.41, No.1 (2003), 105-111. The critical notes detailing the editorial
process for the currently completed scores are published in a multiauthor volume alongside analyses of their historical
and literary contexts and performance history: Agnes Gupcsé (ed.), Szikrit dobott a nemszet s3ivébe: Erkel Ferenc hdrom operdja
Batori Maria — Hunyadi Laszlé — Bank ban. Szovegkinyvek, tanunlmanyok (Budapest: Rozsavolgyi és Tarsa, 2011), 238-240.
See also Dezsé Legany, Erkel Ferenc miivei és korabeli torténetiik (Budapest: Zenemikiadé, 1975).
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Erkel’s life and lineage has been chronicled faitly thoroughly.” In relation to musical
analysis, aside from his frequently-performed setting of Ferenc Koélcsey’s poem Himmnusz (1844),”
Erkel’s most popular operas Hunyadi 1 dsz/6 and Bank Bin have received attention, largely
regarding verbunkos elements.” As a composer nototiously unwilling to partake in debates relating
to national art or politics in Pest-Buda during his lifetime, a document discovered in 1960 in
Erkel’s own hand discussing Bank bdn provides a rare insight into Erkel’s thoughts and methods
of composition.”” Focus has otherwise centred on abortive attempts to stage these works in
Paris, Vienna and Weimar during the composer’s lifetime,” and as related to reception history.”

Despite setbacks, the critical editions build on robust foundations pertaining to
nineteenth-century musical traditions in Hungary. Mapping musical activity during this

period forms a vibrant branch of Hungarian-language musicology.” During the past decade,

54 The first Erkel biography was written by his contemporary and colleague at the Music Academy, Kornél Abranyi (1822-
1903). This text contains numerous factual errors, yet it is nevertheless a valuable contemporary document. Abranyi
Kormmél, Erkel Ferenc élete és miikodése (Budapest: Schunda V. Jézsef Zenemukeresked6 és Kiado, 1895). More recently the
standard biographies are: Amadé Németh, Az Erkelek a magyar zenében. Az Erkel csaldd szerepe a magyar zenei mitvelidésben
(Békéscsaba: Békés Megyei Tanacs, 1987) and Andras Nagy, Az Erkel csalid kronikdja (Gyula: Gyula Varos
Onkormanyzata, 1992).

5 For example see Rudolf Borl6i, ‘Gondolatok a magyar Himnuszr6l’, Argus, Vol. 1 (1999). 29-38, and the study of the
sacred and secular implications of Kélcsey’s text and Erkel’s setting in Géza Szentmartoni Szabd, ‘Kolcsey Hymmus-a és a
Magyar nemzeti himnusz’, Magyar egybizzene, Vol. 18, No.1 (2010), 63-70.

% For examples see Gyula Véber, Ungarische Elemente in der Opernmusik Ferenc Erkels, (Bilthoven: A.B. Creyghton, 1976),
and Janos Mar6thy, ‘Erkels Weg von der “heroisch-lyrischen” Oper zum kritischen Realismus’, S#dia Musicologica, Vol.1,
No.1 (1961), 161-174.

57 This document is reproduced in Ferenc Bénis, ‘Erkel Ferenc a Bank banrél’ Ferenc Bonis (ed.), Irdsok Erkel Ferencril és
a magyar ene kordbbi szazadaird! Magyar zenetSrténeti tanulmanyok I (Budapest: Zenemikiad6, 1968) 63-74.

% Bene Kalman, ‘Egy tanulsigos balsiker torténete: Erkel Ferenc Hunyadi ILaszléjanak kulféldi bemutatéjardl’,
Szinhaztudomdnyi szemle, Vol.30, No.31 (1996), 153-161, and Ferenc Bonis, ‘Erkel Hunyadi Idszldjanak meghitsult el6adasi
kisérlete a bécsi udvari operahazban’ in (ed.) Sgabolesi Bence 70. sziiletésnapjara, Magyar zenetOrténeti tanulmanyok
(Budapest, Zenemtkiad6, 1969), 267-293, and Igne Birkin-Feichtinger, Franz Erkel und das K.k. Hofoperntheater in
Wien’, Studia Musicologica, Vol.46, No.3-4 (2005).

% Regarding reception history of Erkel’s operas, catlier studies include: Istvan Barna, ‘Erkel Ferenc elsé operdi az egykord
sajté tikrében’ in Bence Szabolesi and Dénes Bartha (eds.) Erke/ Ferenc és Barték Béla emlékére Z.enetudomanyi tanulmanyok
IT (Budapest: Akadémiai Kiado, 1954), 175-218, Erkel’s piano performances between 1834-1841 as chronicled in the
press are examined in Marianne Pandi, ‘Erkel Ferenc, az el6adémlvész—a Honmilvésy tikeében’, in Ferenc Boénis (ed.),
Irdsok Erkel Ferencrilés a magyar zene kordbbi szizadaird] Magyar zenetérténeti tanulmanyok (Budapest: Zenemikiad6, 1968),
45-56. More recent examples include Maté Mesterhazi, ‘A Nemzeti opera eszményének atértékelédése a 19-20. szazad
forduléjan: a korabeli bécsi, budapesti, pragai sajtovisszhang és egynémely tanulsagai’, Magyar Zene, Vol. 49, No.2 (2011),
190-205.

%0 Many contemporary documents chronicling nineteenth-century discourse in matters of music theory, aesthetics and
critique are published in critical volumes, such as the works of Gabor Matray, generally acknowledged as the founder of
Hungarian-language musicology, and a prominent journalist and author active in Pest-Buda throughout the reform period
(See Chapter 3). Gabor Matray, collected and edited by Gyorgy Gabry A muzsikdnak kizinséges tirténete és egyéb irdsok
(Budapest: Magvet6, 1984). Series of volumes, such as the Zenetudomanyi tanulmanyok, ‘Musicological studies’ deal with a
wide scope pertaining to aspects for musical life, culture and practices. See for example the tome on opera history: Bence
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scholars such as Tibor Tallian (General Editor of the Erkel critical editions), have re-examined
reception history in the nineteenth century.” Studies concerned with theatre history form a
further important body of primary sources and secondary literature which are closely intertwined
with nineteenth century musical traditions in Hungarian tertitories.”

Interest in Hungarian composers, internationally considered, concerns figures who spent
significant periods of their careers abroad: Liszt, Bartok and Ligeti. There is a void in relation to
anglophone studies concerned with musical traditions within Hungary during the early
nineteenth-century. This dissertation takes advantage of a research context which makes a study
of Erkel and pre-revolutionary Hungary viable, largely thanks to the critical editions so far
completed. Before exploring Hungarian historical, literary and institutional contexts in the
following chapters, the remainder of this chapter outlines the broader contexts through which

my study aims to illuminate the role of history in Bdtori Mdria and Hunyadi 1 dsz/6.

‘National’ Opera
The reception of operas as ‘national” has long been understood through musical markers

perceived as representing a national identity, and a context of fervent nationalism. Traditionally,

263

this is framed as a national movement functioning as a ‘sub textual program’* which even

Szabolcsi and Dénes Bartha (eds.), Ag opera tirténetébil Zenetudomanyi tanulmanyok IX (Budapest: Akadémiai Kiado,
1961).

¢l For example see Tibor Tallian, ‘Csoportkép primadonnaval—Operakritika a reformkorban’, in Gabor Kiss (ed.),
Zenetndomdnyi dolgozatok 2010 (Budapest: MTA Zenetudomanyi Intézet, 2011), 141-222, and most notably Tallian’s weighty
study which examines the beginning of professional opera performance in Hungary as relates to the widely popular,
though divisive figure, the soprano Rozalia Schodel: Tibor Tallian, ‘Schodel Rozalia és a hivatisos magyar operajatszas
kezdetei’, (Akadémiai doktori értekezés, Budapest, 2011).

62 A collection of the most important atticles published in contemporaty journals concerning the aesthetical debates
surrounding national art and music in the reform period are reproduced in Anna Szalai (ed.), Tollharcok. Irodalmi és s3inhazi
vitak 1830-1847 (Budapest: Szépirodalmi Kiadé, 1981), and further contemporary writings are reproduced in collected
volumes, for example the writings of J6zsef Bajza, first Director of the Newze#r Szinhaz, edited and notated by Imre Kordé
and Dezsé Toth, Baza Jozsef vdlogatott miivei Magyar Klasszikusok (Budapest: Szépirodalmi Kényvkiadé, 1959), and
Kerényi’s three volume collection of the beginnings of theatre criticism from across greater Hungary until the opening of
the Nemzeti Szinhiz: Ferenc Kerényi (ed.), A Magyar sginikritika kezdeter, 1790-1837 (Budapest: Mundus Magyar Egyetemi
Kiadé, 2000), see Chapter 3 for further context. Standard histories of Hungarian theatre history include the two-volume
Gyorgy Székely (ed.), Magyar S zinhiztorténet 1: 1790—1873 (Budapest: Akadémiai Kiadé, 1990).

63 Michael Beckerman, ‘In Search of Czechness in Music’, 719%-Century Music, Vol.10, No.1 (1989), 73. Similatly, “What
transforms an opera from national to nationalist is not the musical ideas themselves, but rather their social function’
William A. Everett, National Opera in Croatia and Finland, 1846-1899’, The Opera Quarterly, Vol.18, No.2 (2002), 197.
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predestines a composition for enthusiastic reception. Dahlhaus described this as: ‘a style
becomes a national style not so much on its own metits as by popular decree.”” Riley and Smith
recently termed this relationship a ‘contract’, ‘in which the composer agrees to use certain
conventions and the listener to interpret them in a certain way’.®

Scrutinising contemporary interpretations through these categories, or how these
readings morph over time through productions, editions, censorship and propaganda has
accordingly occupied much scholarship concerned with geographically and culturally peripheral
or isolated traditions.” Although these understandings attempt to situate works in specific
contexts, these frames can become constraints through which anticipation, creation, and
reception ‘explains’ how works ‘become’ national. The processes through which works relate to
contextual elements risk being overlooked and simplified in favour of more cohesive, satisfactoty
narratives.

Erkel shares a fate similar to other largely inaccessible representatives of ‘petipheties’
such as Stalistaw Moniuszko (1819-1872) or Ivan Zajc (1832-1914). Their names may be familiar
to musicologists, and even undergraduate students from music history handbooks outlining
‘national schools’, but their works allude analysis through any other approach. Where Erkel’s

operas do receive space in English-language music histories, this inevitably involves discussion of

64 Carl Dahlhaus, translated by J. Bradford Robinson, Nineteenth-century Music (Berkeley: University of California Press,
1989), 68. He continues: ‘the national side of music is to be found less in the music itself than in its political and
sociopsychological function’, Dahlhaus, op. ¢, 217. Similarly: “The understanding what is national and what is
international, and for whom, opens the question if “national opera” exists at all. It seems that the key criterion in this
respect is actual reception’ Tatjana Markovi¢, “The Myth of the “First National Opera”: The Cases of Serbia and Croatia’,
Studia Musicologica,Vol. 52, No.1 (2011), 165.

05 Matthew Riley and Anthony D. Smith, Nation and Classical Music: From Handel to Copland (Woodbridge: Boydell, 2016),
16.

% The passage from Glinka’s A /fe for the T'sar to Ivan Susanin’is a prominent example of how operas often become revised
or even re-composed to align with ‘official nationalisms’ and other circumstances dependent on political developments.
See Jennifer Baker, ‘Glinka’s A Life for the Tsar and “Official Nationality’”’, Renaissance and Modern Studies, Vol.24 (1980),
92-114 and Matrina Frolova-Walker, “The Soviet Opera Project: Ivan Dzerzhinsky vs. Ivan Susanin’, Cambridge Opera Journal,
Vol.18, No.2 (2006), 181-216. Further studies shedding light on these revisions include Halina Goldberg, ‘Appropriating
Poland: Glinka, Polish Dance, and Russian National Identity’ in David L. Ransel and Bozena Shallcross (eds.), Po/ish
Encounters, Russian ldentity (Bloomington: Indiana University Press, 2005), 74-88 and Emanuecle Bonomi, ‘Conflicting
Ethnicities on the Russian Imperial Stage: The Case of Otto Diitsch’s The Croatian Girl in Jens Hesselager (ed.), Grand
Opera ontside Paris: Opera on the Move in Nineteenth-century Europe Ashgate Interdisciplinary Studies in Opera (Abingdon:
Routledge, 2018), 178-198.
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the ‘local’ (verbuntkos), and ‘borrowed’ (Italian, French and German operatic) devices,” a blueprint
from which apparently no ‘peripheral’ composer can escape.

Philip Ther’s recent study similarly reduces composers of opera whose careers remained
on the European cultural margins as following eitheran ‘Italian’ (Moniuszko, Glinka, Erkel and
Zajc), ora ‘German’ path (Smetana and Lysenko).” Ther even argues that engagement with
‘national’ musical markers in Wagner studies is needed, as the aforementioned composers are
denied the converse.”

In instances where posterity has allowed canonic composers to be both of national as
well as international stature, the composer first becomes established in a ‘central’ musical arena,
and their nationality comes to complement, rather than dictate, theiridentity. Liszt became the
nineteenth-century representative of Hungarian music, largely through verbunkos stylisation in his
compositions, the ‘toutist appeal’™ (as opposed to ‘nationalist appeal’) contributed to his
international successes. As Gregor Kokorz has recently written: Liszt could ‘become a national
icon only because he was the admired representative of the modern European wotld.””
Becoming established as performers and composers in major European musical centres meant
such composers were not perceived as merely ‘national’.

Emulations of verbunkos traditions, particularly by Austrian and German composers,

became a musical trope known as the s#yle hongrois.” The stylisation of the verbunkos, despite

67 See John Tyrrell, ‘Russian, Czech, Polish, and Hungarian Opera to 1900’ in Roger Patker (ed.), The Oxford Iilustrated
History of Opera (Oxford: Oxford University Press, 2001), 237-278, where Tyrell literally subdivides his discussion between
‘Local elements: subject-matter and folk music’ (246) and ‘foreign elements’ (258).

68 Philip Ther, translated by Charlotte Hughes-Kreutzmiiller, Centre Stage: Operatic Culture and Nation Building in Nineteenth-
Century Central Europe (West Lafayette: Purdue University Press, 2014), 116-117.

9 Thet, op. cit., 117.

70 James Parakilas, Ballads Without Words: Chopin and the Tradition of the Instrumental Ballade (Portland: Amadeus Press, 1992),
152.

" Gregor Kokorz, ‘Border, Transborder, and Unification: Music and Its Divergent Roles in the Nineteenth -Century
Habsburg Tertitories’, in Helga Mitterbauer and Carrie Smith-Prei (eds.), Crossing Central Enrope: Continuities and
Transformations, 1900 and 2000 (Toronto and London: University of Toronto Press, 2017), 57.

72 Verbunfos is a general term, a ‘magyarised’ version of werbung (‘advertising’, but here more accurately understood as
‘recruitment’) for the tradition deriving from villages in Hungarian territories but developed through virtuosic
performance practice of (primarily) Roma musicians. The defining features of this repertoire usually involves fast-slow-
fast structure, augmented seconds, lavish ornamentation and improvisation, to name a few prominent elements. See
Shay Loya, Liszt’s Transcultural Modernism and the Hungarian-gypsy Tradition (New York: University of Rochester Press,
2011), particularly Chapter 2 (58-85). The term s#yle hongrois refers to the emulation of this tradition in art music, usually
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garnering scholatly interest as a reoccurring trope in the ‘canon’, has simultaneously discouraged
engaging with nineteenth-century musical traditions within Hungary. In the context of their
campaign to create a school of composition and educate the public in ‘genuine’ folk music,
Kodaly searched for such elements in Erkel’s operas, whereas Bartok out-right dismissed Erkel’s
works as lacking in worth.” Their epochal break with nineteenth-centutry understandings of the
verbunfkos as ‘Hungarian’ subsequently inflected scholarship. Since establishing scholatly
distinctions between ‘folk’ and verbunfkos traditions in the early twentieth century, discussions
concerned with Erkel’s use of local musical elements are even apologetic. As Shay Loya puts it:
‘the comparative failure of the national school [of Erkel, Mosonyi and composers within
Hungary during the nineteenth century| was finally blamed on the inadequacy of the verbunkos
itself.”™ Musical traditions within Hungary have been almost entirely overlooked outside
Hungarian-language scholarship. A lack of dialogue between scholars working in related fields
has only deepened this disjuncture.”

The small number of English-language studies which complicate these understandings
are critical steps towards readdressing assumptions relating to Hungarian musical traditions.
David Schneider’s interest in Bartok led to critically re-situating the composer in the context of
his musical lineage: arguing that nineteenth-century composers within Hungary, namely Erkel

and his contemporary Mihaly Mosonyi, influenced their successor more profoundly than Bartok

associated with composers such as Mozart, Beethoven, Haydn, Schubert, Liszt and Brahms. See Matthew Head, ‘Style
hongrois’ in Grove Music Online,ed. Accessed 26 Sep. 2018.

<http:/// /www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo /97815615926 30.001.0001 / omo -
9781561592630-e-0000044652> and Jonathan Bellman, “Verbunkos’ in Grove Music Online, ed. Accessed 26
September 2018.

<.http:////www.oxfordmusiconline/ grovemusic/view/10.1093/gmo/9781561592630.001.0001/0mo-978 15615926 30-
e-0000029184.> See Jonathan Bellman, The “Style Hongrois” in the Music of Western Eurgpe (Boston: Northeastern
University Press, 1993).

73 See Mihaly Ittzés, ‘Erkel és Kodaly’ in Ferenc Bonis (ed.), Erke/ Ferencrdl és kordrol Magyar zenetOrténeti tanulmanyok
(Budapest: Piiski Kiadé, 1995), 172-202, and Béla Barték, ‘On Hungarian Music’ in Benjamin Suchoff (ed.), Béla Bartik
Essays New York: St. Martin’s Press, 1976), 301-303.

74 Shay Lovya, Liszt’s Transcultural Modernism and the Hungarian-gypsy Tradition (New York: University of Rochester Press,
2011), 66.

75 Until 2010, no discussion of Bellman’s study appeared amongst Hungarian musicologists. The critique which has begun
to emerge, such as by Pal Richter, is cutrently unavailable to the reader without facility in Hungarian. Pal Richter,
‘Egzotikum és depresszi6: Ertelmezések és félreértelmezések a magyaros stilus kapesan’, Magyar zene, Vol.48, No.1 (2010),
33-47.
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himself or scholars have acknowledged. Lynn Hooket’s premise to examine concepts of
‘Hungarian’ music in relation to Erkel necessarily does not unpack ‘national’ opera beyond
musical features which act as identity markers.”” Hooker discusses the example of the aria
‘Hazam Hazam, te mindenem’ (‘My homeland, my homeland my everything’) from Erkel’s Bank
Bin (1861 Act1, Scene ii), as an example of ‘Hungarian thythm’ contextualised through
contemporary music theory.” Though her study forms a crucial contribution, entiching
understandings of how musical identity was conceived and perceived in Hungary, Erkel’s opera
remains framed by an amalgamation of European operatic devices made ‘national’ by thythmic
features. Krisztina Lajosi has recently examined the relationship between musical and dramatic
repertoires and national identity in Hungary—what she terms the ‘performative nature of
national identity’—and how nationalism impacted ‘historical recycling’.” Lajosi demonstrates
how political consequences emerged from the tensions surrounding genre on the Hungarian
stages.” This vital contribution forms a significant step in (re)addressing the relationships
between nationalism and musical culture in nineteenth-century Hungary.

Analyses of musical markers relating to national musical tropes have improved
understandings of the creative processes pertaining to creating stylistic effects. However, this has
been at the cost of neglecting other crucial aspects, and even over-stating the role of local
influences. This is despite a general rejection of cultural essentialism which, as Rutger Helmers

states: ‘leads to exoticism and distorting simplification’. 81 Aims to detangle canon formation

76 See David E. Schneider, Bartdk, Hungary, and the Renewal of Tradition: Case Studies in the Intersection of Modernity and Nationality
(Betkeley and London: University of California Press, 2006), Chapter 1: “Tradition Rejected: Barték’s Polemics and the
Nineteenth-Century Hungarian Musical Inheritance’, 8-32 particularly 12-13 and 29-30.

77 See Lynn Hooker, Redefining Hungarian Music from Liszgt to Bartok (Oxford: Oxford University Press, 2013), Chapter 4:
‘Writing Hungarian Music’, 154-229, particulatly 175-194.

78 “The grandeur of this aria has something of the character of a national anthem, and it is marked by tepeated use of the
Hungarian iamb’ Hooker, op. ¢it., 179.

7 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19"-Century Hungary (Leiden: Brill, 2018), 11.

80 Lajosi, gp. cit., 2.

81 Rutger Helmers, No# Russian Enongh? Nationalism and Cosmopolitanism in 19" Century Russian Opera (New Yotk: University
of Rochester Press, 2014), 2. At the other extreme, as a recent project reminds us, ‘anti-essentialism’, an inflexible
framework in which genre is tied to categotries of, for example, gender, can also ‘turn into a ...reductive musical
essentialism, whereby sonic forms are thoughtof as coded politically.” See the preface to Rata Staneviciaté, Nick Zangwill
and Rima Povilioniené (eds.), Of Essence and Context: Between Music and Philosophy Arts and Humanities in Progress Volume
7 (Cham: Springer, 2019), v.
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means musicology has progressed beyond fetishizing ‘unique’ characteristics of individual
composets, too.” Yet despite these strides de-natrativizing what Abbate terms ‘controlling’
labels,” engaging with opera from anywhere other than Italian, French and German regions
equates with attempting to define these repertoires by how they diverge from or conform to
such models. Jim Samson summarised this situation: ‘we may skew the plot in favour of the
values of a dominant culture’ resulting in a narrative which assimilates founding figures of
musical peripheries into European trends whilst disproportionately marginalising divergencies.
Conversely, writers may be tempted to fetishize what they perceive to be the uniqueness of a
tradition.™

Any study of a composer such as Erkel must grapple with issues relating to musical
markers of nationalism and utilisation of (or divergence from) operatic models. However, to
begin unravelling the relationships between musical traditions and (historical) identity within
Hungary in the nineteenth century, an approach which privileges aspects other than the use of
verbunfkos elements and reception is paramount. Accordingly, this study is not primarily
concerned with what was considered ‘Hungarian’, or ‘Hungarian-ness’ in music. There were
hardly any written attempts to create a hypothetical framework for Hungarian language opera
during the pre-revolution period. Critics established discourse pertaining to these concepts in the
latter half of the nineteenth century, which has been illuminatingly explored elsewhere.* Rather,
approaching Erkel’s pre-revolution operas, Batori Mdria and Hunyadi 1.dsz/o, through how
discourse surrounding presentations of the past informed contemporary fears for the future,

complicates how history is negotiated in these operas.

82 See, for example, Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth Century (Princeton: Princeton
University Press, 1996), 12, or more recently, Richard Taruskin, Russian Music at Home and Abroad: New Essays (Betkeley:
University of California Press, 2016), 14. Though this factor still inspires engaging arguments, Nina Penner for example
argues that ‘Accepting that authorial intentions are pertinent to interpretation does not entail regarding authors as
infallible, nor does it devalue the role of the interpreter’. Nina Penner, ‘Opera Singing and Fictional Truth’, The Journal of
Aestheties and Art Criticism, Vol. 71, No.1 (2013), 83.

83 Abbate, op. cit., 12.

84 Jim Samson, ‘Nations and Nationalism’ in Jim Samson (ed.), The Cambridge History of Nineteenth-Century Music, Volume 1
(Cambridge: Cambridge University Press, 2002) 591.

8 Hooket, op. cit., 95-229.
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To be sure, contextualising and historicising music is beset with challenges. E xamining
relationships between opera and context involves considering how numerous factors in the
decision-making process may be coincidental or pragmatic (such as selecting a libretto topic
which lends itself easily to operatic structure). Simultaneously, attempting to distil vibrant
discourse into a backdrop through which to examine understandings of history involves
acknowledging ‘affinity and proximity alongside difference’.™ Situating the role of historical
tropes in artforms and how the past is negotiated in political and artistic polemics involves
considering competing goals and how ambiguous representations of the past might relate to
conceptions of the future. One way to approach these challenges is to embrace ambiguities and
examine how uncertainties might inform how the pastis interpreted and presented on the stage.
Situating nexuses between identity and history in relation to broader understandings of how
these aspects shape European musical traditions can facilitate the creation of a more nuanced
account of what is distinct in ‘national’ operatic repertoires.

Anxiety relating to identity and legacy variously characterised a significant proportion of
political and literary discourse in pre-revolution Hungary. Uncertainties relating to the survival of
shared identity meant practical attempts to fight nemzethalil, ‘nation death’. This included nation-
building projects such as establishing the Hungarian Academy of Sciences; attempts to reform
the political power-structure; creating literary works in the vernacular to revive and reform the
Hungarian language, and drawing on a shared past in historical plays, novels, artworks and
Erkel’s operas on historical themes. These endeavours were partially motivated by fears that the
Hungatian identity could fall into obscurity.*” Examining the use of history whilst taking into
account these broader contexts aids complicating what could otherwise potentially become a

reductive examination of verbunkos elements and contemporary political nationalism. Historical

86 Rita Felski, “Context Stinks!”, New Literary History, Vol.42, No.4 (2011), 578.
87 These contexts are set out in Chapter 2.

18



tropes in relation to legacy adds nuance which traditional understandings of ‘national schools’

lack.

ok

Interpreting the Past

The rise of historiography as an academic discipline in the nineteenth century informed
or was in tension with historical artistic representation. The relationships between the past and
identity frequently related to political contexts and conflicts.” Histotiography decidedly
influenced literary modes of natration.” These changing contexts had significant implications for
opera. As Peter Rietbergen puts it, history in opera in the nineteenth century could ‘present past
contexts for present-day ideas’. It is not “‘the” past as it was reconstructed by historians, but “a”
past that recreated a specific vision of the present.””

Broadly considered, drawing knowledge from the past prior to the late eighteenth-
century formed part of historiographical understanding in which ‘nothing essentially new could
occur’ in the future.” The reverberating influences of the French Revolution brought a shift
from instructive readings of history to ‘a future that had never yet existed’” patticulatly in

France, but which infiltrated historical thinking across Europe. The rise of historical methods

impacted historical representations in literary forms, echoing these instabilities.” The turbulence

8 Erika Fischer-Lichte, translated by Jo Riley, History of European Drama and Theatre (London and New York: Routledge,
2002), 230.

89 Brian Hamnett, The Historical Novel in Nineteenth-Century Enrope: Representations of Reality in History and Fiction (Oxford:
Oxford University Press, 2011), 3.

% Peter Rietbergen, ‘Singing of Conquest? Opera, History, and the Ambiguities of European Imperialism’ in Lotte
Jensen, Joep Leerssen, and Marita Mathijsen (eds.), Free Access to the Past: Romanticism, Cultural Heritage and the Nation
National Cultivation of Culture Volume 2 (Leiden: Brill, 2010), 225.

91 As Koselleck puts it: ‘Until the eighteenth century it was an almost universally accepted doctrine that one could, from
the history of the past, learn lessons for the future. Knowledge of what had been and foreknowledge of what was yet to
come remained connected through a quasi-natural horizon of experience, within in which nothing essentially new could
occur. ...History (bistorie) comprised a collection of instructive alien experiences which could be appropriated by learning.
Thus one held oneself to be equipped to repeat thesuccesses of the past instead of committing old mistakes in the present.
...During the Enlightenment all this changed slowly and then, with the French Revolution, quite radically.” Reinhart
Koselleck, Translated and Introduced by Keith Ttibe, Futures Past: On the Semantics of Historical Time (New Yotk: University
of Columbia Press, 2004), 58.

92 Koselleck, op. cit., 58.

93 Hamnett, op. cit., 5.
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following 1789 ‘made it painfully clear’ to French citizens the new uncertainty of the future: ‘that
the world they lived in was far from perpetual.”” In German-speaking regions, a general shift
trom historia magistra vitae (history as ‘life’s teacher’) to Geschichte (history conceived ‘in the singular
as a unitary whole’),” meant ‘old worldviews became submerged under the new hotizon of an
unprecedented present with an open future’.” Theological traditions under which Europe was
organised meant prior to these shifts, understandings of ‘fate’ and tragedy were largely related to
a community’s conduct and divine appeasement.”” Founding figures of German histotiography,
such as Leopold von Ranke, ‘saw in the idea of the ‘nation’ a moral entity and a principle of
divine origin’ which sutpassed the church or the Holy Roman Empite.”

One of the most significant shifts in the nineteenth century was transferring
presentations of the past through monarchies and the clergy to common people, bringing new
perspectives and experiences onto the stage and page. Christendom as the primary source of
authority in the pre-modern world meant legacies relating to fears of punishment and damnation
infiltrated national movements across Europe. For centuries, moral orders were defined at least
partly in terms of securing atonement and escaping the spectre of divine punishment.” Shifting
political power dynamics meant civil liberties came to the forefront of both historiography, and
historical representation in the novel and in drama in which: ‘fear of the consequences of
tyranny, personal powet, and revolutionary violence” became topics of historical natratives.'”

Historical commemoration drew new fears into public spheres, in particular, as means to explore

%4 Bradley Stephens, “The Novel and the (I)legibility of Histoty: Victor Hugo, Honoré de Balzac, and Alexandre
Dumas’ in Paul Hamilton (ed.), The Oxford Handbook of European Romanticism (Oxford: Oxford University Press, 2016),
88.

% See Koselleck, op. ¢it., 35.

9% Wolf Schifer, ‘Knowledge and Nature: History as the Teacher of Life Revisited’, Nature and Culture, Vol.1, No.9, 2.
97 Elemér Hankiss, Fears and Symbols: An Introduction to the Study of Western Civilization (Budapest: Central European
University Press, 2001), 158.

%8 Hamnett, op. cit., 134.

9 As Iain Hampsher Monk puts it: ‘Christians...required a sanction in order for people to be motivated to adhere to it.
That motivation was provided by the fear of divine punishment—Hell Fire.” Tain Hampsher Monk, ‘Introduction’ in
Tain Hampsher Monk (ed.), The Impact of the French Revolution: Texts from Britain in the 1790s (Cambridge: Cambridge
University Press, 2005) 16.

100 Hamnett, gp. cit., 5.
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existential crises relating to identity. Individuals were willing—and did—sacrifice their lives for
new national crusades in revolutions.

In German-speaking regions, rallying against ‘Enlightenment universalism’, figures such
as Johann Gottfried Herder privileged aspects relating to ‘intense subjective experience’ in what
proved to be an enduring (though not unchallenged) shift in historiographical thinking which
emphasised studying the past ‘according to their own social and cultural terms.”"" History was
conceived broadly considered as either lacking any ‘discernible shape or pattern’ an ‘open-ended’
view associated primarily with what are now often referred to the ‘German Romantics’, or a
conception of the past framed through Idealism, in which history formed a ‘rational process’. In
the latter view, associated with Hegel, ‘history was meaningful, and this meaning could be
grasped by the use of reason’.'” The Hegelian view of ‘the past in terms of progress, continuity
and increasing freedom’ (also influential in currents of understanding the past in Britain and
France), conceived ‘the present as the culmination of the historical process’.'”

The eatly period of the German-language historical novel displays a general nostalgia for
medievalism (which became a Pan-European phenomenon partially through Scott’s novels), and
specifically the tales of knights, whose ‘medieval chivalric values acted as social cement’. The
decline of these values was presented in novels and drama drawing on medieval themes as
nostalgia for chivalric virtues.'” Representing historical figures and events accordingly frequently
concerned contemporary power structures, and aspirations to create historical shifts which might
redefine the community. Shaping history in a manner which could satisty ‘a deep-seated desire to
find orientation and identity in a changing wotld’'” resulted in authors drawing from their own

histories in historical drama and novels in relation to their own pasts in the context of the

101 Harold Mah, ‘German Historical Thought in the Age of Herder, Kant, and Hegel” in Iloyd Kramer and Sarah Maza
(eds.), A Companion to Western Historical Thought (Oxford: Blackwell, 2002), 143.

12 \Walter Kudrycz, The Historical Present: Medievalism and Modernity (London: Continuum, 2011) 70.

103 Kudrycz, op. cit., 79.

104 Kudrycz, op. cit., 58.

105 Fischer-Lichte, op. ¢it., 231.
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present. History could further serve as a mode of escapism from ‘an increasingly complex and

106

depressing reality” brought about by rapidly shifting ways of life. ™ These presentations of the
past through drama also coincided with the new role of the theatre in the nineteenth century.
The ‘moral institution’ of the stage in the eighteenth century now became ‘a theraputical
institution which was based upon the psyche of the individual.”"”

Tragic drama in German-speaking regions in the eighteenth century were often centred
around moral instruction: enlightened rulership and upholding virtue."” The ‘struggle for liberty’
became a common trope, arguably beginning with Gary von Berlichingen (1773),!” in which Goethe
used the late fifteenth-century wanderer as a means through which to explore Germany’s lost
liberties."” Schiller as well as French dramatists, notably Hugo, championed ‘that a legitimate
state should be founded on the will of “the people” rather than a God, dynasty, orimperial
domination’.""" Dealignments in the authority of monarchies and the clergy, in broader contexts
of economic and scientific developments, contributed to destabilising the instructive
understandings of the past: a reform which reverberated in historical drama, novels, and opera
drawing on history.

Historical drama such as Goethe’s Egmont (1788), or Schillet’s Don Carlos (1783-1787)
centred around challenging oppression. In Egmont, the title role opposes tyranny (embodied in
the Duke of Alba) through personal sactifice: the title role, a ‘champion of freedom’,"” dies for
his ideal of liberty. The political struggle to free Flanders from Spanish rule in Don Carlos

similarly leads to the death of the champion of liberty (the Marquis de Posa). The struggle for

enlightened government, a need exemplified by representing the suffering caused through

106 iy,

107 Fischer-Lichte, op. cit., 244.

108 As Robert R. Heitner puts it: ‘there was really no one to be found who did not believe that tragedy, as a prominent
part o literature in general, was charged with the setious responsibility of improving the character of the German
public.” Robert R. Heitner, German Tragedy in the Age of Enlightenment. A Study in the Development of Original Tragedies, 1724 -
1768 (Betkeley: University of California Press, 1963), xv.

199 Hamnett, op. cit., 53.

10 iy,

M Krisztina Lajosi: Staging the Nation: Opera and Nationalism in 19*-Century Hungary (Leiden: Bxill, 2018), 17.

112 Hamnett, op. cit., 53.
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tyranny, is presented as instructive.'” History became opportunities for ‘preservation and
propagation’ which was not concerned with faithfulness to factual accuracy so much as ‘in terms
of tropes and fables with redemptive potential.”""* Barbara Eichner describes the function of
historical myths (Geschichtsmythen) inhow German identity was negotiated musically in the later
nineteenth century in similar terms. Drawing on the past related to aspirations for the future:
ustifying political actions and attitudes in the present.”'"

In France, historical novels of the first half of the nineteenth century often reflect the
instability and uncertainties of the post-revolution. Authors sought to ‘accommodate the ever-
changing social experience’.'"’ Significantly, this was attempted through recounting events
through ‘the spirit’ of ‘the time and place’: historical realism. Figures such as Hugo, Balzac and
Dumas established modes of narration in which first-hand accounts and vividly described scenes
relay events through subjective experiences, and drew on events, locales and individuals familiar
to their readership. The historical novel embodied the capacity to ‘construct a narrative
understanding of experience as both subjective and transient”:""” reflecting both the experience of
individuals and constantly shifting contexts. For example Hugo’s Notre-Dame de Paris of 1831
richly depicts the iconic cathedral and medieval Paris, and simultaneously uses the experience of
Quasimodo as a ‘plea’ for tolerance." In Balzac’s Le Lys dans la V'allée (1835), the backdrop of
Touraine is intimately implicated in the death of several (female) characters.'” Subjectivity and

portraying viewpoints from differing social statuses created narratives in which sharp distinctions

of morality blur and viewpoints of previously rejected or under-represented members of society

113 Hamnett, op. cit., 55.

114 Azade Seyhan, ‘Allegory as the Trope of Memory: Registers of Cultural Time in Schlegel and Nowalis” in Jon Whitman
(ed.), Interpretation and Allegory: Antiquity to the Modern Period (Boston and Leiden: Brill, 2003), 437.

15 Barbara Eichner, History in Mighty Sounds: Musical Constructions of German National 1dentity, 1848-1914 (Woodbridge:
Boydell, 2012), 15-16.

116 Bradley Stephens, “The Novel and the (I)legibility of History: Victor Hugo, Honoré de Balzac, and Alexandre
Dumas’ in Paul Hamilton (ed.), The Oxford Handbook of European Romanticism (Oxford: Oxford University Press, 2016),
88.
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could come to the fore. Anticlericism and emphasising the evils of tyranny underlay depictions
of histotical power struggles.'”

Historian Michelet sought to present common people as performing ‘decisive’ roles in
history, and therein shifted emphasis from monarchs and individuals to the experience of ‘the
people’ at large.' Michelet understood the past as a variously instructive cycle of rebirth.

Reacting to the ‘July’ revolution of 1830, he wrote:

My first pages [following the Revolution] ...written on the burning
cobblestones, were a vision of the world, of universal history, as freedom’s
struggle, its ever-repeated victory over the world of determinism.122

2 ¢

In this view, the ‘progressive displacement of “fatality” by “freedom’”, ‘the endlessly repeated
cycle of birth and death’ were gradually overcome by the ‘power of reason, law and scientific
understanding’.'” Michelet viewed the struggle between mankind and natute as endless, yet a
mélée in which the former could emerge continually victorious. ™ These distinctly progtressive
views of the past in relation to the contemporary present throw the decided pessimism and fears
characterising understandings of the past in Hungary into sharp relief. Uncertainty in Hungarian
nationalisms did not embody the progressive hopes and beliefs in German-speaking regions and
France. Uncertainty was both born from and reinforced by viewing the past as a threat to the
future.'”

As in Hungary, manners of inferiority complexes emerged in efforts to cultivate Italian-

language literature: ‘the nation’s controversies over Romanticism [embodied] a dramatic, almost

120 Fischer-Lichte, ap. cit., 233.
121 Hamnett, op. cit., 31.

122 From Michelet’s preface to ‘History of France’, quoted in Jules Michelet, translated by Flora Kimmich, Lionel Gossman
and Edward K. Kaplan, foreword by Lionel Gossman, Jules Michelet on History (Cambridge: Open Book Publishers, 2013)

123 Michelet, op. cit., 7-8.

124 What should hearten us in this endless struggle is that...the odds are in our favour. ...Nature remains the same, while
man daily gains some advantage of her.” Jules Michelet, translated by Flora Kimmich, ‘Introduction to World History’ in
Michelet, op. cit., 25.
125 See Chapter 2.
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desperate air, as the subtext over whether Italy would become ‘Romantic’ was equal to asking
whether it would become ‘modern’. '* Similar anxieties plagued intellectuals in the Hungatian
reform period as efforts to establish Hungarian-language literature and drama dominated the
press.”” In Italy however, interest in the past as a source of lament was nevertheless also
understood as instructive. As Tommaso di Carpegna Falconieri demonstrates, alack ofa
foundational framework based on conquest and/or unification (as in France or England) meant
in Italy historians and novelists utilised the middle ages as ‘a veritable reservoir of medieval
political events’ which symbolised Italy’s liberation.'” The Battle of Legnano against Fredrick I
in the early twelfth century, for example, became a metaphor for the struggle against Austrian
opptession in the nineteenth centuty.'” Massimo d’Azeglio drew on medieval events in his
novels partially as attempts to cultivate a unified Italian identity amidst the politically and
linguistically fragmented Italian regions." Manzoni’s I Promessi Sposi, “The Betrothed’ (1827), set
in seventeenth-century Spanish-occupied Lombardy, similarly engages with liberal nationalist
discourse. Depicting vivid scenes of plague and starvation demonstrating the evils of tyranny,
Manzoni’s novel allegorically championed Italian unification." These uses of the past were
‘considered explicit allegories and anticipations of the necessary redemption of the nation’: the
aspiration to become a unified, independent Italy."”* The past in these instances could provide
instruction for the future.

Across several European state-seeking national movements in the nineteenth century,

identifying the present community with heroic figures, usually from a ‘golden age’ of history,

126 Joseph Luzzi, “The Task of Italian Romanticism: Literary Form and Polemical Response’ Paul Hamilton (ed.), The
Oxford Handbook of Enropean Romanticism (Oxford: Oxford University Press, 2016), 378.

127 See chapters 2 and 3.

128 Tommaso di Carpegna Falconieri, “Medieval” Identities in Italy: National, Regional, Local’ in Patrick J. Geaty and
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129 Falconieti, op. cit., 325.
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132 Falconieti, op. cit., 334.
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could similarly embody an instructive function. The present ‘slumbering’ nation can find
direction for how to salvage the community from their present inertia. John Hutchinson,
discussing the relationships between the emerging intelligentsia and historical sacrifice narratives
in Greek nationalism writes that the past in this manner ‘evoked a call to action’."”
Commemorating historical figures and events in periods of political oppression can be variously
inspirational to a collective:identifying the ‘great and heroic moments’ could provide an example
for how to retrieve lost power and glory: a ‘corrective to the misery of the current
circumstances’." Similar themes preoccupied histotians, playwrights and literary figures across
early nineteenth-century Europe. History was nevertheless shaped by local social-political
contexts: the past could be reimagined or reinvented for various purposes as context and
ideology required.

The role of history in reconciling musical legacy with nineteenth-century identities
further illustrates how similar phenomena become reinvented in various contexts. Anxieties over
prestige, or even existence, of musical heritage could drive discourse and attempts to cultivate
musical traditions. In geographical regions with established legacies of art music, discourse
demonstrates how insecurities are formed around musical traditions in light of one another. This
is particularly evidenced by musicians of the past becoming integral to championing the merits of
a tradition."” Perceived threats to identity drove debate surrounding what constitutes a musical
identity as distinct, as well as attempts to create repertoires in relation to these ideals.

In nineteenth-century France, musical identities were tied to an inferiority-complex
relating to contemporary cultural prestige. As Katharine Ellis has demonstrated, preserving

French musical traditions related to a manner of national ‘self-esteem’ informed by legacy: ‘the

musical writings of the entire century are peppered with references to France’s fragile musical

133 John Hutchinson, Nations as Zones of Conflict (London: SAGE, 2005), 53.
134 Alexander Rehding, ‘Liszt’s Musical Monuments’, 19%-Century Music, Vol.26, No.1 7(2002), 57-58.
135 See Samson, op. cit., 538.
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reputation’." Studies of Italian and German nationalisms in the nineteenth century trace
anxieties surrounding fragmented identities as stimulating reactionary attempts to assert unity
through political manifesto and cultural affirmations. For example, the arrival of Meyerbeer’s and
Wagnet’s operas in Italian-speaking regions drove attempts to define what was ‘Italian’ about
Italian-language opera.”’ The fall of the Holy Roman Empire and the Napoleonic wars which
ravaged many German-speaking regions resulted in tensions surrounding territorial borders and
fears of loss."” The ‘operatic invasion’ in the form of the prominence of opéra comique in German
territories at least partially drove efforts to cultivate home grown’ works, including the desire to
nurtute a repertoire of ‘national’ opera.'” By the fin de siécle in Vienna, as Brodbeck has argued,
music critics engaged with pressing questions relating to identity in their reviews. Presenting
competing versions of Dexutschtum, musical ‘German-ness’ was apparently threatened by the
presence of ‘Czechness’ in the imperial city.'* Perceived dangers to identity drove attempts to
create ‘home-grown’ artforms as a safeguard against cultural obscurity.

In the cases of minority peoples in the Habsburg Empire, reactions to established musical
legacies of dominant and dominating cultures motivated efforts to nurture ‘native’ art on a par
with these traditions. Efforts to preserve and cultivate the Hungarian language and culture
formed part of the fight for survival within the Habsburg Empire, rather than an attempt to
compete with dominating cultures, as in France and many Italian- and German-speaking regions.

In the latter half of the nineteenth century in particular, the controversial figure of Wagner and

136 Kathatine Ellis, Interpreting the Musical Past: Early Music in Nineteenth-Century France (Oxford: Oxford University Press,
2008), xviii
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Century’, Studia Musicologica, Vol.52, No.1 (2011), 270.
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Freifeld, “The De-Germinization ofthe Budapest Stage’ in Keith Bullivant, Geoffrey Giles and Walter Pape (eds.), Germany
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Atlanta: Rodopi, 1999), 151.
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the ‘war of the Romantics’ saw deep divides in not only German-speaking musical locales, but
became a dichotomy with which practically every musical centre encountered (including
Hungary).""' Amongst minotity groups within the Habsburg Empire, composers contended with
whether to utilise contemporary Wagnerian techniques, whilst simultaneously grappling with the
challenges of creating art of competitive European standards more broadly considered, and with
concepts surrounding what constituted ‘local’ traditions. In late nineteenth-century Prague,
disagreements surrounding the path opera should take between the ‘Old Czechs’ and the “Young
Czechs’, hinged upon Wagner’s operatic innovations as apparently harmful and integral to
national culture, respectively. The “Young Czechs’, embraced Wagnerian music drama ‘in the
hope that Czech art might be able to stand up to the works being composed for the operatic
style of other European countries.”'* In Hungaty, this desire to keep pace with broader trends
was simultaneously an anxiety surrounding ‘diluting’ Hungarian musical traditions and a wariness

of metaphorically fraternizing with the enemy. In Hooker’s words, musicians in Hungary

were plagued by the anxieties of a “peripheral” culture: the fear that cither their
music would not be elevated enough to compete with the great German
traditions, or thatit would not be distinct enough for them, ot both.143

In early nineteenth-century Hungary, as in comparable regions in Central-Eastern Europe,
cultivating national culture was tied to urgent needs to address (what were perceived as) pressing
political, social, and cultural crises.'* In Hungary, fears for the future stimulated political and
cultural strategies to ‘awaken’ and preserve the nation in the modern period. Attempts to salvage

identity from the verge of extinction in pragmatic and artistic endeavours meant cultural and

141 See Ferenc Bénis, ‘Erkel és Mosonyi kapesolatardl’” in Ferenc Bénis (ed.), Erke/ Ferencril és kordrdl (Budapest: Piski
Kiadé, 1995), 122-130 for a discussion of the tension between Erkel and Mosonyi, stemming partially from Erkel’s
resistance to conducting Wagner’s operas as well as his resistance to Wagnerian compositional techniques in his operas.
142 Eva Brenda, ‘Representations of Antonin Dvofak: A Study of his Music Through the Lens of Late Nineteenth-Century
Czech Criticism’ (DPhil Dissertation, University of Toronto, 2014), 77.

143 Hooket, op. cit., 227.

144 See for example Balazs Trencsényi, Maciej Janowski, Ménika Baar, Maria Falina, and Michal Kopecek, A History of
Modern Political Thought in East Central Enrope Volume I: Negotiating Modernity in the ‘Long Nineteenth Century’
(Oxford: Oxford University Press, 2016), 168-181.
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political nationalisms became inseparable and involved individuals from all social strata. Debates
between ideological factions often became vehement, emotionally-charged, and ad hominem. This
stemmed at least partially from the fears that perusing the ‘wrong’ political and cultural paths
would hasten the gallop to the abyss. Whereas discursive contexts such as the aforementioned
examples of France and Vienna were sparked by outrage that their dominant culture might
become ‘diluted’, in the Eastern empire discourse stemmed from the anxiety that identity would
become extinct. France, Germany and Italy competed with one another in terms of prestige,
whereas Czechs and Hungarians sought to establish operatic traditions as part of the fight for
survival within an empire. How history was utilised in these contexts, however, illuminates the
divergence between celebratory or instructive operatic representation of the past with the

fatalistic understandings underlying Hungarian nationalism in the early nineteenth century.

History and Opera

Power struggles, whether divine, dynastic, social, patriarchal, or in the form of tensions
between ethnic or religious groups are features reaching across operatic subgenres and historical
periods. Shifting perceptions of authority informed operatic representations of the pastin the
nineteenth century. As research by scholars concerned with French operatic traditions have
shown, Grand opera was an ideological state apparatus in which historical narratives could serve
partially as a mode of legitimising contemporary authority.'* As the centuty progressed, working
through ‘negativity and redemption’, ‘presenting turmoil as the result of corruption of a strong
central authority’ underlay many operas on the stage of the Paris Opéra (Académie Royal de
Musigue). The political success of this repertoire from the late 1820s even hinged on representing

the tragedy of characters embroiled in chaos, to exemplify ‘the immorality of insurrection’. '*

145 Jane Fulcher, The Nation’s Image: French Grand Opera as Politics and Politicized Art (Cambridge: Cambridge University Press,
2002).

146 Peter Mondelli, “The Sodiability of Histoty in French Grand Opetra: A Historical Matetdalist Perspective’, 19%-Century
Music,Vol.37, No.1 (2013), 41.
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During the early July Monarchy, the relationships between libretto, score, and stage effects
could also represent a history which anticipates an undetermined future informed by
contemporary historical thinking. Sarah Hibberd reads such uncertainties deriving from
revolutionary experience, regime changes, and discourse surrounding the past, present and future
as variously utilised in operatic repertoire in this period. Conceptualising the future could draw
simultaneously on anxieties as well as the possibilities of history understood as ruptured by
revolutions. Ideological clashes in particular could navigate revolutionary trauma. Hibberd
understands Aubert’s La muette di Portici (1828) as ambiguously negotiating authoritarianism
(legitimacy through depicting the turmoil resulting from opposing a strong authority), whilst
simultaneously championing the revolutionary symbolism of the ‘popular voice’ in the form of
the sympathetically-depicted Masaniello. The final moments culminate with the eruption of
Mount Vesuvius which ‘not only heightened the emotional states of the characters in visual
terms’, but ‘gestures to vatious (conflicting) political overtones — the threat of a mob, repressive
authority and the force of events’.' These depictions of conflict use the shock of spectacle to
create dramatic effects which have mixed meanings and personify several viewpoints ina
politically tumultuous climate.

In the following years, in Auber’s Gustave I1I (1833) the excess of stage effects itself (in
Hibberd’s reading) ‘encapsulates the excess of diverse political opinions’ symptomatic of the July
Monarchy. The Swedish King Gustav 111 is assassinated during a masked ball, a scene involving
hundreds of people crowding the stage, which utilises ‘pure spectacle’ to represent a rupture with
histotical determinism.'*® As in [a muette, personal tragedy is tied to political developments. In
Auber’s eatlier work, Masaniello’s personal vendetta against Alphonse (who seduced and
abandoned his sister Fenella, ‘the mute’ of the title) is sublimated into the revolt against the

Spanish oppressors. In Gustave, the ‘personal tragedy of the protagonists is expanded into

147 Hibberd, op. cit., 49.
148 Hibberd, op. cit., 82.
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collective shock’."”” Negotiating broader implications which stem from the protagonist’s
struggles are defining features of such works. In ‘national’ opera, the relationship between
historical heroes and the fate of ‘the nation’ are also linked.

In ‘national’ operas, oppressed peoples are usually led by a mythical or heroic figure. In
these examples, power struggles are overtly allegorical and instructive: a united Czech
community can reclaim the independent golden age and the heroic Croatian past is instructive
for future emancipation (discussed below). As Jutka Dévényi notes, didacticism was common in
countries or regions politically dominated by a central (foreign) power. "™ Historical feats could
represent hopes for a future period of national glory, a potential demonstrated by the golden
age.” Alternatively, past military feats could serve as allegories for the contemporary political
context. As Krisztina Lajosi puts it: history in ‘national” opera ‘was deployed and understood as a
political subtext and an allegorical expression of contemporaty political struggle.”'

In regions ruled from an imperial centre in the nineteenth century, conflict with authority
in historical opera can act as a determining force which must be overcome or reconciled in order
to satisfy a nationalistic message. Recounting historical periods prior to foreign control can
embody future aspirations for independence. Ivan Zajc’s historical operas, for example, are
concerned with events centred upon Croatian attempts to defend their territories from foreign
invaders. Nikola Subié Zrinjski (1876), which became Zajc’s most acclaimed opera, recounts the
title-role’s defence of the border fortress at Szigetvar from an Ottoman attack, as an allegory for

contemporary (Habsburg) oppressors. Zajc’s opera drew on histotical heroic efforts opposing

subjugation to depict contemporary anti-Habsburg rhetoric.

149 Hibberd, op. ¢it., 77.

150 Jutka Dévényi, Metonymy and Drama: Essays on Language and Dramatic Strategy (London: Associated University Presses,
1996), 21.

151 See, for example, Anthony D. Smith, Ethno-Symbolism and Nationalism: A Cultural Approach (Abingdon: Routledge,
2009), 95.

152 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19"-Century Hungary (Leiden: Brill, 2018), 111.

153 William A. Everett, ‘Opera and National Identity in Nineteenth-Century Croatian and Czech Lands / Opera I
Nacionalni Identitet u 19. Stotlje¢u u Hrvatskin I ¢eSkim Zemljama’, International Review of the Aesthetics of Sociology of Music,
Vol.35, No.1 (2004) 66.
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Anton Foerster’s Gorenjski slavéek, “The Nightingale of Carniola’ (1872) uses a different
(social) framing of power-hierarchy to depict similar tensions. Centred on Minka, a Carniolan
whose vocal talent attracts the attention of a Parisian, Minka’s eventual rejection of the prospect
of leaving her home and her betrothed for Paris champion the virtues of sacrifice for family and
national values.” As Vlado Kotnik puts it: ‘Minka’s romantic “no” to the Frenchman could be
understood as the Slovenians political “no” to the long-lasting Austrian supremacy.”'”

The trope of inner conflict could also become a vehicle of social and political critique,
and a tension from which the (national) community emerges stronger as a result of such
struggles. In Smetana’s operas Branibori v Cechach “The Brandenburgers in Bohemia® (1863), and
Libuse (1872), whilst both containing anti-Habsburg messages they also, in Kelly St. Pierre’s
readings, suggest ‘that the disloyal Bohemian was an even greater cultural nemesis’: " the former
in the discord between the occupied Prague Czechs and the latterin the conflict between the
brothers Chrudos and St’ahlav together with a general lack of faith in Libuse’s rule. In Bohemia,
where the upper strata formed a significantly smaller proportion of citizens than in Hungary, and
a conspicuously less significant role in national discourse, Smetana’s depictions of lower strata is
steeped in the liberal nationalisms of the era.'”’

In Mussorgsky’s historical tragedies Boris Gudonov (1868) and Khovanshchina (1880)
internal strife amongst the upper strata and the Russian people become the ‘main character’: ‘the
suffering mother Russia ...as a victim of violent struggles between aristocrats and the Tsar.”'* In

Glinka’s Zhizn za tsarya ‘A Life for the Tsar’ (1836), there is practically no internal conflict, "™

whereas Mussorgsky’s later historical operas are based patently on such strife, beholding political

154 Vlado Kotnik, “The Idea of Prima Donna: The History of a Very Special Institution’, International Review of the Aesthetics
and Sociology of Music, Vol.47, No.2 (2016), 257.

155 ibid.

156 Kelly St. Pierre, ‘Internationalism and Nationalism in Smetana’s “Brandenburgers” and “Libuse’, (MA Dissertation,
Case Western Reserve University, 2009), 49.

157 See for example Otto Urban, ‘Czech Liberalism, 1848-1918" in Ivan Zoltan Dénes (ed.), Liberty and the Search for Identity:
Liberal Nationalisms and the Legacy of Empires (Budapest: Central European University Press, 2006), 274.

158 Ther, op. cit., 114.

159 See Rutger Helmers” discussion in relation to contemporary opera plots: ““It Just Reeks of Italianism™: Traces of Italian
Opera in ‘A Life for the Tsat’, Music and Letters, Vol.91, No.3 (2010), 383.
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messages relevant to shifting contexts.'” The representation of social classes in national opera
was tied to such discourse, and timeliness was crucial to these successes. This is partially how the
notion of ‘national opera’ as a handful of representative works from geographical ‘peripheries’
formed. However, situating lesser known operas (such as Erkel’s Bizori Miria) amidst
interpretations of the past more broadly provides a fuller portrait of musical traditions in relation
to their social, political and historical context, and complicates the traditional framings of these
side-lined repertoires. Rich and complex legacies are otherwise reduced to one or two
‘representative’ operas.

In Erkel’s second opera, Hunyadi I isz/d, the conflict between Ladislaus V and the
Hunyadi family is a conspicuous depiction of both contemporary anti-Habsburg feeling and
‘inner-conflict’ between social strata (see Chapter 5). Nevertheless, though this opera embodies
an underlying instructive element relating to martyrdom, the community does not overcome
these tensions, as for example in Libuse, or resolve with a clear moral lesson from tragedy, as in
Moniuszko’s Halka. Exkel’s first opera neither encompasses an anti-Habsburg message, nor a
glorification of the previously self-determined Hungarian Kingdom. Bdzori Mdria is concerned
solely with internal conflict, presenting contemporary political subordination as a result of
historical trespasses, reverberating throughout the centuries in the form of a punished cycle.
Erkel’s first opera depicts a community which oppresses itself.

Approaching Erkel’s pre-revolution operas through an analysis of the way that history
functions adds a new dimension to the ‘sub textual programme’ of an opera’s ‘national-ness’.
Fears for the future shaped understandings of the pastin a manner distinct from the examples of

Grand opera, or the glorification of a national golden age in light of hopes for the future.

160 See Anthony Arblaster, iva la Liberta!: Politics in Opera (London and New York: Verso, 1992), 200-208.
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Obijectives, Scope and Chapter Overviews

This study examines the political and cultural contexts in which the first Hungarian-
language operas were composed and premiered, illuminating how history related to identity and
nation-building projects approaching the 1848 revolution. Specifically, this study is concerned
largely with Pest-Buda, and the Nemszet: S3inhdaz where Erkel spent his career. Through
contextualising historical tropes in relation to broader political developments, and tracing how
discourse grew partially from nation-building projects, I illustrate how Erkel’s eatly operas relate
to understandings of the past, present, and future. This study thereby contributes—through a
neglected repertoire—to the lively scholarship concerned with the relationships between music,
identity, and history.

The scope of focusing on the pre-revolutionary period is a pragmatic decision to build
on the integrity of the critical edition research currently in progress. Simultaneously, the lesser-
chartered territory of the first half of the nineteenth century allows this study to venture into
almost completely untrodden ground in Anglophone musicology.

The following chapter introduces broad political developments and historical context in
relation to eatly nineteenth-century Hungary, focusing primarily on the second quarter framed by
the initiation of the 1825 Hungarian Diet, and the mid-century revolution. Chapter 3
concentrates on the Hungarian-language theatre in Pest, first opened as the Pes#z Magyar Szinhaiz,
and re-opened as a legally nationalized institution as the Nemzeti S3inhazin 1840: a re-christening
marked by the premicere of Erkel’s first opera. Establishing the nature of audiences and
repertoires at the Pest-Buda theatres in the reform period, the ‘opera war’ is contextualized
through how the genre related to identity and legacy in discourse concerned with the instructive
role of the arts. Chapters 4 and 5 situate Erkel’s two pre-revolution operas amidst the discursive
contextual backdrops and through contemporary historical interpretation. The diverging
receptions of these works illustrate the increasingly radical contexts and shifting utilizations of

the past. The use of musical markers associated with Hungarian traditions and operatic models

34



are examined relative to how historical figures and events are represented in these narratives.
Through these means, this study illuminates that Bafori Maria and Hunyadi Idsz/o dety
understandings of ‘national’ opera as two-dimensional. These works are not simply ‘national’
operas through a primed audience’s reception. They both relate to the contexts of Pest-Buda and
Hungarian nationalism in various ways. Erkel’s pre-revolution operas reflect some of the
complexity of contemporary discourse and imaginings of the future: as ambiguous, as instructive,

and to be fought for.
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Chapter 2

From Extra Hungariam non est Vitato La Liberté ou la Mort.

The Hungarian Reform Period

Introduction

In 1835 the population of Pest-Buda approached seventy thousand. Roughly a fifth
comprised Hungarians, and the remainder were Germans and other (largely Slavic) minorities.
The dominant language of daily affairs was German.' From the late decades of the eighteenth
century, many Hungarian counts and magnates owned houses in Vienna (alongside their
residential estates in the Hungarian counties), wore German fashion, and it was common for
Hungarian and Austrian atistocrats to intermarry.” Simultaneously, the gentry, broadly
considered, became more ‘demonstrably Hungarian’: ‘focused on provincialism, in deliberate
contrast with the cosmopolitan magnates.”” The lower gentry and the new intelligentsia classes,
already involved in county affairs across Hungary, began to take lead roles in the lively cultural
twin cities of Pest-Buda.

The 1825 Hungarian Diet* and the revolution of 1848-1849 bookend the development
from imperial absolutism to the briefly politically emancipated Hungarian cabinet government in
the revolutionary year: a timeframe referred to as the ‘Hungarian Reform Period’. Throughout
these decades, inter-generational and inter-class conflict in the upper and lower chambers
became battle grounds between ideologies. Much debate related to political, social, and cultural

progression, fuelled by fears that Hungarian identities would perish if Hungary’s interests were

1 Zoltan Imre, ‘Staging the Nation: Changing Concepts of a National Theatre in Europe’, New Theatre Quarterly, Vol.24,
No.1 (2008), 79.

2Bryan Cartledge, The Will to Survive: A History of Hungary (London: Timewell Press, 2006), 133.

3 Cartledge, op. cit., 133.

4 The Hungarian Parliament since the medieval period, and subsequently the legislative institution in Hungary in the
Hapsburg Empire (and still today). In the reform era, the ‘upper chamber’ hereditary House of Magnates, and the elected
‘lower chamber’ of the House of Representatives constituted the Hungarian Diet.
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not protected. Nation-building projects such as establishing an Academy of Sciences also became
a focus. Existing attempts to revive and cultivate the Hungarian language eventually became one
of the issues with which the Diet won ground from Vienna when Hungarian became the official
language of administration in 1844.% In the same year, Erkel’s Hunyad: 1 ds3/é premiéred at Pest-
Buda’s first Hungarian-language theatre.

The following discussion outlines the broad shifts in political thetoric, characterised in
large part by reform proposals, and the subsequent emerging radicalism of Erkel’s generation.
Establishing various political stances is vital to understanding the discourse surrounding the
opening of Pest-Buda’s Hungarian-language theatre in 1837, and how interpretations of
Hungary’s past were linked to cultural progression and even survival. Chapter 3 demonstrates
that amidst these contexts, artforms became politicised in the pre-revolution decade. This
chapter introduces historical tropes in Hungary, contextualised through competing nationalisms,
three generations of attempted imperial absolutism, and a new intelligentsia class who disturbed
centuries of solely the upper classes constituting ‘the nation itself.® Without establishing these
political and social circumstances in relation to modes of historical consciousness, Erkel’s operas
remain obscure (the fate which has befallen Batori Mdiria), or understood as two-dimensional

political allegories (the traditional understanding of Hunyadi asz/d).

Reform and Political Fracture
Prior to the revolutions of 1848, counties across Habsburg Hungary were structured
through an entrenched feudal system. The upper strata possessed three-quarters of the land,” and

all devolved power: they were ‘the nation itself’ politically.® Histortically, the Hungatian nobility’s

5 See Laszlé Péter and Miklés Lojké (ed.), Hungary’s Long Nineteenth Century: Constitutional and Democratic Traditions in a
European Perspective (Leiden: Brill, 2012), 189.

6 George Barany, Stephen Széchenyi and the Awakening of Hungarian Nationalism, 1791-1841 (Princeton: Princeton University
Press, 1968), 26.

7See Cartledge, op. cit., 160.

8 Barany, Szephen Széchenyi, op. cit., 20.
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rights were protected by the ‘Golden Bull’, a constitution signed by King Andrs ITin 1222.°
When foreign rulers began occupying the Hungarian throne following the death of Matyas Iin
1490, noble privileges remained entrenched partially through this document, retained largely to
secure the nobility’s military loyalty to the Habsburg Empire.'’ The network of cultural tradition
comprising the ‘old order’ of the aristocratic way of life is often surmised by Extra Hungariam non
est vita, 5i est vita, non est ita: ‘there is no life outside Hungary, and if there is, it is not the same’."
As Barany puts it, the aristocracy generally were ‘not concerned with the possibilities of the
future’."”

In the eatly nineteenth-century, Hungary’s economy was in a state of ‘backwardness’.”
The treignition of the Hungarian Diet in 1825 marked the beginnings of political reform."
Crippled by Vienna’s trade tariffs, modernising the economy and infrastructure were central to
reformation proposals.” Count Istvan Széchenyi is inextricably linked with initiating these goals,
and became instrumental to enduring nation-building projects.'® Széchenyi donated generously to
the Academy of Sciences, initiated the /anchid, ‘chain bridge’ connecting Pest and Buda (named

afterits patron, who tragically committed suicide before seeing his project completed), and

9 For a discussion of the legacy of the ‘Golden Bull’ in nineteenth-century Hungary, see Mikl6s Szabd, “The Liberalism of
the Hungarian Nobility’ in Ivan Zoltan Dénes (ed.), Liberty and the Search for Identity: Liberal Nationalisms and the Legacy of
Empires (Budapest and New York: Central European University Press, 2006) 216.

10 See Lasz16 Péter, op. cit., 38.

11 George Barany, “The Age of Royal Absolutism, 1790-1848 in Peter F. Sugar, Péter Hanak and Tibor Frank (eds.), A
History of Hungary (Bloomington: Indiana University Press, 1994), 180.

12G. F. Cushing, “The Birth of National Literature in Hungary’, The Slavonic and East European Review, Vol.38, No.91 (1960),
462.

13 Concessions and trade restrictions stipulated by Vienna (in turn, whose resources were drastically limited in the first
decades of the nineteenth century following wars and the ensuing inflation) also hugely effected the lack of economic
growth as well as a lack of capital, banks, and roads in conditions for efficient transport.See Pieter M. Judson, The Habsburg
Empire a New History (Cambridge: Harvard University Press, 2016), 103-154.

14 The previous Diet was held in 1811-1812. In the wake of the Napoleonic wars, not only the government, but a large
percentage of landlords faced bankruptcy, exacerbated by bad harvests. Thousands of people in Hungarian territory died
from starvation. Central government’s attempts to increase the tax burden further was met with violence, and Francis II
eventually opened the Hungarian Diet in September of 1825. See Andrew C. Janos, The Politics of Backwardness in Hungary
1825-1945 (Princeton: Princeton University Press, 1982), 35-83.

15 “By 1770, Austria had established a near monopoly of Hungarian trade, taking 87 percent of Hungarian exports and
supplying 85 percent of Hungarian impozts’ Cartledge, op. cit., 135.

16 Istvan’s father, Ferenc Széchenyi (1754-1820) also significantly impacted Pest-Buda’s cultural institutions, establishing
the National Gallery and the National library, which today bears his name as the National Széchenyi Library.
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penned numerous books and pamphlets setting out his propositions for reform."” In his Lovakrul
(‘on horses’) of 1828, Széchenyi states the four factors he believed were responsible for
‘backwardness’ in Hungary: lack of safe roads, provincialism, feudalism and the continuity of old
legal practices.'® As a unionist, he advocated overhauling the political and social structutes in
Hungary through a process of negotiations within the empire. In his view, practical stages
towards a modern economic state within the framework of the empire would by default nurture
social equality."”

Diet sessions held throughout the 1830s and 1840s coincided with an emerging
intelligentsia class comprised largely of the lower nobility as well as honoratiors: neither
commoners not nobility, but rather ‘non-professional intellectuals’” They were financially
emancipated men ‘who could live off their creativity’.” Simultaneously, liberal nationalism began
to replace the eighteenth-century concept of Hungarus. Hungarus, broadly defined, was ‘the
identity that characterised residents of Hungary, regardless of their ethnic and social
differences’.” Gabor Vermes has analysed how the rise of romanticism perpetuated liberalism in
Hungary during the first half of the nineteenth century. He contends that ‘romanticism provided
powerful emotional support’ for nationalism, and this laid the groundwork for the ‘enormous
strength’ of liberal romantic nationalism.” Political nationalism infused with concepts of
universal rights was inextricably linked with the new strata of writers, artists, lawyers and

politicians, who began to significantly shape political discourse in the reform-era.

17 Széchenyi set out his political proposals to modernise Hungary’s economy in a seties of books beginning with Hite/
(Credit) Pest: Landerer, 1830), followed by 17ag, ‘Light’ (Pest: Landerer, 1831), and Szadium ‘Phase’ (Leipzig: Otto Wigand,
1833).

18 Barany, Stephen Széchenyi, op. cit., 144.

19 Robert Bideleux and Ian Jeffties, .4 History of Eastern Enrope: Crisis and Change (London: Routledge, 1998), 301.

20 In the late cighteenth-centuty, an estimated forty percent of twenty thousand of the intelligentsia class less than two-
thousand hailed from non-nobility. By 1840, this number had more than tripled. Janos Mazsu, The Social History of the
Hungarian Intelligentsia, 1825-1914 Eastern European Monographs (Ann Arbor: University of Michigan Press, 1997), 36.
2l For a discussion of the how an intelligentsia class emerged in Hungary, partially through the process of
embourgeoisement, see Mazsu, gp. cit.,, 38.

22 Ambrus Miskolczy “Hungarus Consciousness” in the Age of Early Nationalism” in Gabor Almasi and TLav Subari¢ (eds.),
Latin at the Crossroads of 1dentity: The Evolution of Linguistic Nationlism in the Kingdom of Hungary (Leiden: Brill, 2015), 64.

2 Vermes, op. cit., 227.
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By 1840, Lajos Kossuth® was the figurehead politically driving liberal-nationalist thetoric.
Kossuth took a lead role in the uprisings, embarking upon recruiting tours in greater Hungary,
and rallying thousands of young men to the revolutionary armies. During the revolution, he
briefly became the first governor-general of Hungary. He was a ‘rallying point for political
liberty’,” enjoying practically unanimous suppott from liberals and also radical—republican—
nationalists.” However, the radicals’ goals were informed by the Jacobin revolutionaries,?
whereas Kossuth sought political emancipation through ‘due legal process’. ” Thus, the statesman
was ideologically differentiated from the faction who mobilised the revolution on 15 March 1848
in a fundamental way. Kossuth’s agenda was rooted in legally emancipating Hungary from
Vienna. He propagated the belief that transformation into a modern prosperous society
populated by members with freedom of expression and universal rights would nurture a
distinctive, common, ‘Hungarian’ identity.” The aristocracy, meanwhile, though there were
notable exceptions who supported and funded Kossuth and his followers,” often had little
motive to challenge economic and social ‘backwardness’ because the feudal system preserved

their way of life.

Political journalism in Hungary arguably began with Kossuth’s Orszdggyilési Tudositasok,

24 Lajos Kossuth (1802-1894) played an integral role in the revolution of 1848, after which he spent the rest of his life in
exile. Hailing from noble, though humble, origins, he demonstrated an enormous passion for work, establishing himself
as respected lawyer, journalist and statesman. He became nototious for dramatic speeches, which were fundamental to
gathering public support for the liberal cause.

% Andras Ger6, translated by Mario D. Fenyo, Imagined History: Chapters from Nineteenth and Twentieth century Hungarian
Symbolic Politics (Boulder: Centre for Hungarian Studies, 20006), 39.

20 A demonstration of the popularity surrounding Kossuth’s ideology is the subscription to Pes# Hirlap ‘Pest News’, the
newspaper he edited and contributed segments to for a large portion of the 1840s. It has been estimated that it reached
100,000 readers by 1845, by far the most widely-circulated contemporary Hungarian-language political journal. Judson,
op. cit., 140.

27'The influence of the French revolution was stressed by the radicals themselves, and has planted itself in histotiography
concerned with this period ever since: ‘In the words of Pet6fi, the bible of “young Hungary” was indeed the history of
revolutions, especially the French revolution’, Barany, S#ephen Széchenyi, op. cit., 306. See also Gyorgy Spira, A Hungarian
Count in the Revolution (Budapest: Akadémiai Kiado, 1974), 50.

28 1aszl6 Deme, The Radical Left in the Hungarian Revolution of 1848 (New York: Columbia University Press, 1970), viii.

2 See Ivan Zoltan Dénes, ‘Political Vocabularies of the Hungarian Liberals and Conservatives, 1790-1848 in Ivan Zoltan
Dénes (ed.), op. cit., 176-177.

30 Istvan Dedk, The Lawful Revolution: Lonis Kossuth and the Hungarians 1848-1849 (London: Phoenix Press, 1979), 289.

40



‘Parliamentary Reports’, summaries of Diet speeches, which he began producing whilst attending
his first Diet meetings in 1836. Copied by hand by Kossuth, aided by a few members of the
Jurati, ‘Dietal Youth’, the reports were widely read across Hungatian counties and free towns. ™
The Orszaggyiilési Tuddsitasok was superseded by the Torvényhatdsdgi Tudositisok, ‘Municipal
Reports’, which summarised County Assemblies. Eventually, following a prison sentence for
sedition between 1837 and 1840, Kossuth became the editor of the Pes# Hirlap: the first and
most widely read Hungarian-language political journal of the era.”

For the radicals the relationship between a liberated Hungary and universal freedom
became a rallying cry for revolutionary rhetoric as 1848 approached. The republicans, headed by
Sandor Pet6fi,” Mor Jokai,™ Pal Vasvari,” and the journalists Jozsef Irinyi* and Albert Palffy,”
became mouthpieces of ‘the people’, the serf classes, who had no legal representation in the
Hungarian Diet. They became known as fiatal Magyarorszdg, Y oung Hungary’.” Young Hungary
hailed primarily, though not exclusively, from non-noble origin.”” The revolutionaries were
separatists who supported Kossuth’s claim for the right to political independence in economic
and social matters. However, they sought political emancipation beyond Kossuth’s legal strategy,

lionising freedom for Hungary and for mankind. Young Hungary’s idealised society was free

31 Cartledge, op. cit., 167.

32 ibid.

% Sandor Pet6fi was born in Kisk6r6s in 1823 in the county of Bacs-Kiskun in today’s South-Central Hungaty, and is
widely believed to have died in the battle of Segesvar between the Hungarian revolutionary army and Austtian-Russian
allied forces on 31 July, 1849 in Transylvania (today SighiSoara, Romania). His body was never found following the defeat
of the revolutionaries, and rumours that he had gone into hiding abounded for decades.

34 Jokai (1825-1904), was from a noble family, becoming involved in politics in the Diet prior to the revolution. His literary
works were widely read particularly in the post-revolution decade.

% Vasvari, born in 1826, was a writer and teacher. He was one of the radicals leading the revolution on March 15 1848,
and died in 1849 on delegation in Transylvania amidst Romanian uprisings (responses to the wave of revolutions across
the Empire and beyond). The exact circumstances are unknown.

36 Trinyi (1822-1859) was a journalist involved in the literary life of Pest, and conttibuted to the liberal journal _Azhenaenm,
and later the Pesti Hirlap, and also became a member of parliament. For his role in the revolution alongside the radicals he
was sentenced to death but was eventually pardoned.

37 Palffy (1820-1897) was a writer and politician. Like many of his social standing, he trained as a lawyer, but transitioned
into editing and writing, and his legacy stems from his pioneering journalistic activities. He was in Pet6fi’s ‘Society of 10’
was involved in the 1848 uprising, and edited the Mdrezius Tizenotidike revolutionary paper established in the revolution.
He was briefly imprisoned for his revolutionary activities, and remained variously engaged with journalism for the rest of
his life.

3 Deik, op. ¢it., 69.

3 See Domokos G. Kosary, A History of Hungary New York: Arno Press, 1971), 221.
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from class divisions and privileges, fashioning a romanticised concept of a Hungary based on
equality.* The revolutionary rhetoric initiated largely by Young Hungaty had repercussions in
historical representation. Erkel’s operatic portrayal of the medieval Ldsz/d Hunyadi narrative
encapsulates several themes in these relationships (explored in Chapter 5). The divides between
factions advocating for the feudal status quo, the unionist reformers, and liberal and radical
nationalisms widened throughout the 1830s.

Historians concerned with the Habsburg Empire have acknowledged that there was
discord even within what would presumably be factions with similar goals. As Evans puts it: ‘the
stronger their foundations ...the greater ...the tendency for feuding over social, religious, and
territorial issues.”* In the 1830s amidst the ‘Cholera uprisings’ in upper Hungary, some
aristocrats blamed Széchenyi’s reform writings for provoking discontent amongst serfs.* Though
he was frequently branded ‘radical’ by his fellow aristocrats due to his unprecedented reform
proposals, Széchenyi’s stance nevertheless became outdated by the time Kossuth began to yield
political and popular influence in the 1840s. Széchenyi became an object of criticism for the
succeeding generation of statesmen for not being radical enough: Kossuth notoriously launched
vitriolic attacks against Széchenyi in the Pes#/ Hirlap.¥ Széchenyi utged the radical movement to
advance their agenda cautiously. His book .4 e/et népe, ‘People of the East’, warns against drastic
action that could itself culminate in the extinction of the Hungarian identity.  Meanwhile, PetSfi

even ‘wished to die on the battlefield for the final victory of “Wotld Freedom™.* Competing

40 For example, discussed in Alice Freifeld, Nationalism and the Crowd in Liberal Hungary, 1848-1914 (Baltimore: Johns
Hopkins University Press, 2000), 10. Approaching the nineteenth-century, the initial reaction to the French revolution
was a Jocabin plot, the so-called ‘Martinovics Conspiracy’, after aleaders of the plot, Ignac Martinovics in 1794. Habsburg
authorities thwarted their republican aspirations, and the leaders were executed.

YR, W. ]. Evans, Austria, Hungary and the Habsburgs ¢. 1683-1867 (Oxford: Oxford University Press, 2011), 101-102.

42 George Barany, “The Hungarian Diet of 1839-40 and the Fate of Szechenyi’s Middle Course’, S/avic Review, Vol.22, No.2
(1963), 287.

43 See Mihaly Lackd’s study examining their (published) discourse: Mihdly Lackd, Széchenyi és Kossuth vitgja Magyar hist6tia
(Budapest: Gondolat, 1977).

4 Istvan Széchenyi, A Kelet Népe (Bratislava: Wigand Karoly Fridrik, 1841), in particular 133-135. See also Baldzs
Trencsényi, Maciej Janowski, Ménika Baar, Matia Falina, and Michal Kopecek, A History of Modern Political Thought in East
Central Europe Volume I: Negotiating Modernity in the ‘Long Nineteenth Century’ (Oxford: Oxford University Press,
2016), 225.

4 George GOmori, ‘Petbfi, Sandor 1823-1849” in Christopher John Murray (ed.), Encyclopedia of the Romantic Era, 1760-
7850 Volume 2 (New York and London: Taylor & Francis, 2004), 866.
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visions of a future Hungary led to fiery opposition amongst political figures: liberal monarchists
were labelled radicals by conservatives, meanwhile constitutional liberals were branded
dangerous radicals by Széchenyi.*

However, some statesmen were inspired by Széchenyi’s approach. Conservative sub-
groups emerged in the Diet of 1839-1840. The ‘Party of Cautious Progress’ formed around
Count Aurel Dessewffy,"” Baron Samuel Josika and Count George Apponyi (who later became
the Chancellor of Hungary).* Széchenyi, Mikl6s Wesselényei®” and Count Mihaly Eszterhazy
united in the Diet around the ideals of enlightenment, opposition of serfdom, and Christian
values.” These alliance nevertheless also became fragmented since Wesselényi assumed his role
as the ‘real leader™ of the liberal opposition in the Diet of 1832-36, gaining the supportt of
Ferenc Kolcsey (a prominent author in the early decades of the nineteenth century, who wrote
the Himnusz, discussed below) and Ferenc Deak (who would later take a lead role in the 1867
Ausgleich). Cooperation founded on French liberalism also strengthened in the upper chamber,
notably between Lajos Batthyany,” and Jézsef E6tvs™ who championed eliminating privileges

and emancipating the serfs.”

4 Deme, op. ¢it., 57.

47 Dessewffy, 1808-1842 was a politician and journalist. His father, Count J6zsef Dessewffy was an opponent of
Széchenyi’s in the so-called ‘credit-light debate’ concerned with Széchenyi’s writings on political reform. See Pieter M.
Judson, The Habsburg Empire: A New History (Cambridge: Harvard University Press, 2016), 110-112.

48 See Barany, “The Hungarian Diet of 1839-40 and the Fate of Szechenyi’s Middle Course’, ap., cit., 295-296.

4 Wesselényi (1796-1850) became a political martyr when he was (unconstitutionally) impeached in 1835 for criticising
Vienna administration in county meetings in Szatmar, see Barany, “The Hungarian Diet of 1839-40 and the Fate of
Szechenyi’s Middle Course’, op. ¢it., 290, and also became a popular public figure when he took a lead role in rescue
operations during the Pest flood of 1838, see Ger6, op. cit., 124.

50 Barany, Stephen Széchenyi, op. cit., 127-128.

51 George Barany, “The Hungarian Diet of 1839-40 and the Fate of Szechenyi’s Middle Course’, op. cit., 288.

52 Batthyany (1807-1849) became a revolutionary martyr. He faced a firing squad Pest in October 1849, and simultaneously
in Arad over a dozen generals were executed. The location of the official surrender on 13 August 1849 at Vilagos (today
Siria, Western Romania), became ‘a byword for national disaster’ as had Mohacs previously. See Lorant Czigany, The
Oxford History of Hungarian Literature from the Earliest Times to the Present (Oxford: Clarendon Press, 1984), 198. Ferenc
Kazinczy’s youngest son, Lajos Kazinczy was also executed in the wake of the failed revolution. See the biography, ‘the
fifteenth martyr of Arad’ by Emil Pasztor and Ervin Szuhay-Havas (eds.), A #zenitidik aradi vértansi (Budapest: Kossuth
Konyvkiad, 1979). 6 October is a national holiday in Hungary, commemorating Batthyany and the ‘Arad martyrs’. A
monument honouring the martyrs, built in 1881, today stands in 13 Martyr Square, Subcetate, in Arad (today a city in
Crigana, Western Romania).

5 Baron Jézsef E6tvos de Vasarosnamény was born in 1813, and lived until 1871. In eatly life he travelled in Western
Europe which influenced his ideas regarding universal rights. As a writer he gained recognition for his novels.

54 George Barany, Stephen Széchenyi, op. cit., 345.
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By the Diet of 1839-1840, statesmen proposed fifty-five new laws, largely concerning
political, economic and social reform.” For the reformers, modernising the economic and social
structure and nation-building projects were attempts to safe-guard against obscurity. The
separatist-nationalists believed direct action in the form of appeals to central administration and,
ultimately, revolutionary activity, were the necessary steps to secure any future for the

Hungarians.

National Awakening

The past has fallen out of our power, but we are masters of our fiture. ... Many people think
Hungary was, but 1 like to think that she will yet bel

Istvan Széchenyi

The fundamental tenets of Christian theology: sacrifice, sin, punishment and redemption,
are leitmotifs in national identities.” In the reform era, what Gerd terms ‘nation-treligion’ replaced
the concept of ‘Christian mission’ which had prevailed throughout centuries of Hungary’s
histoty. “The nation” in Gerd’s wotds, ‘becomes a sott of secular deity.”*® Although religion and
nationalism are by no means mutually exclusive—teligion is a vital element in identities in the
modern period—the shift in drawing authority predominantly from religion shaped the functions
of nationalisms. John Hutchinson frames this understanding of the relationship between

nationalism and ‘immortality’ as a shift from religious authority and divine reward to endeavours

5 Cartledge, op. cit., 176.

56 A muilt elesett hatalmunkbil, a jovendinek urai vagyunk. Ne bajlédjunk azért hidbavalé reminiscentidkkal, de bitjuk inkabb
elszant hazafisagunk s hiv egyestiléstink altal draga anyaféldinket szebb virradasra. Sokan azt gondoljak: Magyarors zag —
volt; — én azt szeretem hinni: /esg” Istvan Széchenyi, Hite/ (Pest: Landerer, 1830), 270. Italics original.

57 In Hankiss’s words: ‘the great drama of guilt, repentance, and salvation has been one of the dominant factors, and a

major driving force, of Western civilization for almost two thousand years.” Elemér Hankiss, Fears and Symbols: An
Introduction to the study of Western Civilization (Budapest: Central University Press, 2001), 157. For example, Tommaso di
Carpegna Falconieri has shown how medieval defeats and victories were often understood in the risorgimento as linked with

contemporary and future national redemption. Tommaso di Carpegna Falconieri ““Medieval” Identities in Italy: National,
Regional, Local’ in Patrick J. Geary and Gabor Klaniczay (eds.), Manufacturing Middle Ages: Entangled History of Medievalism
in Nineteenth-Century Enrope (Leiden: Biill, 2013), 319-345. See also Anthony D. Smith, Ethno-symbolism and Nationalisn: A
Cultural Approach (London: Routledge, 2009), 78-79.

8 Gerd, op. cit., 4.
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to secure the community’s future.” Elemér Hankiss argues that drawing existential solace from a
source other than religion (in the nineteenth century: nationalism) provided ‘protection’ against
meaninglessness.” In these understandings, nationalism in the modern period became a necessity
for replacing belief systems which had begun to lose their potency as mediators of existential
dread.

The ‘national apocalypse tradition’ (a nemzeti apokaliptus hagyomdinyak) is entrenched in
Hungarian identities. This trope is tied to religious legacies and contemporary fears driving
nationally-orientated activity in the nineteenth century. The phenomena of seeking forgiveness
for the ‘sins of the nation’ (memzet biineiér?) in Hungary was established already in the sixteenth
century.” In Hungarian literary traditions, national fate is variously lamented and dreaded in

terms familiar from texts relating religious apocalypse anxiety:

It [fear of nemzethald)] transforms the individual’s remorse into a communal
remorse; it presents individual death as a destiny of the community, too. Whilst
others suffer from their original sin in their Christianity, in Hungary, it is the sin
of their Hungarian-ity.62
Replacing the ‘apocalypse anxiety’ stemming from religious dogma and prophecy in the pre-
modern era, in the nineteenth-century existential fears derived from threats to linguistic and
cultural identities.” In nineteenth-century Hungary, fears stemmed from the spectre of losing

what was in actuality a relatively new concept of national identity. This motivated attempts to

fight the perils of obscurity through proposals for legislative reform, the establishment of

% John Hutchinson, Nationalisn and War (Oxford: Oxford University Press, 2017), 9.

0 Hankiss, ap. cit., 157.

61 See Fetenc Kolesey and Zoltan G. Szabé (ed.), Kilesey Ferenc: Versek és 1Versforditdsok: Kolesey Ferenc Minden Munfkdi, 1ol 3
(Budapest: Universitas Kiad6, 2001), 728. Jozsef Iszak also argued the wemszethaldl phenomenon should be understood as
a heritage from the 16th-17th centuries. (‘A régi magyar irodalom' kincsesbanydjaban valé nyomozas arrél gy6zheti meg a
kutatét, hogy a nemzethalal-félelem legtermékenyebb, legfogékonyabb talajanak a XVI—XVII. szazadi magyar lelkiség
bizonyul’). Jézsef Iszak, Nemzethaldl-félelem a régi Magyar kiltészetben (Kolozsvar: Az Erdélyi Miuzeum-Egyesilet Kiadasa,
1947), 3.

02 ‘Az egyéni blintudatbodl kézosségi buntudatot formal, az egyéni halal formajat a kézosségre nézve is bekovetkez6nek
lattatja. ...A magyarsag ezt is magahoz lényegitette s a keresztény buntudatbo6l nemzeti érzést formalt. ,,Mdasok keresztény
voltukban, a magyar magyar mivoltdban szenved az eredend6 bintél s a maga vétkén kiviil a nemzetét is kiengeszteli. Ha
csoda a magyar fennmaradds, ezt a csodat csak a keresztény 6nvaddal lehet megmagyarazni.”” Isak, op. cit., 5-6.

03 See Jézsef Isdk’s account of the nation death phenomenon in a European context, Isdk, op. cit., 5.

45



institutions which would cultivate the Hungarian language and culture, and artforms deriving
from Hungarian history.
ok

The nineteenth-century obsession with the past frequently boils down to the desire to
preserve and protect cultural identity. Bohlman describes the activities of ‘collectors—
anthologizers, ethnographers, and fabticators’ as ‘motivated by the anxiety of loss.”® Response to
perceived threats to identities are evident in multiple contemporary examples, such as in
Bohemian (Czech) and Moravian (Slovak) regions® but also across geographies comprising
today’s Germany® and Italy.” In the latter cases, anxieties stemming from fragmented, often
distinctly regional, identities informed discourse surrounding what constituted ‘national” culture.
In turn, this led to creatingliterary and theatrical works in vernaculars and drawing on themes
from shared history.” In the Eastern Habsburg Empire, absolutist imperialism under Joseph 11
stimulated what became known as “National awakening’, the legacy of which continued into the
nineteenth century.

Until the turn of the eighteenth century, Hungarian territoties, roughly two thirds larger
than today’s Hungary,” were for a century and a half carved into Ottoman-occupied lands in the

South, fluctuating degrees of independence in Transylvania, and Royal (Habsburg) territory in

4 Philip V. Bohlman, “Translating Herder Translating: Cultural Translation and the Making of Modernity’ in Jane Fulcher

(ed.), The Oxford Handbook of the New Cultural History of Music (Oxford: Oxford University Press, 2011), 510.

% See John Neubauer, “The Institutionalisation and Nationalism of Literature in Nineteenth-century Europe’ in Stefan

Betger, Linas Eiksonas and Andrew Mycock (eds.), Narrating the Nation: Representations in History, Media, and the Arts Making
Sense of History: Studies in Metahistory, Historiography, National Culture, and Intercultural Communication Volume 11

(New York and Oxford: Berghahn Books, 2008), 103-104. Regarding national ‘awakenings’ in Eastern Europe, Hroch’s

influential ‘phase thesis’, spear-headed this approach, see Miroslav Hroch, translated by Ben Fowkes, Social Preconditions of
National Revival in Eunrope: a Comparative Analysis of the Social Composition of Patriotic Groups Amwong the Smaller European N ations
(Cambridge: Cambridge University Press, 1985). Recent studies which build on Hroch’s work include Peter Brock, The
Slovak National Awakening: An Essay in the Intellectual History of East Central Enrope (Toronto: University of Toronto Press,

2014). See also Alexander Maxwell (ed.), The Comparative Approach to National Movements: Miroslav Hroch and Nationalism
Studies London: Routledge, 2012).

6 Kevin Cramer, The Thirty Year’s War and German Memory in the Nineteenth Century (Lincoln and London: University of
Nebraska Press, 2007), 209.

7 See Danielle Simon, “Tosca and the Nightingale: Broadcasting Opera in Fascist Italy’, The Opera Quarterly, Vol.34, No.1
(2018), 65-87.

98 See for example Martin Clatk, The Italian Risorgimento (Abingdon: Routledge, 2013), 43-44.

© This was determined in 1920 by the Treaty of Trianon. See for example Gabor Mez8si, Magyarorszdg természetfoldrajza
(Akadémiai Kiado, 2009), 190.
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the North. The Treaty of Karlowitz (1699) meant a vast majority of formerly Ottoman occupied
Hungary came under Habsburg rule: ‘Buda became once again a German-speaking town’, and
‘other towns acquired new German majorities.”” Joseph II’s language and education reforms to
further ‘Germanise’ the empire in the late eighteenth century met with bitter reactions, including
riots.” Subsequently, Latin remained the language of administration in Habsburg Hungary,
finally replaced by Hungarian in 1844. The attempt to impose Germanification throughout the
empire however, had an enduring impact in terms of identity consciousness and the revival of
the Hungarian language.

In Hungary, the nyelvijitis, ‘language revival’ of the eighteenth century was partially a
response to Josephinism, but was also stimulated by a variety of other (European) influences:
reactions to Rousseaus’ Du contrat social, the Napoleonic wars, and Johann Gottfried Herder’s
cultural relativism.”” Fears of a national apocalypse, nemzethaldl, literally: ‘nation death’, in
Hungary was partially a reaction to Herdet’s prediction that the Hungarian language and culture
would eventually become extinct.” In his Ideen zur Philosophie der Geschichte der Menschheit first
published in 1784, Herder speculated about the possibility of the Hungarian language becoming
obsolete. He based this prediction on the premise that ethnic Hungarians, then comprising a
smaller percentage of the population than other ethnic minorities within the empire combined

would eventually become subordinate to a dominant language and culture.” This not only

70 Cartledge, op. cit., 115.

7l Teodora Shek Brnardi¢, “The Enlightenment’s Choice of Latin: The Ratio educationis of 1777 in the Kingdom of
Hungary’ in Gabor Almési and Lav Subatié¢ (eds.), Latin at the Crossroads of Identity: The Evolution of Linguistic Nationalism in
the Kingdom of Hungary Central and Eastern Europe Regional Perspectives in Global Context Volume 5 (Leiden: Brill,
2015), 150. ‘State employees and county officials were given three years to acquire competence in German or face
dismissal. ...A postscript to the decree laid down that German would henceforth be the language of instruction, apart
from religion instruction, in all Hungarian secondary schools. ... Every Hungarian county and many towns fired off long
petitions of protest, replete with legal and historical references, expressing total opposition.” Cartledge, op. ¢it., 140.

72 See Fetenc Bird, A Nemzethaldl drnya a XV1II szizadvég és a XIX szazadeld Magyar irodalomaban (Pécs: Pro Pannonia Kiad6i
Alapitvany, 2012), 247-215.

73 Herder speculates the death of the Hungatian language in his Ideen zur Philosophie der Geschichte der Menschheit (Riga and
Leipzig: ben Johann Friedrich Hartknoch, 1786). Johann Gottfried Herder, translated by T. Churchill, Ouwtlines of a
Philosophy of the History of Man (New York: Bergman Publishers, 1966), 476.

74 Herder, 7bid.
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inspited efforts to create a national literary tradition, ” but this ‘prophecy” haunted public figures

attempting to fight these threats through legislation.”

Fears for the survival of the Hungarian
identity was also related to ideas about national histories such as Hegel’s writings on
metaphysics. He wrote: ‘a nation with no state formation has, strictly speaking, no history — like
the nations which existed before the rise of states and others which still exist in a condition of
savagery.””” Martin Kovachich, generally recognised as the first historian of the Hungatian
enlightenment, argued that perception was, in this regard, reality, ‘emphasizing that Hungary
must refute the charges of foreigners, according to whom she was to remain an uncivilized
country forever.”” The arrival of Pan-European ideas in Hungary shaped effotts to create and
assert a distinct identity.

Anxieties relating to remaining ‘backwards’, both in terms of the economic-social (feudal)
structure and cultural development significantly drove the period of ‘national awakening’. The
Magyar Nemszeti Miizeum, The National museum, founded in 1802 by Ferenc Széchenyi (father of
Istvan), was a project fundamentally founded and cultivated to challenge the stereotype of
Hungary as uncultured and uneducated.” Mihély Csokonai Vitéz (1773-1805), a significant figure
in Hungarian literary and cultural history in the late eighteenth-century (despite his brief life),
viewed the future in relation to enlightenment ideals taking root. Political -cultural development

would in his view ‘determine whether the nation can enter “the garden of humanity’”.* In the

following generation, statesmen Istvan Széchenyi and Miklés Wesselényi propagated the belief

75 Mihaly Szeged-Maszdk, ‘Literature and the Arts from the beginning of the 18t century until today’ in Lisz16 Késa (ed.),
a Companion to Hungarian S tudies (Budapest: Akadémiai Kiadé, 1999), 387.

76 For example, Széchenyi referred to Herder’s writings and predictions for the fate of Hungarians several times in his
diaries. Discussed for example in Alan Sked, Metternich and Austria: An Evalnation (London: Palgrave Macmillan, 2007),
217.

77 Rosie Grant McRae, Philosophy and the Absolute: The Modes of Hegel’s Speculation (Lancaster: Martinus Nijoff, 1985), 89.

78 George Barany, ‘Hoping Against Hope: The Enlightenment Age in Hungary’ The American Historical Review, Vol. 70,
No.2 (1971), 347.

7 Ivant'T. Betend, History Derailed: Central and Eastern Enrope in the Long Nineteenth Century (Betkeley: University of California
Press, 2003), 80. Also discussed in Néra Veszprémi’s currently unpublished study presented on 20 November 2015 at
Oriel College, the University of Oxford, ‘Enthusiasm, Professionalisation and the Birth of the “National Public”: The
Hungarian National Museum in the Nineteenth Century’.

80 Barany, ‘Hoping Against Hope: The Enlightenment Age in Hungary’, op. cit., 338.
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that failure to, on the one hand, ‘awake’, engage en zass with communal identity, and on the
other hand to keep pace with ‘the West’ in cultural as well as political life, would mean decay,
decline, and death. In Gabor Vermes’s words, for reformers, remaining in a state of
‘backwardness’ would lead to the ‘ultimate nightmare’ of nemszethalil: ‘nation death’* Széchenyi’s
characteristically pragmatic approach included establishing national ‘casinos’: cultural-social
centres involving musical performances and political discourse in Pest-Buda.* The triumph of
establishing the Magyar Tudomdinyos Akadémia, the Hungarian Academy of Sciences in 1825, as
Barany puts it, ‘can hardly be overestimated in those days when poets, writers, and the best
thinkers of the nation accepted Herder’s opinion that Hungarians were a dying people.”®
Széchenyi was also key in initiating Pest’s first Hungarian-language stone theatre,* inaugurated
with the performance of Vérosmarty’s Arpdd ébredése reflecting the goal the institution was
conceived for: to promote ‘national awakening’ (see Chapter 3).

The nyelvdijitis revived and refined the Hungarian language, facilitating a context in which
repertoires of poetry, drama and musical theatre in the Hungarian language could form. It also
bred fascination with the past, what Sandor Hites terms the ‘historical sensibility’ of the early
reform era.” The very lack of these traditions stimulated creation in the interest of the future.
The uniqueness of the Hungarian language and geographical isolation, surrounded by a ‘Slavic
sea’, contributed to bleak outlooks regarding the survival of culture and identity.* Jézsef Bajza,

first theatrical director of the Hungarian Theatre in Pest, became disillusioned: he ‘buried himself

81 Gabor Vermes, Hungarian Culture and Politics in the Habsburg Monarchy, 1711-1848 (Budapest: Central European University
Press, 2014), 231-232.

82 Széchenyi established the first ‘National Casino’ in 1827, the success of which led to several more opening in the late
1820s and eatly 1830s. These became important centres of political and economic debate and trade, executed, crucially,
through Hungarian language. T Kamusella, The Politics of Langnage and Nationalism in Modern Central Europe (New York:
Springer, 2008), 441. Erkel’s first appearances in Pest, as a Pianist, was at a national casino, see Amadé, op. cit., 34.

83 George Barany, Stephen Széchenyi, op. cit., 122.

84 See George Bisztray, ‘Hungary, 1810-1838” in Laurence Senelick (ed.), National Theatre in Northern and Eastern Eunrope,
1746-1900 (Cambridge: Cambridge University Press, 1991), 276-287.

85 Sandor Hites, “The Hungarian historical novel in regional context’ in Marcel Cornis-Pope and John Neubauer (eds.),
History of the Literary Cultures of East-Central Europe: Junctures and Disjunctures in the 19 and 20" Centuries Volume I (Amsterdam
and Philadelphia: John Benjamins Publishing, 2004), 468.

86 Vermes, op. cit., 301.
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in historical studies to escape the reality of the present.”® Even amongst the energetic Mdrausi
Ifjak, the writings of figures such as Pet6fi often depict hopelessness for the future in their
poetry. For example, in_A4 Magyar nemszet, “The Hungarian Nation’ Pet6fi envisages how

Hungarians could be forgotten from wotld history:

One thousand years ago

Hungarians made here their home,

And if his death should now come,
What would the future find,

What would be left behind

Of Hungarian life?

What would remain in world history

Of us, there would be no record!

And if we did secure our place,

This it would simply read:

“There were a people who lived lazily and cowardly
for centuries on the river Tisza.”

Oh, my country, when will you again cast
A beam, a ray

On your rusted name?

When will you awake?

Sandor Pet6ti, A Magyar nemzet, lines 41-56 (end). Pest, December 1846.88

PetOfi was constantly in a war with critics over poetic matters, and attacked the aristocracy and
nobility in numerous works. His critique of amateur poets was instigated by anxiety that failure
to approach national literature and poetry seriously would mean a failure of not only the artform,
but of the Hungatian culture entirely.”

Preoccupation with language cultivation remained vital to these understandings of
nemzethaldl throughout the reform period and beyond. Bajza declared in a speech at the

Hungarian Academy of Sciences in 1846:

87 G. F. Cushing, ‘Jésef Bajza’, The Slavonic and East Eunropean Review, Vol.37, No.88 (1958), 103. See also Vermes: “National
disasters in Hungary’s past, a sense of backwardness vis-a-vis the West, and the feeling of being surrounded and
threatened, especially by Slavs, kept undermining liberal optimism.” In Vermes, op. ¢it., 335.

88 Hzer éve, hogy e nemzet /Ittmaginak hazat szerzett, /Es ha jéne most haldla, /A jévendd mit taldlna, /Mi neki arrdl
beszélne, /Hogy itt hajdan magyar éle? /S a vilagtorténet konyve? /Ott sem lennénk foljegyezve! /Es ha lennénk, jaj
minékiink, /Ezt olvasnak csak fel6link: /,,Elt egy nép a Tisza tajan /Szazadokig, lomhan, gyavan.” /Oh hazam, mikor
fogsz ismét /Tenni egy sugitt, egy kis fényt /Megrozsdasodott nevedre? /Mikor ébredsz 6nérzetre? Sandor PetSfi, Petifi
Sdndor osszes kolteményei 1-2 Kotet (Budapest: Szépirodalmi Konyvkiado, 1959) 433-434.

8 See G. F. Cushing, “The Itreverence of Pet8fi’, The Slavonic and East European Review, Vol.52, No.127 1974), 159-181.
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having woke up from slumbering disintegration, let us seize this moment, which
is undoubtedly the ultimate and decisive one [which will determine] whether we
will be independent and Hungatian people, or servants of the Germans in
language, in our customs also, and in our social constitution. Let us be
Hungarians in our hearts and with our words, completely, and not as before,
being mongtrels fawning upon foreigners, negligent, lethargic and forgetful of
everything that is national. What is needed is the belief that kow-towing to
foreigners is a crime against nature, a high treason against the country. Many
people will not comprehend my words—view them as redundant and a late
warning when we already have a conspicuous fervour for the Hungarian
language. ... Those people do not behold the heart-breaking, eternal anxiety
about the future of our nation.”

In one of Széchenyi’s final published writings in the late 1850s (though written in 1835), he

echoes a similar sentiment:

The main impediment of our nation’s powerhouse, the greatest obstacle of our
common public matters is the fact that we do not understand each other. We
speak in a separate language at home; when we address each other; and in our
official duties. Our lord’s mother tongue [ie Latin] is also foreign. My friends,
sons of this nation, could a chaos like this lead to any good? Or won’tit rather
bring all our national interests into conflict with each other, and wilt the
germinating flowers of our social life, and keep us—hence our poor nation—
slaves 9!

In the context of a multi-ethnic Empire, language functioned as a medium through which
to not only assert, but to protect, identity. Language was a tool through which to resist the
spectre of national obscurity. The relationships between language cultivation, utilisations of

history, and nation-building efforts are critical to unravelling understandings of the pastin

90 ‘Nemzetiségiink almos siillyedéséb6l jra f6lébredvén, hasznaljuk ez idépontot, mely kétségtelentl utolsé és eldontd,
mik maradjunk jévendére, magyar és fliggetlen népe-e, vagy mind nyelvben és szokasokban, mind polgari szerkezetben a
németnek szolgdja. Akarjunk lenni magyarok szivben és szoval és egészen, nem dgy, mint eddig, kilféldiesked6 korcsok,
hanyagok, egykedviiek és elfeledkez6k minden irant, mi nemzeti. Gy6z6djink meg, hogy a kiilféldieskedés természet
elleni bln, és a nemzet folségsértése. Sokan nem fognak engem megérteni, feleslegesnek tartandjak szavaimat, és kés6
figyelmeztetésnek, midén a buzgalom a magyar nyelv irant oly észrevehets. Ez engem nem fog meglepni, mert fijdalom,
nem kevesen vannak koztiink, kik érzelme és gondolkodasa nemzetiség tekintetében gySkerestil meg van romolva. Az
ilyenek hidegek a nemzetiség irant, nem tudjak érezni és megfogni azon szivszorongato, csillapulni nem tudé, 6r6kké éber
rettegést, mely jobbjaink keblét aggasztja e nemzet jovenddje irant.” ‘Nemzetiség és nyelv’ in Jézsef Bajza, Sandor Lukacsy
(ed.), Vilogatort cikkek és tanulmanyok (Budapest: Szépirodalmi Konyvkiad6, 1954), 431.

91 “Orszagos erémiiviink legf6bb megakasztéja, kézdolgaink legnagyobb akaddlya, minden szévevénynek f6 forrasa az,
hogy nem értjik egymast. Otthon kiilén-kilén nyelven szélunk, mason tandcskozunk, ismét kilén nyelven jarulunk a
fejedelmi székhez. Uraink anyai, szivi nyelve mindezektSl megint idegen. Baratim, Hazamfiai, lehet-e ily chaos idvos
kovetkezést , vagy nem fogja-e inkdbb, hazank minden érdekeit 6sszelitkbzésbe hozvan, tarsasagi létiinknek csak most
csirdz6 szebb viragit ismét bizonyosan elhervasztani, valamint eddig is szolgasagban tarta egymads elleni indulatinakt, s ez
altal a szegény hazat.” Istvan Széchenyi, Toredékek grif Széchenyi Istvdn fennmaradt kézirataibil. Elsé kotet Hunnia (Pest:
Heckenhast Gusztav, 1858), 68.
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nationalist and revolutionary rhetoric and representations of historical figures on the stage in the
reform period. The relationship between the past, present and future motivated attempts to
influence the future: political reform, cultivating culture, and establishing nation-building
projects. This is also evident in various European regions, such as locals comprising today’s
Germany in which ‘the design of the future as the task of a moral imperative’ meant the past
became ‘temporalized house of correction for morality.””” The future could function as a
‘chimera’ which drove action. However, in Hungaty, it was not only morality, but the very
survival of Hungarian identity which was perceived to be at stake. The efforts of the
contemporary community stood between the future and a national apocalypse. Cultivating
language and utilising collective history were safeguards against both imperialism and cultural-

linguistic obscurity.

Historical Interpretation in Reform-Era Hungary
On 15 March 1848 in Pest, the revolutionary crowd emancipated the press from
censorship, stipulated as the first point in their ‘12 demands’.” Comprising approximately five
thousand persons headed by the radicals, the revolutionaries arrived at the publishing house
Landerer und Heckenhast and demanded their manifesto be printed immediately.” This very act of
bypassing the censor established a free press. The small publisher Jozsef Beimel printed the first

issue of the newly formed newspaper Mdrcius tizenitidike, ‘March the fifteenth’, just four days

92 Reinhart Koselleck, Translated and Introduced by Keith Ttibe, Futures Past: On the Semantics of Historical Time (New Y ork:
University of Columbia Press, 2004), 203-204.

93 Koselleck, op. cit., 203.

% The ‘12 demands’ were as follows: ‘1. We demand the freedom of the press and the abolition of censorship. 2.
Responsible government in Buda[sic|Pest. 3.Annual meetings of the patliament in Pest. (sic). 4. Equality before the law
in civil and religious matters. 5. A national guard. 6. Equality of taxation. 7. Abolition of the feudal burdens. 8. Jury system
on the basis of representation and equality. 9. A national bank. 10. The armed forced should swear allegiance to the
constitution; out Hungatian soldiers should not be removed from our soil. 11. Political prisoners of the state should be
freed. 12. Union with Transylvania.” The ‘12 demands’, quoted in John Neubauer, with Mircea Anghelescu, Gabor Gango,
Kees Mercks, Dagmar Roberts and Dinko Zupan, ‘1848’ in Marcel Cornis-Pope and John Neubauer (eds.), History of the
Literary Cultures of East-Central Europe: Junctures and Disjunctures in the 19* and 20" Centuries Volume I (Amsterdam and
Philadelphia: John Benjamins Publishing Company, 2004), 268.

% This was printed alongside Pet6fi’s poem Nemzeti dal, ‘National song’ (discussed in Chapter 5). See Freifeld, op. cit., 45-
58.

52



later.” Sandor Pet6fi, who mobilised the uprising which this publication féted, warned in this
new journal that the countty ‘was as little prepatred as before the catastrophe at Mohacs™.”

On 29 August 1526, the Ottoman army under Sultan Sileyman I defeated the Hungarian
army in a battle at Mohacs, a city located on the Danube in today’s Southern Hungary. The
heirless King of Hungary and Bohemia, Louis 11, perished in the process, and in the aftermath
the very balance of power in Europe shifted in favour of the Ottoman, and subsequently
Habsburg, Empires.” With the influx of peoples from large ateas of war-torn Balkan regions
into Hungarian towns and villages during the ensuing centuries, the population of Hungarians in
the previous Kingdom of Hungary shifted dramatically. In 1786 the population of Hungarian
territories was approximately eight and a half million, of which Hungarians comprised just under
forty percent.” By the mid nineteenth-century revolution, ‘ethnic Hungatians’ comprised a
marginal majority amongst strong German, Romanian, Slovak and Serbian minorities across
Habsburg Hungary." Divided into regions under competing Empites, an autonomous and semi-
independent Hungarian state would not again exist until the Ausglezch of 1867. Pet6fi’s reference
to the medieval battle in the aftermath of the 1848 revolution mediated the uncertainty of the
future through arguably the single most significant fear driving both the ‘national awakening’ and
the ensuing separatist movement which had evolved into the revolution: the spectre of
nemzethaldl. Understanding contemporary oppression as part of a cycle in which Hungarians are

‘cursed’ stemmed from the legacies of historical cataclysms. As Richard Aczel puts it: the ‘cult’ of

% See Domokos G. Kosaty, The Press During the Hungarian Revolution of 1848-1849 War and Society in East Central Europe
XXVII (New York: Columbia University Press, 1986), 84-126.

97 ‘Az orszag ma ugy 4ll, mint a mohdcsi és Sajoi napok el6tt.’, Marczius Tizenitidike, 17 May 1848, 215.

% The Archduke of Austria, Ferdinand, was elected king of Bohemia, Hungary and Croatia in the months following the
defeat under Louis II, and crowned Holy Roman Emperor by 1558. For broader implications, see Géza Palffy, “The
Impact of Ottoman Rule on Hungary’, Hungarian Studies Review, Vol.28, Nos.1-2 (2001), 109-132.

9 Cartledge, op. cit., 154.

100 See David F. Good, The Economic Rise of the Habsburg Empire, 1750-1914 (Berkeley: University of California Press, 1984),
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lamentation poetry became by the 1830s ‘a symbol of both national tragedy and a byword for the
tragic take on national identity.”"

Hungary’s position as a major power in Europe began to wane since the decline of the
‘golden age’ following the death of Matyas 1. Under his two Jagiellonian successors,'” the
previously well-funded and organised military dismantled, and regions conquered by Matyas fell
under foreign monarchs. The divide between land-owning class and serfs widened, it became
‘caste-like’." The nobility dictated policy and ran a patchwork of miniature realms. The lack of
centralised management of resources meant a decline in order and administration.'” Tensions
between layers of the noble class became pronounced, and existing resentment directed toward
the upper classes from setfs wete exacerbated under new hardships.'” With the crown under
Louis II already increasingly unable to defend territories from Ottoman expansion, Hungary
became a vassal of the Empire following the battle of Mohacs. Subsequently, the Habsburg
Empire engulfed large territoties of formerly Hungarian lands by 1699."" In the nineteenth
century, the eighteenth-century interest in conquest and founding themes of origin was replaced
by an obsession with defeat and national fate.

Hungarian-language literary works in the nyelvzjitis, prior to an established intelligentsia

class, were largely creations of the aristocracy, and frequently drew on history or local tropes to

101 Richard Aczel, ‘Hungarian Romanticism: Reimagining (Literary) History’ in Paul Hamilton (ed.), The Oxford Handbook
of European Romanticism (Oxford: Oxford University Press, 2016), 367.

102 (1443-1490) Matyas reigned between 1458 until his death.

103 Wladislas II (1490-1516) and Louis 1T (1516-1520)

104 Pal Engel, translated by Tamas Palosfalvi and Andrew Ayton (ed.), The Realm of St Stephen: A History of Medieval Hungary,
895-1526 (Londonand New York: I. B. Tauris, 2001), 325.

105 From the rein of Istvan I at the turn of the eleventh century, a royally appointed Count controlled county affairs,
administration was conducted from a fortress. These appointees had a small militia to enforce taxation and judicially -
related issues. By the fourteenth century, wealthy families began to monopolise Hungaty’s resources, ‘ruling the region as
a family fiefdom’, the county system became ‘oligarchic anarchy’. See Cartledge, op. ciz., 14-23.

106 Engel, op. ¢it., 359. These tensions turned into a (serf) revolt in 1514. Erkel’s 1867 opera, Ddzsa Gyirgy centres on the
revolt’s leader, Gyorgy Dozsa.

107'The devastation of this battle for Hungarian as a European power is described by Veszprémy thus: ‘within a few hours,
not only the royal army but also the medieval Hungatrian kingdom itself was defeated; the king and most of the country’s
prelates and dignitaries were dead. ...the defeat at Mohacs paved the way for the subsequent occupation of most of the
kingdom by the Turks (1541), leaving only a northern and western rump under Christian rule’. Liszlé Veszprémy,
‘Mohics, Battles of” in Alexander Mikaberidze (ed.), Conflict and Conquest in the Isiamic World: A Historical Encyclopaedia
Volume I (Santa Barbara: ABC-CLIO, 2011), 590.
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comment on topical issues. Jozsef Gvadanyi’s Egy falusi notariusnak budai ntazasa, “The Journey of
the Village Notary to Buda’ of 1790 is a satirical novel of Joseph II’s Germaninzation policy,
whilst simultaneously criticising the cosmopolitanism of the Hungarian atistocrat. '™ Andris
Dugonics'” detived narratives from the early-medieval ‘conquest’ petiod to create Hungatian-
language epics. The arrival of Magyar tribes to the Carpathian basin in the late ninth and early
tenth centuries became known as the ‘the conquest’ (honfoglalis) period. In recent decades studies
have demonstrated it is more accurate to understand this as a ‘flight for survival’ by Magyar
tribes who previously lived nomadically throughout the central Asian steppes. As Sutt notes, the
vety term honfoglalis, ‘conquest’, ‘belies its nineteenth-century nationalistic origins’.""” Duting the
nyelvdjitas, drawing on this era in literature was a means to elevate the Magyar conqueror above
Slav ‘foreigners’, as in Dugonics’s Efe/ka of 1788, which quickly became celebrated as both an
example of the use of the vernacularand the creation of a national historical-mythical
narrative.'"" By the end of the eighteenth century literary attempts to ‘retrieve the lost or
forgotten glories of the national pastin order to foster a sense of collective historical purpose’
was established in Hungarian-language literature.'”

A prime example of how ‘national awakening’ as a political and cultural phenomenon
translated into literary works is Vorosmarty’s Zalin futisa, ‘Flight of Zalan’, generally considered
the first modern Hungarian-language epic. Zalin futdsa is concerned with ‘waking up the
slumbering nation and recovering the “ancient glory’”,'” lamenting the lost virtues of the past
akin to eatly German-language historical novels based on medieval knights and displaying

nostalgia (see Chapter 1). Drawing on the ‘conquering era’ of the tribal leader Arpad’s defeat of

108 George Barany, “The Age of Royal Absolutism, 1790-1848 in Peter F. Sugar, Péter Handk and Tibor Frank (eds.), A
History of Hungary (Bloomington: Indiana University Press, 1994), 180.

109 Andras Dugonics (1740-1818) wrote the historical play on which Erkel’s first opera is derived, see Chapter 4.

10 Cameron Sutt, Siavery in Arpad-era Hungary in a Comparative Context (Ieiden: Brill, 2015), 41.

1 Ferenc Kerényi, Szinek, Terek, Emberek: Irodalom és Szinbdz a 18-19. Szdzadban (Budapest: Racié Kiadé, 2010), 27.

12 Aczel, op. cit., 367.

113 Janos M Bak, ‘From the Anonymous “Gesta” to the Flight of Zalin by Vérésmarty’ in Janos M. Bak, Patrick J. Geary and
Gabor Klaniczay (eds.) Manufacturing a Past for the Present: Forgery and Authenticity in Medievalist Texcts and Objects in Nineteenth-
Century Enrope (Leiden: Brill, 2014), 106.
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the Bulgarian prince Zalan, the territorial defence of the Carpathian basin functioned as a
legitimation of the Hungarian claim to these tertitories.'* Evoking the mythological past in the
manner ‘legitimized symbolically the national purposes and claims’: that Hungary’s claim to an
independent state was histotically justified.'"” Zakin futisa held particular political significance,
coinciding with the re-initiation of the 1825 Hungarian Diet."

Although such attempts to narrativise Hungary’s past were underway already in the late
eighteenth century, both historiography and the historical novel in Hungary did not become
established in earnest until the 1860s and the 1830s respectively.'” Poetry, meanwhile, was
crucial to both expressing and shaping ideas about the past in the reform period (demonstrated
below). Pan-European influences, namely seventeenth- and eighteenth-century French and
German literature and newer historical drama, nevertheless significantly impacted discourse
surrounding the creation of Hungarian-language cannons and the role of Hungary’s past in these
processes. These bodies of literature served as models to emulate and, by the opening of the
Hungarian Theatre of Pest, the basis through which to negotiate representing Hungarian history
on the stage.'®

In the late eighteenth and early nineteenth centuries, ‘literary organiser’ Ferenc
Kazinczy'"” was exceptional in his influence. Shaping the Hungarian vernacular into a medium

fitting for high art, in Kazinczy’s view, should be achieved through translations of foreign

14 Imre, op. cit., 82.

115 Zoltan Imre, ‘Building a(s) Theatre: the Pesti Magyar Szinhdz in 1837’ in Marcel Conis-Pope and John Neubauer (eds.),
History of the Literary Cultures of East-Central Europe. Junctures and Disjuncturesin the 19" and 20” Centuries Volume I11: The
Making and Remaking of Literary Institutions (Amsterdam and Philadelphia: John Benjamins Publishing, 2004), 152.

116 Bak, op. cit., 105.

117 Sandor Hites, “The Hungarian historical novel in tegional context” in Marcel Cornis-Pope and John Neubauer (eds.),
History of the Literary Cultures of East-Central Europe Junctures and Disjuncturesin the 19 and 20" Centuries Volume 1
(Amsterdam and Philadelphia: John Benjamins Publishing, 2004), 467-479.

118 See Chapter 3.

119 (1759-1831) Kazinczy was born in Ersemjén, Bihar county (today Simian, Romania) in 1759 to an old aristocratic
family. He was a driving figure in efforts to reform the Hungarian language: to cultivate this medium to be suitable for all
areas of scentific and artistic expression, which we was equipped for by not only his thorough training in Latin, German
and ancient Greek, but his enthusiasm for careful and skilful translations (from the classics to contemporary German and
French literature). He moved to Pest in the early 1780s, and was later imprisoned for his association with the Jocabin
movement (whose ‘Martinovics conspiracy’ to overthrow the government and create a republic was thwarted, and the
leaders executed). He was finally released in 1801, and spent the rest of his life as a respected figure of language reform
and as a translator.
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works." Creating original works for Kazinczy meant utilising existing models on which to base
national narratives and epics from Hungarian history.” He aided the establishment of networks
of writers and a tradition of criticism across the Hungarian territories which stimulated not only
a body of Hungarian-language literary works, but a context through which aesthetics could be
debated. These foundations facilitated establishment of literary societies in Pest-Buda in the
nineteenth century.'”

The ‘classical’ aesthetics Kazinczy championed had an enduring impact in relation to
cultivating and refining the Hungarian language through translation and borrowed models. For
example, Mihaly V6résmarty, one of the most influential literary figures of the reform era,
endeavoured to translate the entire works of Shakespeare (though remaining unfinished upon his
death). Vorosmarty and his colleagues, the literary ‘liberals’in the reform era enthusiastically
championed Kazinczian ‘classical’ aesthetics through which to establish a national literary
canon.'” These ideas dominated much of the discourse of the ‘opera war’ discussed in Chapter
3, as well as modes of historical thinking which are linked to narration in Erkel’s first opera.
Furthermore, the language revival established professional literary critique in Hungarian. The
repertoires of spoken drama, but also poems and Hungarian translations of plays and the
international operatic repertoire were integral to the founding of the Hungarian National
Theatre. Such works formed the repertoire of Pest-Buda’s first exclusively Hungarian-language

theatrical institution, but literary criticism also shaped understandings of the past.

120°This phenomenon of language reform through translation in turn was an inheritance from the endeavours of Gydigy
Bessenyei (1747-1811), a member of Maria Theresa’s guard, and his contemporaries who sought to make the wortks of
the French enlightenment philosophers available in the Hungarian language. See for example Richard Aczel, ‘Hungarian
Romanticism: Reimagining (Literary) History’ in Paul Hamilton (ed.), The Oxford Handbook of European Romanticism
(Oxford: Oxford University Press, 2016), 359.

121 Andras Kiséry and Zsolt Komaromy, ‘World Literature in Hungarian Literary Culture’ in Andras Kiséry, Zsolt
Komaromy and Zsuzsanna Varga (eds.), Worlds of Hungarian Writing: National Literature as Intercultural Exchange (Madison:
Fairleigh University Press, 2016), 13.

12 A prominent example is the Axrora circle named after the title of one of the first widely read Hungarian journals
committed to academic literary commentary. This circle was associated particularly with Karoly Kisfauldy (1788-1830),
who became the editor quickly following his rise from obscurity as an artist when his play A Tartirok Magyarorszdgon (“The
Tartars in Hungary’) was received enthusiastically in Pest. The ‘Kisfauldy Society’ was formed in the years following his
death and proved an active contribution to Pest’s literary life for over a century.

123 Vérosmarty’s role in reform-era Pest-Buda and the role of ‘classical’ aesthetics in relation to creating Hungarian -
language drama is outlined in Chapter 3.
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In the 1840s Pest-Buda became the cultural capital of Hungarian literature, and the roles
of writer, critic, dramaturg and politician were indistinct. Artistic pursuits became related to
political aspirations, and politicians cited history in speeches, articles and publications. In the
reform period poets, dramatists and other creators of literature were ‘men of affairs as well as
poets, mixing daily with politicians and members of the liberal intelligentsia’.'**

Critics debated how historiographical concepts relate to the security of national identity
as reflected in cultural condition. In 1839, the fundamental importance of drama in these
contexts led to a debate between Gusztav Szontagh and Ferenc Toldy (an influential literary
critic, see Chapter 3). Szontagh argued that the age did not facilitate conditions in which
Hungarian drama could flourish. In Szontagh’s view, the age of drama went hand in hand with
the development of man: “Today’s world is more suited to music than drama, and hence [the
success of] opera. The botching only strengthens this preconception of the audience.”® In other
words, amateur writers exacerbate the issue by devaluing the merit of drama further. Societal
development in Hungary in Szontagh’s view had not yet advanced to the point of creating an
original dramatic tradition.

Toldy agrees that the epic is a more sophisticated form than drama, but that this does not
mitigate the potential of Hungarian drama.'* Toldy, citing V6rosmarty’s success in creating
poetty on a national epic fitting to the age (Zalin futdsa), rather argued these works demonstrate
the societal capacity for literary progression. Naming Arpad and the Hunyadi’s, from ‘our heroic

ages’ as subjects fitting for national epics, ‘[following which] the nation is no longer glowing in

124 Cartledge, op. cit., 161.

125 ‘Ha tehat dramakat frunk, ifjunk szinjatékokat is; de mindenekel&tt is vizsgaljuk meg jol tehetségeinket. A mai vilag
inkabb a hangaszat vilaga, mint a drimaé, s ennélfogva ezek kozt is féleg a daljatékokat partolja. Hivatlanok kontarkodasa
pedig a kézonséget ezen félszeg elSszeretetében mindenesetre csak megerSsitheti.” Gusztav Szontagh, ‘Blair Hugo
retorikai és esztétikai leckér’ Figyelmezd, 1839, reproduced in Szalai, Anna (ed.), Tollharcok. Irodalmi és szinhizi vitdk 1830-
1847 (Budapest: Szépirodalmi Kiado, 1981), 323.

126 ‘De az én baratom mell6zve az életet és népkoltést, csak a literaturat tartja, igymond, szem elStt; s ha — hogy szavakban

ne lattassunk akadozni — egyetértek vele, mid6n eposzunkat sokkal magasabb fokon latja allani a dramandl, azaz hogy —

mi egyre megyen ki — az eposz elérte virulasa pontjat, midén a drama még polyaban fekszik: ebbdl nem kovetkezik egyéb,

mint hogy k7 eposzi tehetséggel bir, konnyebben haladpat az eposz, tort sijtian, mint a hasonmértéki dramai tebetséggel bird, a drima toretlenebb
palydjan. Hogy pedig nem mindig a kénnyebb az egyszermind korszerd, vitatni sziikségtelen.” Ferenc Toldy, Végsz6 az
eposzi s dramai korrél és dramai literaturankrol’, reproduced in Szalai, op. cit., 342.
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great light, nor ever will again’, he asserts that poets are the servants to now rectify the stagnant

culture:

The dignity of our nation, our pride and progression of literature, requires poetry
to surround this star of our glory with all its light; beyond which the epic is ©
fill its vocation. Do notbe discouraged by an age which is not thriving: if the
craft is beautiful, it can affect even a fraction of our deeper potentialities. 127

In the reform era, literature concerned with the ninth century conquest became
secondary to both glorifying and lamenting the Hungarian Golden Age of Matyas I in the late
medieval period." In the 1830s the historical novel was established, largely attributed to Miklés
Josika’s early historical novels, as a ‘carrier’ of the mission to cultivate and preserve Hungarian
language and culture and to ‘stimulate’ historical memory.'"” In J6sika’s A aehek Magyarorszdgban,
“The Czechs in Hungary’ (1839), he portrays historical figures as heroes and depicts virtuous

heroines in the vein of Walter Scott: '

a manner of memorialising heroes from Hungary’s Ahdskor,
‘heroic era’. Set during the Hussite invasion duting the reign of King Matthias/Matyas I, the

protection of Hungary’s historical integrity and independence exemplified the lost glory since the

Hungatian golden age.""

127 “Ugyanis én torténetiinkben két szakaszt ismerek csak, nemzeti érdekd héskolteményre alkalmasat: a hon elfoglaltatasat,
s a hon legfélelmesb ellensége els6, ifjui erGevel tett megrohanasai megtoretését; s két egyediséget, egy f6ével magasbat,
nagyobbszerit s dicsébbet minden egyebeknél, félistencket a nép képzetében; amazt alapitdjat, ezt megtartdjat
kezd6dott, ezzel érte végét, s a nemzeti dicsGség ezentdl nagyobb fényben nem vilagolt tobbé. Arpad meglelte éneklsit,
Hunyadi még varja. Nemzetiink méltésaga, biszkeségiink s a literatura teljessége kivanjak tehat, hogy dicsSségiink ez
estveli csillagat a koltészet is kortlarassza fényével; melyen tal az eposz be fogja tolteni hivatasat. Az pedig ne csiiggesse a
koltét, hogy kora nem virit: szép, kevesekre is hatni, ha ezen kevesek a nemzet mélyebb keblei, az értelmesség valasztottai;
6k kozvetitéilesznek a hatasnak, s mit itt meritettek, mas alakban at fogjak szivarogtatni a témegbe.” Ferenc Toldy, “Végszo
az eposzi s dramai korrdl és dramai literatarankrol’, in Szalai, op. cit., 343-344.

128 See Chapter 5.

129 Hites, op. ¢it., 470.

130 Lorant Czigany, The Oxford History of Hungarian Literature from the Earliest Times to the Present (Oxford: Clarendon Press,
1984), 166.

131 7bid.
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The early medieval nomadic Hungarians near-constant pillaging and destruction of
territories as far as the Iberian Peninsula'” became understood as historical, national ‘sin’.'” The
Mongolian invasion in the thirteenth-century is estimated to have decreased the population
settled in the Carpathian basin by between fifteen and fifty percent."™ The devastation left more
than half of towns and villages in ruins, ‘wolves and other scavengers roamed freely’; survivors
starved and even reverted to cannibalism."” Once under foreign rulers, attempts such as the
‘Rakoczi uptising’, an emancipatory, anti-Habsburg campaign in 1723, were unsuccessful.™
Though the historical figure of Rakéczi formed part of the legacy of revolutionary heroes
eventually becoming instructive figures in the reform period, these thwarted efforts to
emancipate the Hungarians simultaneously reinforced cyclic understandings of Hungary’s past.

Disasters became symbolic of a perpetual national ‘curse’ relating the past to the present and

future, such as in the following examples from poetry:

The red blood of heroes pours from the map,
here lies the cemetery of our nation, Mohacs!
when anger sparked His transcendent might,
thunderbolts and devastation scorched the land.
The raven’s wings hover overhead, and sighs rise
from the land where lie the valiant, fallen, dead.

trom Mohdes, Karoly Kisfauldy, (1824) 137
What springs up from the bank of the Danube,
Whose yellow corn sways in the lush grass?
Barely a bitter groan is heard from this cemetery,
whose name, the Magyar curse, is: ‘Mohacs’.

132 Once established under the succession of Arpad leaders, such campaigns were a pre-emptive defence strategy of the
conquered tertitory, as well as a means of securing resources. Nora Berend, The Expansion of Central Europe in the Middle
Ages, The Expansion of Latin Europe, 1000-1500, Vol. 5 (Farnham and Burlington: Ashgate Variorum, 2017).

133 For example, see Balazs Trencsényi, Maciej Janowski, Ménika Baar, Maria Falina and Michal Kopecek, A History of
Modern Political Thought in East Central Europe: Volume I: Negotiating Modernity in the Tong Nineteenth Century’ (Oxford: Oxford
University Press, 2016), 205.

134 Engel, op. ¢it., 101-103.

135 Cartledge, op. cit., 30.

136 'This was an attempt to emancipate regions inhabited by Hungarians from the Empire in the first decade of the

cighteenth-century; so-called ‘Rakéczi uprising’ because this revolution was led by nobleman Ferenc Rékéczi 11, See Paula
Sutter Fichtner, The Habsburg Monarchy, 1490-1848 (New York: Palgrave Macmillan, 2003), 53-55.

137 HEsvértS] pirosult gydsztér, séhajtva koszontlek/ Nemzeti nagy létink nagy temetSje, Mohécs!/ Hollészarnyaival
lebegett a zordon enyészet,/ s pusztité erejét rad viharozta dithe,/ s vak daidalma jelét robogé villamival itten/ Honni
vitéz seregink holttetemikre stté. Karoly Kisfauldy and Lajos Csetri (ed.), Kisfauldy Kdroly vilogatott miivei (Budapest:
Szépirodalmi Kényvkiado, 1980), 480.
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trom Mohdces, Mihaly V6r6smarty, (1830)138

Understandings of the past in early nineteenth-century Hungary were informed by failed
uprisings amidst centuries under the Ottoman and Habsburg Empires. Simultaneously,
Ferdinand I’s Staatskonferenz employed the credo of divide et impera: using tensions between
competing identities advantageously, and instilling fears amongst ethnic groups that competing
goals equated with threats."” Authors were inclined to present the past as not only mote
localised—side-stepping the universalistic application of historical lessons found in German and
French-language historical novels and plays—but also implicated the future of Hungarian society
in light of the trespass or failings of the past, in contrast to the instructive roles found in
examples such as uses of Italian history (see Chapter 1).

Whereas the failures of the past in Germany or France could be instructive, in Hungary,
they were indissoluble. This is perhaps most aptly exemplified by Zsigmond Kemény’s final
historical novel Zord idd, ‘Stormy Times’. Completed in 1858 during the absolutist decade which
followed the 1848 uprising, this uncertain view of the future, briefly becoming subordinate to the
revolutionary rhetoric which anticipated a break with historical cataclysms, once again dominated
historical interpretation. Setin 1541 during the Ottoman Siege of Buda, the Hungarian lords
study historical examples in their attempts to combat the invading army. As Sandor Hites puts it,
this becomes a historical interplay: nineteenth-century audiences already knew of the cataclysm
awaiting the Hungarians, despite their best efforts to create a rupture in successive historical
tragedies." The manner in which uncertainties for the future undetlay a wide variety of political

and cultural nation-building programmes in the reform period was reflected poetically in bleak

138 Mely £6ld ez, mi virdgz6 tér az dreg Duna partjan,/ Melyen sirga kaldsz rengedez és buja fi?/ Nyogve felel, s csak alig
hallatva s keservesen a fold:/ Hir temetéje Mohics,/ s a magyar atka nevem. Mihdly Vérosmarty, Karoly Horvath and
Dezs6 Téth (eds.), Virdsmarty Mibdly dsszes miivei: 11: Kisebb Kotemények (Budapest: Akadémai Kiadé, 1960), 85.

139 The cabinet of Ferdinand I comprised chancellor Klemens von Metternich, Count Kolowrat-Liebsteinsky,and
Archdukes Franz Karl and Louis. See Egon Radvany, Metternich’s Projects for Reform in Aunstria (The Hague: Mattinus
Nijhoff, 1971), 82-91 for the genesis and official power of the Staatskonferens.

140 Hites, op. cit., 475.
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prognoses for the future in light of the past. The failure of the 1848 revolution became
incorporated into the cyclic understanding of Hungary’s past, present, and future which is
apparently doomed to remain unresolved. Following the defeat of Mohacs, the Hungarian Lords
in Kemény’s novel do not anticipate the historical forces which will come to define Hungary, '*
and the reader relives past errors without being provided a solution to halt the cycle into the
present. Zord iddaccordingly can only offer ‘an allegorical structure for an always-uncertain
future’.'*

Erkel’s Béitori Mdria, ptior to the revolution, already presents history through
anticipations of rupture which ultimately are thwarted and exemplify the uncertainties for the
future which significantly characterised nation-building in the reform period (but which
remained an important trope in negotiating the past into the post-revolution era). The ‘sins’ of
the past were understood as unsolvable. This, I argue, is why ambiguity surrounding the future
was ominous as opposed to inspiring in Erkel’s first opera by contrast with both other examples
of ‘peripheral’ operas, as well as ‘mainstream’ repertoires. Erkel’s operas negotiate contemporary
fears without offering solutions: they present the implications for the future from the failings of
the past, rather than celebrating the golden age as pointing towards recovering independence.

As liberal nationalism segued into republicanism in the radical branch, glorifying the
golden age began to anticipate a rupture at the tail end of the reform era. In particular, historical
sacrifice was sacralised as exemplary martyrdom,'* and commemorated through historical
narratives such as Hunyadi Idsz/d. The audience could re-live the spectacle of execution: creating
victims could place blame for contemporary strife on an historical outsider (the Habsburg and
Ottoman Empires), or an ‘internal enemy’ in the form of the aristocracy. As 1848 approached,

the Hungarian golden age began to embody instruction as well as a means through which to

141 Czigany, ap. cit., 210.

142 ibid,

143 See David Lederer, ‘Honfibi: Nationhood, Manhood, and the Culture of Self-Sacrifice in Hungary’ in Jeffrey R. Watt
(ed.) From Sin to Insanity: Suicide in Early Modern Europe (Ithaca: Cornell University Press, 2004), 132-133. The trope of
historical sacrifice in Hungarian nationalism is further discussed in Chapter 5.
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lament lost virtue. Historical figures began to embody heroism: inspiring the present community
to resist the spectre of nemzethald/through reclaiming past glory and independence. Anti-
Habsburg figures such as Rakéczi, became exemplars to follow (these ideas are explored in
Chapter 5 in relation to how the execution of Laszlé6 Hunyadi is depicted in Erkel’s second
opera).

This shiftis exemplified by Himnusz and S3dzat, two enduring poetic works. Ferenc
Kolcsey’s (1790-1838) poem titled Himmnusz, a’ Magyar nép givataros szazadaibil, ‘Hymn, from the
stormy centuries of the Hungarian people’ written in 1823, appeals to God to bless the
Hungarian, who, it contends, ‘Atoning sorrow hath weighed down Sins of pastand future
days’."* This work chronicles the conqueting of the Carpathian basin (stanza 2) the medieval
‘Golden Age’ of Hungarian culture under King Matyas I (stanza 3), before lamenting the
suffering that followed at the hands of the Mongolians and Turks as punishment for ‘sins’.'*
Hinmusz proved an enduring symbol in Hungarian culture since Erkel set Kélesey’s words to
music in his application for a public competition to compose a national anthem (which remains

the official national Hungarian anthem today).'* Vorosmarty’s Szdzat, ‘appeal’ further

exemplifies the ‘Hungarian-biblical parallel’:'"

144 Megbiinhddte mdr e nép, A mitltat s jovendsr! (first stanza, lines 7-8). English translation by William Noah Loew in Gews from
Petifi and Other Hungarian Poets New York: Paul O. D’eszterhazy, 1881), 101.

45 Hajh, de biineink miatt, Gyiilt harag kebledben, S elsijtad villamidat, Dargd fellegedben, ‘But, alas, for our misdeed, Anger rose
within thy breast, And thy lightening thou didst speed From thy thundering sky with zest.” (stanza 4, lines 1-4). English
translation by Loew, ap. cit., 101.

146 see Kata Riskd, ‘Erkel Hymnuszanak keletkezése és hagyomanyozoddasanak torténete az elsé vilighaboraig” in
Magdaléna Toth (ed.), A Magyar Himnusz képes albuma (Budapest: Argumentum-OSZK, 2017), 98.

147'This parallel continued to function as a prominent parallel as the revolution approached. Pet6fi, in his A sgigad kiltiz,
‘The Poets of the Nineteenth Century’ of 1847 ‘proclaims poets to be the new leaders of the people and therefore they
must work hard to bring their flock to Canaan, as Moses had led the Israelites.” See G. F. Cushing, “The Irreverence of
Pet6f1’, op. c¢it., 170.

63



There yet shall come, if come there must,
that better, fairer day

for which a myriad thousand lips

In fervent yearning pray.

Orx shall there come, if come there must,
a death of fortitude;

and round about our graves shall stand
A nation washed in blood.

Mihaly Vorésmarty, Szozat (stanzas 10-11), 1836.148
The ‘liberty or death’ slogan of the French revolutionaries became Hungarianized in
Vorosmarty’s Szdzat: ‘Or shall there come, if come there must ... A nation washed in blood”.'”
The fear of nemzethalil/in Kolcsey’s work meant he appeals for divine intervention to break the
chains of a ‘cursed’ people. Vorosmarty’s work, reflecting the rhetoric of liberal nationalism
which would become increasingly radical throughout the 1840s, determines to meet apocalypse
stoically.

The trope of nemzethalil significantly stimulated the period of national awakening,.
Throughout the reform period, such fears informed interpretations of the past. As nationalisms
became increasingly radicalised, the spectre of national obscurity even contributed through
justification to the revolutionary rhetoric which erupted into the uprisings. Prior to this

revolutionary momentum, however, tragedies became incorporated into an understanding of

Hungary’s past as fatalistic.

148 Még joni kell, még j6ni fog/ Egy jobb kot, mely utin/ Buzgd imidsig epedez/ Szdzezrek ajakan./ Vagy jéni fog, ha
joni kell,/ A nagyszer( haldl,/ Hol a temetkezés folott/ Egy orszag vérben all. Mihaly Vorésmarty, Karoly Horvéath and
Dezs6 Téth (eds.), Virdsmarty Mibily sszes miivei, Volume II: Kisebb Koltemények (Budapest: Akadémiai Kiadé, 1962), 210.
English translation by Theresa Pulszky and Edward Taylor.
<https://www.babelmatrix.org/works/hu/Vérésmarty Mihdly-1800/Szézat/ en/3522-Appeal> Accessed 15 June
2018.

149 Vagy j6ni fog, ha jénikell, A nagyszer( halal, Hol a temetkezés f6lott Egy orszag vérben all. Mihaly Vordsmarty, Szdzaf,
1836, Stanza 11. English translation by Theresa Pulszky and Edward Taylor, zbid.
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Conclusion

Political reform and nation-building projects in reform-era Hungary were partially
motivated by fears of a Hungarian apocalypse. Historical disasters were understood as part of a
cycle of sinful conduct and periods of punishment in the form of military disasters, loss of
autonomy, political influence and independence, and a threatened language and culture.
Attempts to reorganise power-distribution, to establish cultural institutions and cultivate home-
grown artforms were linked with survival of the Hungarianlanguage and culture. Fears of
nemzethaldl drove action.

By the opening of the Pes#z Magyar Szinhdz, “The Hungarian Theatre of Pest’ in 1837,
public figures immersing themselves in cultural projects viewed ‘national’ literature and drama as
matters of fateful urgency. Open letters, verbal confrontations, and scandals on the stage
between the anti-opera (and politically separatist-nationalist) ‘radicals’, pro-drama ‘liberals” and
the pro-opera ‘conservatives’in the operahdborsi ‘opera war’, demonstrate that Hungarian-language
artforms became linked to morality, society and the future of Hungarian identity. The shifting
political landscape in relation to understanding Hungary’s history is paramount to contextualising
Erkel’s operas from this period beyond a ‘primed’ audience championing verbunkos musical
elements. Unravelling the relationship between music and nationalism in Bédzori Miria and
Hunyadi 1 dsz/o requires a consideration of the internal struggles within nationalist ideology.
Situating Erkel’s pre-revolution operas amidst historical tropes, political discourse, and artistic
polemics in relation to contemporary contexts illuminates how these works respond to fears for

the future through understandings of the past.
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Chapter 3
The Opera War and The Pesti Magyar Szinhdz

Introduction

In his study of the relationships between theatres and national movements, Philip Ther
writes: ‘national cultures and opera traditions provided a defence against the outside world and
supposed internal enemies’.' The Betlin Opera House built in 1745 by Frederick the Great was
in large part an endeavour to, in Zoltan Imre’s words, ‘elevate his minor Kingdom to
international prominence’, to ward off ‘decay and death’, and to ‘to express, publicize, and
visualize power’.” Theatres emetge as potent assertions of identity across European cultural
centtes, they variously respond to apparently threatened power and/or identities.

National theatre projects in Central and Eastern Europe were characterised by the
struggle to assert an identity ‘within the context of and against oppressive impetiums.” In
Hungary, the cultural and political imperialism of a dominant (Austrian, German-language)
culture represented both the ‘outside world’, and an ‘internal enemy’.* Anxieties surrounding the
survival of a collective Hungarian identity contended with not only the powerful legal authority
from Vienna, but also the large German-speaking population in the emerging cultural capital.
Furthermore, several ethnic minority strongholds across Habsburg Hungary—including a
surrounding ‘Slavic sea’ which threatened to unite into a pan-Slav superpower—also exacerbated
tensions relating to (competing) identities. Internal strife amongst the Hungarian-speaking strata
complicated matters. Constructing a theatre to cultivate and promote the Hungarian-language in

the cultural capital of Pest-Buda functioned both as a tangible symbol of identity in itself, and a

1 Philip Ther, translated by Charlotte Hughes-Kreutzmiller, Centre Stage: Operatic Culture and Nation Building in Nineteenth-
Century Central Eunrope (West Lafayette: Purdue University Press, 2014), 251.

2 Zoltan Imre, ‘Staging the Nation: Changing Concepts of a National Theatre in Europe’, New Theatre Quarterly, Vol.24,
No.1 (2008), 80.

3 Zoltan, op. cit., 77.

4This ‘cultural imperialism’ was both real and imagined. The legacy of Joseph II’s ‘enlightened absolutism’ saw a violent
polemic from Hungarian nobles who ardently resisted attempts to ‘Germanise’ the Empire. See Chapter 2.
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comparable site of representation to that which the German-speaking population possessed in
Pest’s German-language theatre. The founding of this institution, however, deepened the pre-
existing divisions amongst the Hungarian literate, particulatly along the lines of genre.

The previous chapter outlined the context of Pest-Buda in the Hungarian reform period,
demonstrating how historical interpretation informed discourse surrounding nation-building
projects. The following discussion focuses on polemics leading to and sustaining the operahdbori,
‘opera war’, sketching a portrait of the relationships between aesthetics, ideologies, audiences and
repertoires on the stage of the Pestz Magyar Szinhaz as Erkel set to work on his first opera. I
examine why critique in relation to genre, theatrical and operatic repertoires, performance
practices and representation of history on the Hungarian-language stage amidst the tensions of
the pre-revolutionary decade became so contentious. Genres became politicised through their
association with political versions of Hungarian nationalism. Hungarian-language artforms
became part of the fight for survival within the empire: discourse linked the Pesti Magyar Szinhdz
with cultural progression and hence the future of Hungarian identity. This unravels how artforms

because perceived as safeguards against the obscurity of ‘nation death’.
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A Hungarian-Language Theatre

Who will cultivate our theatre if not ourselves? The government? Can we expect
such wisdom from them and ask them with a clear mind to intervene? Or will
the entire nation be preoccupied by such petty matters, now, when the future is
awaiting us so earnestly?

Istvan Széchenyi, Magyar jatékszinriil, 18325

The Pesti Magyar Szinhdz was established during a period of intense social, political, and
cultural change: an era of uncertainty that bred ideological radicalism. National theatre projects in
other Habsburg regions later in the century were usually constructed under less discursively
volatile and politically unstable circumstances. By comparison, the obsession with a spectre of
‘nation death’ in the Hungarian reform period significantly drove such nation-building projects.
The Czech National Theatre, and the Habsburg-Slavic peoples who imitated the Czech model as
the centutry wore on,’ could only gain ground on the other side of the 1848 revolutions. Evenin
Polish regions, despite an unusually large nobility comparable with Hungary, these case-studies
differ considerably. In the Prussian East, theatres maintained their privatised status significantly
longer into the nineteenth century,” whereas Pest’s Hungatian-language theatre was already a
legally nationalised institution in 1840.

The Pesti Magyar Szinhdz, The Hungarian Theatre of Pest, opened on 22 August 1837,
funded by counties across Habsburg Hungary, private donors and public collections. ®

Establishing a Hungarian-language theatre in Pest was fraught with challenges from the outset:

5 Jatékszintinket valyon ki fogja elrendelni, ha nem mi? Tan a’ kormany? Lehet e téle varni ezt, ‘s jozanul azt kivanni,
hogy illyesekbe is avatkozzék ‘s most? vagy tan az egész Nemzet fog illyféle kicsinységek koriil bibel6dni, most, midén
olly komolyan var rank a’ j6vend6?’ Istvan Széchenyi, Magyar jatékszinril (Pest: Fuskuti Landerer, 1832), 85.

6 See Ther, op. cit., 195-237.

7 Mark Tilse, Transnationalism in the Prussian East: From National Conflict to Synthesis, 1871-1914 (Basingstoke: Palgrave
MacMillan, 2011), 64.

8 Pest County began collecting and managing donations from county residents towards a Hungarian -language institution
in 1808. By 1810, all counties and free royal cities across Habsburg Hungary were invited to contribute. Support followed
from Kecskemét, Nagykérés, Gomor, Tolna, Temes, Nograd, Szatmar, Fejér, Saros and Bacs, and village collections were
even gathered for the cause. See Ferenc Kerényi, ‘A Pesti Magyar Szinhdz épitése és megszervezése’ in Gyorgy Székely
(ed.), Magyar Szinhaztirténet I: 1790-1873 (Budapest: Akadémiai kiad6, 1990), 221-228. A total of sixteen members sat on
the Board of Directors: thirteen members of the Board owned 62 shares of the Pes#i Magyar Szinhdz (roughly fifteen
percent of total shares). Ferenc Kerényi, ‘Az operahdbord’ in Laszlé F. Féldényi (ed.), Szimbazindomdnyi Szemle 1. (Budapest:
Magyar Szinhazi Intézet, 1978), 121.
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financial, logistical, but also relating to social function. The activities of the Pest varmegye anyanyelvi
bizottsdg, “The Native Language Committee of Pest County’, namely Istvan Széchenyi’s pamphlet
Magyar jatékszinriil ‘On Hungarian Theatre’, partially sparked this dialogue.” Simultaneously, the
county’s call for theatre proposals meant statesmen, county officials and literary figures from
across Habsburg Hungary discussed the details of establishing a Hungarian-language theatre
prior to proposals in the Diet." Pamphlets and journal atticles deliberated the logistics, location
and nature of a hypothetical Hungarian-language theatre. In particular, authors disputed how
such an institution would relate to the main competition in the most likely location of Pest,
where the Konigliche Stidtische Theaterin Pesth enjoyed substantial investment and steady box
subscriptions."

Out of these debates, a consensus emerged that the theatre should be located in Pest, and
that it should be an institution exclusively for performance in the Hungarian language. Those
who believed catering to a mixed-language population would be possible were outnumbered.
By early 18306, plans for the new theatre, drafted as legislation at the district meeting of the lower
chamber, were consolidated as a financial plan for construction and approved by mid-February.
However, difficulties meeting the financial stipulations of the draft meant a vote in the upper
chamber in mid-April failed to ratify the proposal. Finally, the County Theatre Committee
proposed a joint-stock company, which the General Assembly accepted in mid-June 1837,
stipulating by August that this was a fixed-term situation to be readdressed in 1840."

Once the doors of the Pesti Magyar Szinhdz finally opened, artistic polemics once again flared

up. Pest County appointed a Board of Theatre Directors responsible primarily for contracting

9 Széchenyi, Magyar, op. cit.

10 Kerényi, ‘A Pesti Magyar Szinhdz épitése és megszervezése’, op. cit., 223.

11 Alexander Schmidt took over the theatre’s management in 1836 and funnelled considerable personal finances into the
institution. See Jolan Kadar, A pesti és budai német szinészet torténete 1812-1847 (Budapest: A Budavari Tudomanyos Tarsasag,
1923), 64-71.

12 See Kerényi, ‘A Pesti Magyar Szinhaz épitése és megszervezés’, op. cit., 223.

13 The joint-stock company comprised 500 shares, which were held by several counties, free royal cities, and private donors
(mainly aristocrats, some of whom sat on the Board of Theatre Directors) of which only the capital was guaranteed. Profit
was to be funnelled back into the theatre. See Kerényi, ‘A Pesti Magyar Szinhaz épitése és megszervezése’, op. cit., 226-
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personnel and repertoire policy: ratifying purchases of performance materials; commissioning
translations of plays and opera libretti; stipulating rehearsal timeframes and all ocating budgets for
scenery and costume.'* In this way, the Board assumed substantial control of the repertoire: the
most controversial aspect of the new institution even years before the theatre’s physical
construction.

The backdrop forming what became dubbed the ‘opera war’ centred on opposing agendas
for a repertoire based around opera or spoken drama. Overlapping professions between
theatrical-administrative roles, ctitics, academics, writers, as well as the general culture of
publishing opinion pieces meant several high-profile personalities became entangled in heated
aesthetical debates in the ‘small wotld” of Hungarian criticismin the reform petiod.” The
implications of the ‘opera war’, however, reached beyond the pages of journals. On-stage
performance scandals, verbal confrontations, and tensions between members of staff within the
Pesti Magyar Sinhaz in the daily workings of the theatre effected rehearsals, performance practice,
casts and repertoire. Actors and soloists also periodically had the opportunity to choose benefit
pieces,'® which further affected the theatre’s attistic direction according to agenda. Gabor
Egressy’s choice of Jozsef Katona’s Bank ban and primadonna assoluta Rozalia Schodel-Klein’s"
operatic showpieces championed ‘radical’ theatrical ideals and won adoration from the opera-

loving public, respectively. '

14 Kerényi, ‘A Pesti Magyar Szinhaz épitése és megszervezése’, op. cit., 220.

15In Cushing’s words: ‘too often personal attacks on the author were preferred to serious consideration of his work, and
in the small world of Hungarian writers it was sometimes difficult to disentangle the one from the other’ G. F. Cushing,
“The Irreverence of Pet6fi’, The Slavonic and East European Review, Vol.52, No.127 (1974), 172.

16 Tt was customaty to stipulate in staff contracts an agreed upon number of benefit performances per year, on which
occasions a percentage of the income was paid directly to the employee in question. See for example Tibor Tallidn,
‘Schodel Rozalia és a hivatisos magyar operajatszas kezdetel’, (Akadémiai doktori értekezés, Budapest, 2011), 56.

17 Rozalia Klein was born in Kolozsvar (Cluj-Napoca) in 1811 and lived until 1854. She trained in Kolozsvar, taught by
Janos Schodel. They married in 1826, and together relocated to Pozsony (Bratislava) in 1826. She studied in Vienna, and
petformed at the Kdrtnerthortheater, and Josephstidter Theater, before joining the Magyar Szinhaz in 1838. During her first
departure in 1840, due in large part to the ‘opera war’, she toured the opera houses of Europe, and returned to Budapest
later in the decade, performing the roles of Maria Batori and Erzsébet Szilagy in Etkel’s operas.

18 Katona’s Bank bin, though not particularly well received upon Egtessy’s revival, later played an important role in the
revolution. This was also the source for Erkel’s third and most enduring work. Schodel’s operatic roles are discussed
below.
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Although he was a key figure in the new theatre, Ferenc Erkel did not engage publicly in this
discourse. Already acclaimed as a pianist in Pest-Buda, and as a conductor from his season at the
Buda Castle Theatre, Erkel was engaged with the Kdnigliche Stadtische Theater in Pesth when the Pesti
Magyar Szinhdz opened. Before signing a contract with the new Hungarian-language institution as
principal conductor shortly after its inauguration, Erkel stipulated several conditions in his
correspondence, including the authority to hire and dismiss orchestral musicians and the right to
be consulted in contracting soloists and casting decisions. " This demonstrates his artistic
ambition—which he quickly realised—to cultivate a highly accomplished culture of opera
performance at the Pes#z Magyar Szinhaz. Not only would Erkel compose eight operas, but he
enriched an orchestra, singing cast, and shaped performances of the international contemporary
repertoire, nurturing an operatic life of high standard, despite working under extreme conditions.
Under Erkel’s conductorship, opera performance by all accounts overtook the standard at the
tival Konigliche Stadtische Theater in Pesth which gradually, over roughly a decade, became
subordinate to the Hungarian-language stage.” Challenges ranged from constant financial
struggles, to the scandals of the ‘opera war’—the repercussions of which included the primadonna
Erkel envisioned for the title role of his first opera fleeing abroad before the works’ premie¢re—
and even natural disasters. In 1838, shortly following Erkel’s debut as principal conductor with a
performance of Bellini’s La S#raniera on 25 January, the devastations of the Danube flood meant
the theatre was closed between 14 March until the 16 April. This exacerbated existing financial
strains, but subsequent further upheaval ensued with the resignation of the Director, J6zsef

Bajza, who was meanwhile entangled in the ‘opera war’.

19 Erkel was particularly insistent in relation to casting for operas, which were undertaken by himself and the director. In

terms of hiring singers generally, he was more of an advisor to the board. See Ferenc Bonis, ‘Hogyan lett Etkel Ferenc a

Pesti Magyar Szinhaz karmestere?’ in Ferenc Bonis (ed.), Erkel Ferencrdl és kordrdl Magyar zenetorténeti tanulmanyok
(Budapest: Piski, 1995), 45-54.

20 Alice Freifeld, ‘The De-Germinization of the Budapest Stage’ in Keith Bullivant, Geoffrey Giles and Walter Pape
(eds.), Germany and Eastern Enrope: Cultural Identities and Cultural Differences Y earbook of European Studies, Volume 13
(Amsterdam and Atlanta: Rodopi, 1999), 148-173.
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Drama versus Opera

The programme inaugurating the Pes#; Magyar $3inhdz artistically set out a manifesto for
the aims of the institution with Vérosmarty’s Arpdd ébredése ‘Arpad’s awakening’. This piece
functioned as the evening’s prologue, a ‘poetic fantasy’, in which the awakening of Arpad, the
tribal leader who ‘conquered’ the Carpathian basin in the tenth century, represents the
contemporary ideals of ‘waking’ the ‘slumbering Hungarian nation’.? Arpad ébredése utilises early
medieval Hungarian history in the familiar vein of justifying the Hungarian claim to
independence and autonomy. The work also hinges on the allegory of the theatre as ‘the school
and church of life’: in order to educate, the theatre had to ‘preach’ to a wide and varied
audience.” As Zoltan Imre puts it, the awakening of the founding figure of Hungary to
inaugurate the theatre paralleled the ideals of the ‘national awakening’: ‘his theatrical awakening
could also be interpreted as an awakening of the nation by the means of theatre.”” Vorosmarty’s
work thereby aligns ‘national awakening’ with the cultivation of a native drama.

In the second scene Arpad learns Hungary’s fate since his death: the now lost Magyar
Kingdom and the successive occupations. The awakening of the founder of the Hungarian state
is presented as an interplay between the former powerful and independent Hungary and the
national awakening of the contemporary community:

Arpad: T expect to hear the most terrifying [news]: you are the last remnant of
my nation.

Poet: It is worse that you think: we became deceitful.
Arpad: ...Becoming deceitful is worse than death. ...T await the explanation

which should tell me if I should pity the nation, or deny thatis comes from my
blood... no,Ido notrecognise my people.24

2l Zoltan Imre, ‘Building a(s) Theatre: the Pesti Magyar Szinhdz in 1837 in Marcel Cornis-Pope and John Neubauer (eds.),
History of the Literary Cultures of East-Central Europe: Junctures and Disjunctures in the 19" and 20" Centuries Volume II: The
Making and Remaking of Literary Institutions (Amsterdam and Philadelphia: John Benjamins Publishing, 2004), 152.

22 Ferenc Kerényi, ‘Szinhaziigy és kulturalis érdekegyesités’ in Gyorgy Székely (ed.) Magyar Szinbdztirténet 1: 1790—1873
(Budapest: Akadémiai Kiadé, 1990), 260.

2 Imre, ‘Building a(s) Theatre: the Pestz Magyar Szinhdz in 1837, op. cit., 152.

24 Arpad: A legsz6myebbet varom hallani: Te nemzetembdl irmagtl maradtal. Kolt6: T6bb, mint gyanitod: mink
elaljasodtunk. Arpad: Oh végtelenség, mért nem rejtesz ell Igen fitl te eltalaltad a sz6t: Elaljasodni tobb, mint a hall. S
ha volna sz6, mely szellemet meg6l. Ez gyilkosabban, mint az ég haragja, Megsemmisitné létem elmeit. De sz6lj,
nyugodtan végig hallgatom A gyaszregét, hogy tudjam, szannom-e, Vagy megtagadni kelljen véremet. ... Nem, ezt a
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Vorosmarty’s use of the Arpad era and ‘national awakening’ tropes draws on Hungary’s glotious,
heroic past to legitimate the histotically-ascertained ‘right” to an independent political destiny.”
However, Arpad’s lament of the current state of oppression expresses shame: he would rather
the Hungarians had become extinct than to have lost theirindependence. The role of the theatre
as a tool through which to assert identity is established in this work through likening the
awakening of the nation through drama to a revival of former glory. Nevertheless, a
symptomatically fatalistic trope undetlies this reference to former independence.

This programmatic manifesto, however, would shift to a decidedly opera-centred
programme by its re-inauguration as the ‘National Theatre’ in 1840. The ideal of this institution
functioning as a means to educate broad audiences comprising all social strata did not succeed in
dictating the repertoire of the institution. As Krisztina Lajosi puts it, in Hungary: ‘the popularity
of opera had political consequences: it turned middle-class audiences into political crowds.”
Nevertheless, the debates which finally gave way to the dominance of opera over drama in the
repertoire of the Nemzeti S3inhaz, centred around drama theory, demonstrates how critics
conceived interpreting the national past on the contemporary stage. This discourse contextualises
Erkel’s representation of the past in his operas. During a period in which there was scant
theorising about what might constitute an original Hungarian-language opera, examining how
writers and critics framed the role and representations of Hungary’s past are crucial ideological

contexts.

ok

népet én nem ismerem. Mihaly Votsmarty Arpid ébredése scene ix, in Pal Gyulai (ed.), Virismarty Mibily Munkdi V.
Kotet: Dramai kéltemények. 2. (Budapest: Franklin-Tarsulat, 1903), 231-232.

% Imre, ‘Building a(s) Theatre: the Pestz Magyar Szinhdiz in 1837, op. cit., 152.

20 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19”-Century Hungary (Leiden: Baill, 2018), 2.
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The expanding intelligentsia class and the drive for political reform meant a larger
percentage of society engaged with shaping the future socially, politically, and culturally than
previously. Diversity of opinion in political, cultural and artistic matters is by no means
exceptional in the context of national movements, in which polemics constantly feature at the
centre of how identities form and shift.”’ However, these circumstances differentiate the
Hungarian Theatre project in Pest-Buda from other similar undertakings across the Empire. The
power of the Hungarian Diet extended only as far as Vienna allowed, yet its reach was
significantly further than power hierarchies in other regions of the Empire. Establishing cultural
institutions are at once demonstrative of the centuries-long entrenched privileged status the large
Hungarian upper strata enjoyed in the context of the Empire,” and simultaneously efforts to
mediate an inferiority complex.

Critics debated whether drama or opera should dominate the new Hungarian-language
stage, often through journals aligned with a political ideology. Discourse relating to the repertoire
thereby linked contentious issues surrounding national art with a political stance. The Board of
Theatre Directors, their official roles in the Hungarian Diet notwithstanding, were also
occasionally compromised by factors such as a mania for theatre, a demand for the entertaining
operatic repertoires found in the German City Theatre of Pest, or a romantic involvement with
the primadonnain the case of Pal Nyari.” Aesthetical divisions amongst the pro-and-anti drama
and opera personnel within the Pes#z Magyar Szinhdz, despite initially much cross-over between
both cast and genre, eventually erupted into on-stage scandals.

Despite the initial emphasis on spoken drama in the Hungarian language—the

overarching goal of establishing the institution in the first instance—opera ultimately emerged

27 Pieter M. Judson, Exclusive Revolutionaries: Liberal Politics, Social Excperience, and National Identity in the Austrian Empire, 1848 -
1914 (Ann Arbor: The University of Michigan Press, 19906), especially 29-68. See Chapter 1 for a brief overview of the
musicological literature which examine relationships between identity and critique.

28 See Chapter 2.

2 See Tibor Tallidn, Schode! Rozdlia és a hivatisos magyar operajitszds kezdetei (Budapest: Balassi Kiadd, 2015), 413, further
discussed below.
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triumphant from the ‘opera war’. The premiére of Erkel’s first opera, Bdzori Mdria on the 8
August 1840, re-inaugurated the theatre in its second incarnation as the Nemzeti S3inhdz, the
‘National Theatre’, now legally funded by the state.” This landmark in the history of the
institution, and in Hungarian-language opera, also marked the shift in the theatre’s artistic
direction. The drama advocates, passionate as their efforts were to nurture enthusiastic audiences
of spoken Hungarian theatre, were outnumbered by the large middle-class population of pre-
unified Pest-Buda accustomed to high standards of opera performances staged at the Kdnigliche
Stadtische Theater in Pesth and the Vienna theatres.

Naturally, the opera war did not emerge from a vacuum, but the new institution
exacerbated existing tensions in literary criticism. Attempts to create original works in the
Hungarian language emerged in the reform period, growing from Ferenc Kazinczy’s drive to
reform, cultivate and ultimatelyincrease the use of the Hungarian language (see Chapter 2).
Simultaneously, literary criticism became a country-wide phenomenon, and a network for debate
through which ideas surrounding the progression and function of literature and theatre, but also
political and societal progression, circulated.

The figures at the forefront of written debates—writers, poets and critics—usually also
performed roles in cultural institutions such as the Academy of Sciences (1825), the Kisfaludy
Literary Society (1831),and edited or contributed to journals, alongside official political or
administrative positions. By the opening of the Pes#i Magyar S3inhdz, alarge portion of the
directorship and theatrical personnel were already engaged with the polemics which characterised
the first decade of the Hungarian-language theatre. Aesthetic critique and ad hominen attack
amongst literary personalities intertwined. Disparaging reviews from established literary

authorities could even end one’s career, as in the case of Daniel Berzsenyi, whose vocation as a

30 Tibor Tallidn, ‘Opetnorchester in Ungarn im 18. und 19. Jahrhundert’ in Niels Mattin Jensen and Franco Piperno (eds.),
The Opera Orchestra in the 18- and 19”-Century Europe Volume 1: The Orchestra in Society Musical Life in Europe 1600-1900
Circulation, Institutions, Representations (Berlin: Berliner Wissenschafts-Verlag, 2008), 183.
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published poet was effectively thwarted with Ferenc Kélcsey’s criticism of his verses.” Ina
broader context, tensions between competing goals and nationalisms within multi-ethnic
Habsburg Hungary fuelled fears that the Hungarian identity could fall into obscurity.
Understanding discourse between competing concepts of cultural progressions demonstrates
how frustrations and anxieties surrounding ‘correct’ cultural progression inflected polemics as
the reform era progressed.

The Board of Theatre Directors officially separated the drama and opera divisions a few
weeks after the inauguration performance of the Pes# Magyar Szinhaz. This decision further
exacerbated tensions between drama and opera advocates. Pro-theatre devotees viewed opera as
potentially damaging to Hungarian literature and drama. The ‘liberals’ and ‘radicals’ were
motivated by the goals of cultivating an institution and repertoire which would improve language
facility and reach a high standard of original theatrical works. How these aspirations should be
approached, however, meant splinter groups quickly formed. The ‘liberals’ were theoretically
open to opera under suitable circumstances, whereas the group branching off as the ‘radicals’
were ardently anti-opera. J6zsef Bajza, in his capacity as editor of the journal Azhenaum and the
first director of the Pesti Magyar Szinhdz, became the figure head of the ‘liberal” camp. Together
with his colleagues, co-editors Mihaly Vorésmarty and Ferenc Toldy (since Hungarianizing his
name from Schedel), the Athenaum functioned as the liberals’ mouthpiece. In theatre historian
Ferenc Kerényi’s words, theirideology was ‘embedded in the worldview of the union of
interests”:* they sought a literary culture which would benefit society and aid Hungary’s cultural

progression.

31 See Ferenc Kolcsey ‘Berzsenyi Daniel versei” (Pest: Trattner Janos Tamas, 1816), reproduced in Ferenc Kélcsey with
commentaty by Jézsefné Szauder and Jézsef Szauder (eds.), Kolesey Ferenc dsszes miivei 1. (Budapest: Szépirodalmi
Konyvkiadé, 1960), 36.
32 Ferenc Kerényi, ‘Az operahabord’ in Laszlé F. Foldényi (ed.), Szinbdztudomanyi Sgemle 1. (Budapest: Magyar Szinhdzi
Intézet, 1978) 132-133.
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The anti-opera ‘radicals’ viewed theatre as an opportunity for political propaganda.™
Represented by the actors Gabor Kazinczy (cousin of Ferenc Kazinczy), Istvan Dobrossy,
Gabor Egressy (brother of Béni Egressy, the librettist of Erkel’s first three operas), and
dramatists Ede Szigligeti, Lajos Kuthy, and Imre Vahot, the radicals championed the concept of
mozgalomliteratiira, ‘movement literature’, theatre capable of mobilising ‘the masses’.” The radicals
viewed opera as an aristocratic genre, and therefore a corruptive force detrimental to drama.
Egressy conceived of opera as appealing to one’s sensuality, and that funnelling resources into
opera meant sactificing the goals of national art.” He attacked the directorship, then under

Gedeon Radnay, for prioritising opera based on financial factors, and asked:

How did it come to be that opera should be supported because of its large
audiences? Is it so that anything can be worthy to be supported as long as there
is a big audience?3
The radical faction also condemned musical-theatrical hybrid performances generally—
fairy-tale plays, singspieleand parodies—based on their apparently low literary value and lack of
moral instruction.” Dobrossy criticised performances of Istvan Balazs’s Isidas Matyi, a comic
singspie/ based on the familiar folktale of a wily young serf who out-foxes a cruel land-owner, as

detrimental in social terms. Despite presenting the hardships of the lower classes, the frivolity of

the genre deprives the work of a moral effect: the audience is not invited to reflect, but to ‘laugh

3 Kirisztina Lajosi, ‘Opera and Nineteenth-century Nation-Building: the (r¢)Sounding Voice of the Nation” (PhD thesis,
University of Amsterdam, 2008), 163.

3 Ferenc Kerényi, ‘A Pesti Magyar Szinhdztél a Nemzeti Szinhazig (1837-1840)" in Gyorgy Székely (ed.), Magyar
Szinhaztirténet I: 1790—1873 (Budapest: Akadémiai kiad6, 1990), 261.

% Hete Egtessy refers to plans to establish a separate opera division, which in his opinion will mean sacrificing the
potential of drama for societal progression. ‘S ha mar az opera egyiittpartolasat annyira stirgeti Radnay 1r, kar volt egy
gyakortlati tervet ehhez nem készitenie, melyben megnyugtata vala a nemzetet, hogy e vészes egyesiilés altal nem lesznek
a nemzeti térvényes célok kockaztatva, vagy éppen feldldozva.” Gabor Egressy, ‘Végszavam a drama ellenségeihez’, Anna
Szalai (ed.), Tollharcok. Irodalmi és szinhizi vitik 1830-1847 (Budapest: Szépirodalmi Konyvkiado, 1981), 494.

3 ‘Mikor szGniink meg mar valahara azon egyetlenegy nyomoru argumentumon nyargalni, hogy az operat nagy kizinsége
miatt kell partolni? Partolni mélté-e mindaz, minek nagy koézonsége van?” Gabor Egressy, “Végszavam a drama
ellenségeihez’, Szalai, bid.

37 Ferenc Kerényi, ‘Az operahdbord®’, op. cit., 118-119.
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and go home, [because] the whole thing was just a joke’.” Egressy’s article of November 1840,
‘Final words to the enemies of drama’, summartises the radicals stance. He writes ‘I attribute the
ability of nationalization and language cultivation to acting alone in the arts’.”

Gabor Egressy viewed opera as imperfect because in attempting to imitate life, a melody
will only ever be a static substitute for the natural expressiveness which comes with drama.
Therein concluding that opera is not only a ‘bastard artform’, which is unable to overcome the
idealization of art, but nothing less than the ‘lie of the theatre’, because opera presents reality as it
is not.* In line with radical ideals however, Egressy takes these arguments further than Bajza was
willing to, and states the genre is damaging to Hungary’s future. He concludes: ‘opera must
retreat from whence it descended: the concert hall, or must constitute a form of public
entertainment that is deeply separated from drama’.* Imre Vahot, editor of the Pes# Divatlap,
‘fashion Magazine of Pest’—the artistically-oriented equivalent of the political journal Pes#

Hirlap®—further attacked opera on the grounds of realism. In Vahot’s opinion, the success of

opéra comique encouraged audiences prioritising frivolous entertainment, which was damaging

3 ‘Azt akara megmutatni, hogy mint egykor egy libapasztor folkelt D6brogi ellen s megverte a nagysagoskat, tobb ember
ugy tamadhat fel a kegyetlen urak ellen s Ggy bosszulhatja meg a sanyargatast (...) De ezen erkdlesi hatastél megfoszta
magat az altal, hogy Ludas Matyit bohézatnak dolgozta fel, mert ez csak annyit latszik mondani: nevessetek egyet és
menjetek haza, az egész dolog csak tréfa volt.” Tdrsalkods, February 1841. Quoted in Ferenc Kerényi, ‘A Pesti Magyar
Szinhaztéla Nemzeti Szinhazig (1837-1840) in Gyorgy Székely, Magyar Szinhaztirténet 1: 1790—1873 (Budapest: Akadémiai
Kiadé, 1990), 280.

% ‘a nemzetiség-tetjesztés, beszédszépités képességeit egyedil a szinészetnek tulajdonitom a mivészetek kozott’, Gabor
Egressy, “Végszavam a draama ellenségeihez’, Gabor Egressy, selected and edited by Eszter Gyorgy and Ferenc Kerényi
(eds.) Egressy Gdbor vilogatott cikkei 1838-1848 Szinhaztorténeti konyvtar 11 (Budapest: Magyar Szinhazi Intézet: 1980), 24-
26.

40 ‘Szinmivészetben mar megvan a zenei elemnek természetileg szikséges mértéke, s ez: beszédink hanglejtése. Igazzal
mondhatni, hogy drimai szavalds az eszme és érzelem természetes melddidja, mely bensé allapotunkat visszhangozza. De
e melédia egyszersmind oly sajatsagos, oly eredeti, oly &izdrdlag hl és magyaraz6, melyet még eddig a mesterség hiaban
torekedett utanozni, s féldnek egy hangaszati langelméje sem érhetett még utol. Nem nevetséges bohdsag-e marmost, az
istennek tokéletesen bevégzett mavét, az emberi beszédmodot, nemesak utanozni vagy surrogalni, hanem még javitani,
szépiteni er6lkédvén, azt elrontani, nem emberivé mesterkélnil Az érzelmek természetes kifejezése modjat
természetlennel, érthetetlennel cserélni f6l, s mégis azt akarni, hogy ezen valami emberileg érdekeljen, azaz: hogy e nem embri
beszédet altalaban értsik, s hogy e nem emberi érzelemkifejezések meginditsanak! Azért & fattya kindvése a szépnek,
képtelen tdlsaga az idealizalas elvének muvészetben; egy természetlen valami, melynek a valésagban életalapja nincs; tehat
végre: szinmiivészeti hazugsig; mert az opera éneklé életet tesz fel, ami nincs’ Gabor Egressy, ‘Végszavam a drama
ellenségeihez’, Szalai, op. cit., 494-495.

4 ‘Annyi bizonyos, hogy a draima birodalmanak végre is meg kell tisztulni minden oly elemrésztSl mi oda természet és
jogszerileg nem tartozik, mi ott felesleges; kovetkez6leg vagy vissza kellend az operanak szerényen vonulnia oda, honnan
kiszarmazott, a hangversenytermekbe, vagy a draimatél egy végképp elkilonzott osztalyat teendi a népmulatsagoknak.’
Giabor Egtessy, Végszavam a drama ellenségeihez’, Szalai, op. cit., 496.

42 Established in 1841 Pesti Hirlap, was the first scientific political journal, and the most prominent publication providing
commentary for political developments in the 1840s. See Chapter 2.
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enough in itself. However, ‘forcing national heroes to sing’ would disgrace the Theatre and the
nation. Vahot writes in his pamphlet ‘Appeal: One more word on the Hungarian Theatre of
Pest’:

If we really want comedy instead of drama reflecting reality, we should fool

around with made-up characters, especially those of the kind of Fra Diavol,

Zampa, Zsobry — not with historical and especially not with national heroes. No

opera nation commits such a musical crime against its prominent figures, for

example even Mayerbeer [sic] respects his nation more than to feature one of his

own prominent figures instead of the Swedish King. My God!If one day they

would let Lajos Nagy, Maté Csak, or even Janos Hunyadi sing, and in so be

humiliated, then the national theatre, which dishonoursits nation, would deserve

to immediately collapse.3

The Honmiivész,* edited by Gabor Matray Rothkrepf®—the first director of the opera

section of the Pesti Magyar $3inhdz—enthusiastically supported establishing a Hungarian-language
theatre capable of staging opera. He suggested ways to tackle both the financial insecurity and
create competitively high opera performances and current repertoire (in relation to the Kanigliche
Stidtische Theater in Pesth) and to address the goals of the institution. This would include recruiting
singers whose mother tongue was Hungarian and who were highly skilled. Schodel was the
obvious suggestion, and throughout her decade on the Hungarian-language stage Matray was her

unfailing supporter.®

Roughly a month later, the Board of Theatre directors appointed Matray as
music director. He attempted to secure revenue by encouraging wealthy patrons to rent boxes

for complete seasons, but even those who did financially support the Pes#i Magyar Szinhaz often

4 ‘Ha ezt 2’ j6 fejedelem el6re tuda, mindjart sziletése utan elmetszette volna nyelvet, hogy inkdbb néma legyen, mint
valaha a Magyar szinpadon kiénekeljék. Tréfan kivil és beliil, ha mar csakugyan comédiazni akarunk, avalédi élet dramdja
helyett — tehat koltott személyekkel, ‘s leginkabb Fra Diavolo, Zampa, Zsobryféle haramiakkal bolondozzunk, ne pedig
ismert torténeti s féleg nemzeti hésokkel. Ily ki én kliési [sic] ki muzsikalasi vétket egy operas nemzet sem kovet el jeles
embereivel, példaul Mayerbeer [sic] is sokkal jobban tiszteli nemzetét, hogysem a svéd kirdly helyett, honosai valamelyik
jelesét tenné kottaba. Istenemre! Ha valaha még Nagy Lajost, Csak Matét, vagy éppen Hunyadi Janost engednénk a Magyar
operaba kornyikalni, meggyalazni; megérdemelné a nemzetét becstelenité nemzeti szinhaz, hogy azonnal 6sszeroskadjon.
Nem is vesszik észbe, mily biintetSleg képezi az opera koranak s embereinek legélesebb szatirajatl’ Imre Vahott, ‘Még
egy sz6zata pesti Magyar Szinhaz tigyében’ (Pest: Esztergomi k. Beimel Jézsef, 1840), reproduced in Gabor Szigethy (ed.)
Vabot Imre vilogatott szinhazi irdsai 1840-1848 Szinhaztorténeti konyvtar 12 (Budapest: Magyar Szinhazi Intézet, 1981), 30.
441833-1841.

4 1797-1875. Matray was a composer, music historian, pedagogue, writer and critic, generally regarded as a founder of
Hungarian music history.

46 Reviews praising Schodel’s performances are found regularly in the Honmiivész during her employment at the Pes# Magyar
Szinhdz and her guest appearances at the Konigliche Stidtische Theater in Pesth. See also Tallidn’s discussion of Schodel’s
reception in the Hungarian and German-language press in Tibor Tallidn, Schodel, op. cit., 373-440.
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left their boxes empty in favour of frequenting the Kinigliche Stidtische Theater in Pesth.” The fact
that the new theatre could not yet compete with the latter drove Matray’s determination to raise
the standard of opera performance which only exacerbated tensions between the artistic and
theatrical directors. The clash between Bajza and Matray eventually climaxed in articles
surrounding the on-stage ‘war’ between Schodel and Szerdahelyi.*

Though the Bajza circle were situated somewhat in the centre of the politically charged
debates by comparison with the ‘radicals’, this did not facilitate peace with his opera -loving
contemporaries. The conservative Janos Munkacsy was a Viennese informant unbeknownst to
his contemporaries. However, that his journal Hirnik was supported by Vienna made fellow
ctitics mistrustful of his agenda.” in his 1838 article ‘A Few Words About Theatre Management
and Actors’, published in the political journal Szizadunk (‘Our Century’), attacked what he
viewed as appeals to patriotism above artistic integrity. Directing his criticism at Bajza’s
management of the Pesti Magyar Szinhdz, Munkacsy wrote that patriotism is not a justifiable
means through which to secure ticket sales in Pest, especially when the German-language stage
was catering more closely to the needs of the public.” He explained satirically, quoting an

imaginary caricature of a director who addresses the empty theatre:

47 Ferenc Kerényi, ‘A Pesti Magyar Szinhdztol a Nemzeti Szinhazig (1837-1840)’ in Gyorgy Székely (ed.), Magyar
szinhaztorténet I: 1790—1873 (Budapest: Akadémiai Kiado, 1990), 264.

4 See Péter Varnai, ‘Egy magyar muzsikus a reformkorban: Matray Géabor élete és munkassiga a szabadsagharcig’ in
Bence Szabolcsi and Dénes Battha (eds.), Erke/ Ferenc és Bartik Béla emlékére Zenetudomanyi Tanulmanyok II (Budapest:
Akadémiai Kiadd, 1954), 259-261. Further discussed below. Jozsef Szerdahelyi (1804-1851), was an actor, singer
(baritone), composer (writing the stage music for Lidas Maty), translator, musician and stage director, settling in Pest,
first at the German City Theatre before the Pestz Magyar (and from 1840, Nemzeti)y Szinhiz, where he was involved with
practically every aspect of musical-theatrical production until his death. He was most well-known by the public for his
comic roles.

49 See Krisztina Lajosi, ‘Opera and Nineteenth-century Nation-Building’, op. cit., 196.

%0 ‘Menthet6 még e hazafisdg kévetelése oly k6zonségnél, mely mivészi kovetelést nem ismer; de nem igy all a dolog
Pesten. Itta k6z6nség nemesak mivészi koveteléssel bir, hanem itta magyar szinészet,a két f6varosban, konkurrencidban
all két szinészettel, mely a k6z6nség kivanatihoz simul, s melynek mind a kettének igen tgyes praktikai tapintata van, a
magyar szinészet folibe kertlni, vagy azt sakkban tartani, s magat, a hazafisagot is, minden boszorkanysag nélkil, kisértetbe
hozni; mert teszem: ma adnak a pesti német szinpadon, egy mar tan szazszor adott, de mindig szép operat, a magyar
szinhazban pedig egy santa-béna szinjatékot; holnap a német szinhazban egy csupa élettel tele parddia kertl szinpadra, a
magyarban ismét szinjaték; holnaputan a németben megint egy mééleménnyel tele opera, a magyarban pedig 4jbol ismét
szinjaték.” Janos Munkacsy, ‘Egypar sz6 a szinészetrdl és szinigazgatasrél” in Szalai, op. cit., 350.
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“Gentlemen and ladies! I did everything in my power, but the Theatre was
becoming more empty every day; Oh, patriotism, I appeal to your pocket!
Come and advocate this theatre because otherwise the nation will be lost!”
...and if the audiences’ hearts melt, and they contribute a forint, after serious
consideration he will see that he has thrown away his money to bad patriotism,
because the condition of art s this: [it needs to] deserve what it demands, not
demand whatitis not worthy for.5!

Munkécsy accused Bajza of a critical dictatorship, alongside his ‘two companions’
(Vorésmarty and Toldy), to the detriment of actually working with the actors to develop their
craftmanship.” In his rebuttal of Munkacsy’s attack entitled “The 26 lies of Munkécsy’ published
in October 1838, Bajza accused Munkacsy of basing his critiques on rumours he heard ‘in the
streets and in the cafes’, and maintained that his opponent was not qualified to discuss matters of
theatrical directorship.” Munkacsy, claimed Bajza, only makes friends with subscribers to the
journal he edits (the Rajzolatok a tirsas élet és divatvilighil, ‘images from social life and the world of
fashion’), and who champion his theatrical works (Garboncids didk of 1834, and Tiindér Ilona of

1838).” Refuting Munkacsy’s claim that he was an ‘enemy of opera’, Bajza wrote:

In actuality, I was the one who has consistently said opera was inevitably a
necessary tool to achieve the higher goals of the theatre, but simply that this
should notbeat the expense of plays, norat the expense of financial bankruptcy.
He who would want the Magyar Sinhdz to be an opera house does not
understand the whole thing. ... Not only am I not an enemy of opera, but I dare
say I did more to establish and promote it than one hundred chatterers who

51 ‘Mert mi torténik kézonségesen nalunk most? ...eléall egy igazgat6, miutdn latja, hogy a szinhdz naponkint tresedik, s
folemeli szavat a kézonséghez “Uraim és asszonyaim! én mindent elkévettem, de naponkint tresedik a szinhdz; oh,
hazafisag, a te zsebeidre apelldlok! jovel, és partold e szinhazat, mert bizony elvész a nemzet! — s ha ily szivrepesztd
felszolitasokra megindul a kézonség szive, s odaad egy forintot, komolyabb megfontolas utan ugy latja, hogy bizony
nagyon rossz hazafisigra dobta ki forintjat; mert a muvészetnek szoros foltétele: megérdemelni mit kévetel, s nem
kovetelni, mire érdemtelen’, Munkacsy Janos, ‘Egypar sz6 a szinészetrdl és szinigazgatasrél” in Szalai, op. cit., 349.

2 (*két tarsa’) Janos Munkacsy, ‘Egypar sz6 a szinészetr6l és szinigazgatastol’ in Szalai, op. cit., 351.

5 ‘Nem lehet ugyan a pesti szinésznek, ha mlvészetéhez csak egyszikranyi hajlanddsdga van is, nem tanulni, mert mire a
kritika nem oktatja, van médja azt a két német szinpadon gyakorlatbél latni, hallani és gyakorlatilag sajatjava tenni.” Janos
Munkacsy, ‘Egypar sz6 a szinészetrdl és szinigazgatastol’, bid.

5 “T'udja ez a bolcs ur, mit teszen egy szinhaznal oly mindenes igazgaténak lenni, mint én voltam? De hiszen nem elsé
eset, hogy 6 oly dologtdl tart beszédeket, melyekrél még csak fogalma sincs. ...Hogy nem az én igazgatasom alatt voltak
a szinhaznal /legnagobb rendetlenségek, erre batran fel merem hini bizonysagul az igazgatd valasztmanyt és magokat a
szinészeket, kik a dolgokat kissé jobban tudhatjak, mint az utcakon és kavéhazakban faktumokat szedegeté urak.” Jézsef
Bajza, ‘Munkacsy 26 hazusaga’, Szalai, op. cit., 356.

% ‘De Munkacsynak ezek mindig belathatatlan dolgok voltak, mert 6 a maga fejével baratsagot, ellenségeskedést és tgyet
sohasem tudott tisztan megkilonboztetni. Kitéle nézetekben, elvekben (ha volnanak valamiben elvei) kilénbozik, az neki
mindjart ellenség; neki az is ellenség, ki Rajzolatai-nak nem el6fizetSje, jo barat csak az, ki a Garaboncids didk-ot, Tiindér
Ilond-t és a Rajzolatok-at csodalja.” Jozsef Bajza, ‘Munkacsy 26 Hazusaga’, Szalai, op. cit., 357.
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proclaim themselves friends of opera, but who do nothing to benefit it, only
heckle [during performances], clap and shout vivat whether it is warranted or
not, and write meaningless praises.5

Jozsef Bajza resigned as theatrical director at the beginning of July 1838, as a direct result
of spoken theatre becoming subordinate to opera. He wrote retrospectively in his “Appeal

Concerning the Hungarian Theatre of Pest’ in September of 1839:

What nationalgoaldo wehope to achieve through Normas, Beatrices, L’elisirs—
excellent works in themselves? Cultivation of nationalism, or of language? I think
not because these operas are foreign products, alien subjects and worlds, alien
artand character, alien sounds and feelings, Italian or French or German, but by
no means Hungarian. ...no one is more delighted with skilful opera
performances than myself, but when art comes into conflict with nationality, 1
will not sacrifice nationality. I don’t need art at the expense of nationality. Let us
first becomeanation. ... Though artis a worthy pursuitin itself, when this would
hinder our nationality, we should not help, but hinder its harmful influence.5

As Tibor Tallian notes, however, the timeliness of his ‘Appeal for the Case of the
Hungarian Theatre in Pest’, was directly linked to the parliamentary discussions regarding the
Theatre scheduled for July 1839, and Bajza’s desire to influence public opinion.* This led to
Bajza’s lengthy discourse with statesman and member of the Board of Directors, Pal Nyari

concerning the financial burden of opera on the financial health of the theatre, including

6 ‘S6t, én voltam az, ki mindig mondam, hogy opera kell, hogy az elkertilhetetlentl szikséges eszk6z a szinhaz dltal elémi
szandéklott felsébb célokra, csakhogy ne a szindarabok rovasara és financialis tekintetben dgy szerkesztetve, hogy kart ne
tegyen a pénztarnak. Ki a magyar szinhazat egészen operahdzza akarna tenni, az nem érti ezen egész targyat. ...FEn nemcsak
ellensége nem vagyok az operanak, s6t merem mondani, t6bbet firadtam annak megalapitisaban és elémozditasan, mint
szaz fecsegd, ki magat opera baratjanak hirdeti, és annak hasznara egyebet nem tesz, mint hogy kutjongat, tapcsol és
éljenez, akar van helye, akar nincs, vagy siletlen dicséreteket irkal, mint Munkacsy.” Jozsef Bajza, ‘Munkacsy 26 hazusaga’,
Szalai, op. cit., 358-359.

57 ‘Mert vajon, mi orszagos célt ériink mi el ezen, bar a magok nemében jeles Normd-kkal, Beatricé-kkel, Bdjital-okkal stb.?
Nyelvet tefjesztiink-¢ vagy nemzetiséget? En azt hiszem, egyiket sem. Nemzetiséget nem, mert ezen operik mind idegen
termék, idegen targy és vildg, idegen szin és karakter, idegen hang és érzés, olasz vagy francia, vagy német, de semmi esetre
nem magyar... Senki ndlam nagyobb tisztel§je nem lehet a mdvészetnek, tinjék az fel barhol, szobraszi vagy képirdi, zene-
vagy kolt6i nemben: senki nalam jobban nem gyonyorkédhetik egy jeles és jol adott operdban, de hol a muvészet
nemzetiséggel j6 Utkozésbe, ott mindig e masodiknak fogom adni az elséséget, s nekem, megvallom, nemzetiség aran
mivészet nem kell. Mi legyiink el6bb nemzet, aztan gondolkodjunk muvészetr6l s muvészi izlésiink nemesitésérdl.
Nemzetiségiinket tgyekezzink idegen befolyas nélkil sajat magabdl kifejteni, gy lesz az majd valédi, hasonl6 a
francidhoz, angolhoz és spanyolhoz, hol az idegen is elvaltoztatja karakterét és a nemzetihez simul, és kil6nb6z6 a
némett6l, mely vilig majma. Nekink mindent ala kell rendelnink ezen f6 eszmének: nemzetiség, s mindent s igy a
muvészetet is ennek gyarapitasara hasznalnunk. Legyen bar a mivészet magaban és magaért is becses, ha az még most
nemzetiségiinket gatolna, nem segélni, hanem inkabb karos befolyasat akadalyoznunk kellene.” J6zsef Bajza, ‘Sz6zat a pesti
magyar szinhaz tgyében’, Szalai, op. cit., 418.

38 Tibor Tallidn, Schodel, ap. cit., 102-103.
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references to the strain of maintaining an expensive primadonna (Schodel, with whom Nyari was
romantically involved). Nyari argued that opera had ensured the survival of the theatre in the
crucial initial years of its opening. However, in Bajza’s view the crime of opera was not only its
costly production, which he could forgive, if it had not so far failed to promote the linguistic
Hungarianization of the Pest audiences.”

srokok

Unlike contexts where an established corpus of plays and surrounding criticism
determines what was perceived as political and by who,” when the Pes#7 Magyar S3inhaz opened,
allegorical representations of historical figures in contexts of contemporary socio-political
tensions were only becoming established. The influence from contemporary literary models
significantly impacted theorising with respect to Hungarian-language drama.

The liberals and radicals were concerned with ‘the moral effect of the theatre’,
developing national consciousness, cultivating the Hungarian language, and spreading national
culture ‘to all social strata’ (as demonstrated in the example of Vérésmarty’s Arpad ébredésé).” The
‘Athenanm Triad’ and the radicals were influenced by the classicism associated with Lessing and
Goethe; German romanticism, namely A. W. Schlegel and Tieck, and classical as well as
contemporary French dramatic repertoires, namely Victor Hugo in relation to the latter.” The

radicals were ardently pro-Shakespeare, and also adopted the ‘organicism’ ideals developed by

% He writes that opera is a universal language, and as such it is unable to cultivate the Hungarian language. See J6zsef
Bajza, ‘Szézat a pesti magyar szinhdz tgyében’ in Szalai op. cit., 418. Tallian discusses Bajza’s argument, that opera is a
universal language, and as such unable to cultivate te Hungarian language: ‘Frvelésiikb6l kihangzott a féltékenység és
frusztracié: az operanak nem az volt a f6blne, hogy sokba keriilt, hanem, hogy vonzotta a k6z6nséget. Ha kisebb
mértékben is, mint hivei hirdették, de joval nagyobb mértékben, mint ellenfelei éllitottak — mindenesetre nagyobb
mértékben, mint a drama. Készséggel akceptaljuk Bajza és kdre érveit: az opera, ahogyan az 1830-as évek végének Magyar
Szinhazaban (és még sokaig kés6bb) muvelték, nyelvileg nem mozditotta el6 a pesti k6z6nség magyarosodasat.” Tibor
Tallian, ‘Schodel Rozalia és a hivatisos Magyar operajatszas kezdetei’ (Akadémiai doktori értekezés, Budapest, 2011), 103.
% For example, scholars such as McGeary have been able to patently clarify contemporary understandings. As he puts it:
‘We need notbe paralyzed trying to ascertain whether an Italian opera was political or topical and whether modern politi cal
interpretations are plausible and historical. There is a wide range of seventeenth- and eighteenth-century plays and
allegorical narratives in partisan periodicals that were recognized in their time as topical and political, from which we can
detive criteria for assessing whether an opera was intended as, has the features of, or was received as political.” Thomas
McGeary, The Politics of Opera in Handel’s Britain (Cambridge: Cambridge University Press, 2013), 25.

o1 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19”-Century Hungary (Leiden: Buill, 2018), 38.

62 Ferenc Kerényi, ‘Az operahdbor®’, op. cit., 135.
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figures such as Schlegel, Lessing and Tieck (who identified the organicismideals in Shakespeare’s
works).” They asserted that Hungarian drama should be boldly original.* Shakespeate’s works
were both widely performed, and influential models. This repertoire had been performed in
Hungarian translations since the eighteenth century,” and were adopted enthusiastically by the
liberals and radicals in the reform period. Prominent literary figures translated these works
including Vérosmarty, Petéfi and Janos Arany,* and this repertoire informed theorising how
historical figures and events should be presented on the stage. Gabor Egressy championed works
such as Coriolanus (1605-1608) (the title-role of which became one of his most celebrated roles),
which foreground politics, specifically, ‘aristocratic arrogance, anti-popularism, the relationship
between the great individual and the populous”.”’

Imre Henszlmann, an academic of several hats including literary criticism, championed
Shakespeare’s works and German models over French. Citing Hugo and Scribe amongst his
examples, Henszlmann complained that stereotypes and trends were so entrenched in French
literature, that there was a lack of authenticity, and therein, scant opportunity for originality. *
Joézsef E6tvos, writer and champion of social equality in the upper chamber of the Diet,

fundamentally disagreed. He wrote in 1837 that Hugo used art to promote public interests of his

03 See Lajosi, Staging the Nation, op. cit., 38-39.

64 See Miklés Dolinszky, ‘Trodalmi el6zmények’, in Gupeso, Agnes (ed.), Szikrit dobott a nemzet szivébe: Erkel Ferenc hirom
operdja Batori Maria — Hunyadi Laszl6 — Bank ban. Szivegkinyvek, tanulmanyok (Budapest: Rozsavolgyi és Tarsa, 2011), 143-
144.

5 Shakespeare’s works were frequently adapted to Hungarian historical settings prior to the reform era. See Robert K.
Sarlos, ‘Hungary’ in John Gassner and Edward Quinn (eds.), The Reader’s Encyclopaedia of World Drama (Devon: Dover,
2002), 439.

0 See Alice Freifeld, Nationalism and the Crowd in Liberal Hungary, 1848-1914 (Baltimore: Johns Hopkins University Press,
2000), 33.

67 ‘Arisztokrata gég, népellenesség, a nagy egyéniség és a tomeg viszonya — a reformkor kozéletének és kozéleti
mivészetének ismétl6do témai ezek’. Julia Paraizs, ““Tablabirdi jellemt leczkék” Egressy Gabor és Kossuth Lajos vitaja
az 1842-es Coriolanus-bemutatd tikrében’, Irodalomtirtineti kiglemények, Vol.119, No.1 (2015), 109-110. Shakespeare’s
Coriolanns was first performed at the Nemzeti Szinbdz on 25 January, 1842 (the fifth Shakespeare work in the repertoire at
this point), a benefit piece for Gabor Egressy. It was initially performed in a translation from the German by Egressy and
Dobrossy, later a translation from the English by V6résmarty followed.

08 Imre Henszlmann, ‘Dramai jellemek’, Regéld, 1842, 76-80, ‘Az Gjabb francia szinkdltészet és annak karos befolyasa a
miénkre” Regéld 1842, 247-246, reproduced in Szalai, op. cit., 589-590. See also Tamas Bécsy, ‘Az eurépai romantikus drama
— &és szinhazfelfogas hatasa a magyar fejlédésre’ in Gyorgy Székely (ed.), Magyar Szinhiztorténet 1: 1790—-1873 (Budapest:
Akadémiai Kiadé, 1990), 248.
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own people, just as Shakespeare had in Britain.” Sindor Vachott (brother of Imre Vahot),
engaged in Pest-Buda’s literary life, involved in the Academy of Sciences and the Kisfauldy
Society (and future secretary to Lajos Kossuth’s revolutionary government), argued that
obsession with dramatic effect on the stage placed Hungarian literature in jeopardy. Citing
Lessing’s Nathan der Weise (performed in Hungarian as Biles Ndthan) published in 1779, Vachott
writes that a lack of lively affect should not determine the quality of the work.” He writes that

‘the stage must always be a tool, but the goal lies in the play itself,” concluding:

Dramatists in our time focus on the stage and not on craftmanship. As long as
this is the case and as long as they view the stage as the place of judgement, their
wortks could only lay claim to be on stage, not to possess inner value.”

The relationship between earthly trespasses and society were central to understandings of
tragedy in Hungaty.” Critics frequently related the roles of tragedy, national fate and histotical
heroes in discourse surrounding the morally instructive function of the theatre in the opening
years of the Pesti Magyar Szinhdz. Such interpretations were broadly symptomatic of the period, in
alignment with nineteenth century poetics: ‘heroes do not act independently, but on the orders
of higher powers and pre-destined fates.””* The ‘national apocalyptic tradition” in Hungatian

literature incorporated this heroism principle into specific trespasses in which historical sins

relate to injustices of fate.” Historical figures became incorporated into cyclic representations of

0 Jozsef E6tvos, ‘Hugo Victor mint dramai k6lt6” in Mérta Mezei (ed.), Edtvis [dzsef kultiira és nevelés EGtvos Jozsef Mivei
(Budapest: Magyar Helikon, 1976), 42.

70 Szalai, op. cit., 589-590.

7 ‘Szinpadnak mindenkor csak eszkozil kell tekintetnie — a cél magdban a szinmiben rejtezik.” Sindor Vachott, ‘A szini
hatas mint dramai becsmérték’, Szalai, op. ciz., 234.

72 ‘Dramakolték korunkban nagyobbara szinpadnak s nem a literatiranak dolgoznak. Mig ez tart s itélGszékil tekintendik
s szinpadot, miveik csak szre lehetnek becsesek, nem bensé értékre is egyszersmind.” Sindor Vachott, ‘A szini hatas
mint dramai becsmérték’, Azhenaenns, 1838, Szalai, ap. cit., 234.

73 Bécsy, op. cit., 244.

74 ‘az eposzban a XIX. szazadi poétikdk szerinta h6s6k nem 6nalléan cselekszenek, hanem felsébb hatalmak megbizasabdl
és egy cleve elrendelt sorsot betoltends.” Péter Davidhazi, ‘Kétségben apokalipszis és feltamadas k6z6tt (A nemzethalal
vorésmartys latomasa Toldy irodalomtérténetében’, Alfild, Vol.53, No.1 (2002), 50.

75 ibid.
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‘sinful” history. The shift from ‘individual guilt’ to ‘collective guilt’ meant the ‘narrowing of a
one-time universal apocalypse’ (Christian eschatology), to ‘a fear of Hungatian nation-death’.”
Toldy offers the examples of Rakéczi, Arpad, the Hunyadis, and Zrinyi:” figures whose
deeds centred around founding or defending the nation, and yet whose lives became defeat
narratives. In 1836, Vorosmarty’s Szdzar urges that if an apocalypse belies the Hungarians, they
must meet it stoically.” In political rhetotic, Kossuth published political calls to arms through
language littered with references to ‘eternal law’,” the Hungatian ‘curse’,* and the ‘Day of
Judgement’.” The sinful conduct of historical figures was understood as reverberating
throughout the centuries, leading to a contemporary politically oppressed context vulnerable to
‘nation death’, and had repercussions in drama. The inheritance of divine wrath and punishment
were incorporated into newer ideological currents which related individuals to society, and in
turn, to collective fate. Ferenc Kolcsey understood a cyclic ‘socio-historical’ (#drsadalmi-torténelnni)
interpretation as rooted in the Hungatian people: he viewed ‘fate’ and society as indivisible.*
Characteristically for the liberal literary faction, concerned with a piece’s universality,*

Vorosmarty condemned the protagonist of Laszl6 Teleki’s Kegyene (1841),a play based on

Petronius Maximus. He contended that the protagonists’ actions could not be forgiven under the

76 ‘Amint a kozépkori lélek az egyéni blntudatot kollektiv blintudattd, az egyéni haldlt k6z6sségi haldlld, egyetemes és
egyszeri pusztulassa szélesitette, ugy a magyar lélek a kollektiv buntudatot magyar buntudatta avatja s az egyetemes halal
veszedelmét magyar nemzethaldl-félelemmé  szkiti.” Jozsef Isak, Nemzethaldl-félelem a régi magyar koltészetben Erdélyi
tudomanyos flizetek 204 (Kolozsvar: Erdélyi Muzeum-Egyestilet, 1947), 9.

77 Ferenc Toldy, Végsz6 az eposzi s dramai korr6l és dramai literatarankrol’, reproduced in Szalai, op. cit., 341.

78 See Chapter 2 for an outline of the nemzethaldl tradition in reform-era Hungary.

7 ‘Az 616kkéval6 isten nem egyes csodakban, hanem dtalanos torvényekben nyilatkozik. Isten 616k torvénye, hogy a ki
magat elhagyja, azaz istentél is elhagyatik. Orok torvény, hogy a ki magan segit, azt az isten is megsegiti. Isten torvénye,
hogy a hitszegés végeredményben maga magat biinteti meg. Isten térvénye, hogya ki a hitszegésnek, az igazsagtalansagnak
szolgil, az igazsagnak diadalat késziti el6 akaratlanul.” Lajos Kossuth, Kossuth Hirlapja, 19 September 1848, 313.

80 ‘A magyarnak tehat most csak két teendGje van. Egyik: feldllani tomegben a haza foldét megszallott ellenség
agyonnyomasara. — A masik: “emlékezni.” Ha a magyar a kettét nem teszi ...akkor a magyar olly istentdl elatkozott nép,
mellytSl a levegé meg fogja tagadni éltetS erejét, mellynek kezei alatt a televény buzaféld sivatag homokka fog valtozni,
mellynek kézelitésekor kiaszik a szomjat enyhité forrds, ki hontalandl bujdosandik a féldhatan, ki hidban kérendi az
irgalomtdl az alamizsnanak szaraz kenyerét, kit alamizsna helyett arczul csapand az idegen faj, melly 6t sajat hazajaban
vandor koldussa teendi, kit mint a gazdatlan ebet, bintetlentl verend agyon barmelly gazember; ollyannd lesz, mint a
bélpoklos, kit minden ember kerill, mint az indus paria, kire az ebeket uszitjak.” ibid.

81 ‘oyiiljon Gssze az egész magyar nép, mint Gsszegyilend {télet napjakor a feltimadott emberiség’ zbid.

82 Tamas Bécsy, ‘Az eurépai romantikus drama- és szinhazfelfogas hatdsa a magyar fejlédésre’, in Gydrgy Székely (ed.),
Magyar Szinhaztirténet 1: 1790—1873 (Budapest: Akadémiai Kiad6, 1990), 245.

83 Dolinszky, ‘Trodalmi el6zmények’, op. cit., 144-145.
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laws common to mankind.* Grappling with external forces whilst maintaining virtuous traits was
ctitical to reconciling the individual with society.® If a ‘bad’ character does not possess basic
redeeming qualities, then, in Vérésmarty’s view, ‘we feel no pity’, but further, we ‘become afraid
of the triumph of a sinful power’.* If a character who retains redeeming qualities commits sins, it
is not frightful in the way it is for an inherently bad character in a powerful position. In Teleki’s
depiction, Petronius Maximus is vengeful, and therein his impulsive actions stem from sin, not
from a virtuous passion, such as love or justice.” In Vérosmarty’s view, a historical figure can
only be reconciled with society if his hubris stems from virtue.

Literary influences were linked to morality in these polemics. Regarding appropriate
influences on which to model Hungarian literature meant the merits of German or French
models became linked the state of literary culture to societal progression and political ideology.
These ideas form crucial backdrops to understanding Erkel’s use of Hungarian history in Bdtori
Miria and Hunyadi L aszlé. These theoretical contexts facilitate interpreting what otherwise appear
to be paradoxical uses of history or curiosities as works deeply intrenched in contemporary self-
identities mediated through the past and concerned with the future. The crossover between
artistic matters and politics was rooted in anxieties for the future of art, language and culture. For
pro-theatre camps, nurturing the international operatic genre and repertoire would have grave
repercussions for national art, and nurturing original drama would be a guard against national
obscurity. In this context, it is clear why the liberals and radicals felt so threatened by Erkel and
Schodel’s successes in operatic performances at the Pes#z Magyar Szinhaz: an institution conceived
for cultivating Hungarian-language drama.

Though the liberals and radicals railed against opera as an elitist genre, as opposed to

their goals of uniting and educating a stratified society, it was ultimately Erkel’s operas which

84 Mihaly Vorosmarty “Teleki Laszl6 kegyenczérSl’ in Pal Gyulai (ed.), Vardsmarty Mibdly munkdi V1. Kétet: Dramaturgiai
lapok (Budapest: Franklin-Tarsulat, 1904), 76.

85 Bécsy, op. cit., 255.

86 Bécsy, op. cit., 256.

87 7bid.
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proved widespread, enduring works drawn from Hungarian history whilst appealing to large
(socially) diverse audiences. The following section outlines the repertoire and representation of
the audience in Pest-Buda, demonstrating the demand for drama and opera, and illuminating the

repertoires with which Erkel was familiar with as he broached composing his own operas.

Pest-Buda Audiences and Repertoires

In nineteenth-century multi-lingual Pest-Buda, musical-theatrical institutions were
defined largely by language, although the repertoire of the Kanzgliche Stidtische Theater in Pesth was
less linguistically rigid than its newer Hungarian counterpart. German-language theatre enjoyed a
continuous tradition in Pest since 1774,% based originally at the ‘Rondella’ theatre located on the
Danube. The German theatre was taken over temporarily by the Hungarian travelling troupe,
when the Kinigliche Stidtische Theater in Pesth, Pest City German Theatre, opened in 1812.% The
‘German’ theatre staged plays—sometimes even performed in Hungarian—szngspiele, and a
frequent and varied opera repertoire, including French Grand opera and Opéra comique, in the
reform period.” Rossini was the most frequently performed Italian composer at the German-
language institution: between 1820 and 1840 the most frequently performed Rossini pieces were
staged upwards of ninety times.”" Donizetti and Bellini” were also relatively frequently staged. Of

Mozart’s stage works, Don Juan and Zauberflote were performed more than 100 and 90 times

8 In the final decade of the eighteenth century, Salieri, Paisiello, Dittersdorf and Mozart operas were the most frequently
petformed repertoire in Pest. See Pandi Marianne, Hangdszati mmnlatsdagok: A 19. szdizad magyar zenei élete a kritikdk tikrében
(Budapest: Magus Kiadé, 2001), 11.

8 Mihédly Cenner, ‘Etkel Ferenc a Pesti Varosi (Német) Szinhazban’, in Ferenc Bénis (ed.), Erke/ Ferencril és kordrdl
(Budapest: Puski Kiadd, 1995), 39.

% Cennet, op. cit., 39-41. From Auber, the following works were staged by the mid 1840s (number of performances are
stated in brackets): Gustave I (42), La fiancée (17), Le serment (8), Fra Diavolo (47), La magon (20) and La muette di Portici (57).
Meyerbeer’s Les Huguenots (27), and Robert le diable (59), Boieldieu’s Jean de Paris (114), La dame blanche (55) were staged
alongside Dalayrac’s Les deux mots (33), Méhul’s Joseph (72), Halévy’s La juive (41), Guido et Ginevra (16), Hérold’s Zampa
(53), and Adam’s Le Postillon de Lonjumean (15). Barna, ‘Erkel Ferenc els6 operal’, op. cit., 188.

91'The most frequently performed Rossini operas were I/ Barbiere di Sivigla (staged 96 times), Otello (81), La cenerentola (47),
and Tancred;, (89). Barna, op. cit., 187.

92 [ elisir d'amore was performed 48 times, and Belisario 28 times between 1838 and 1846, amongst single-digit runs of Anna
Bolena in the 1830s, Lucia di Lammermoor in 1840, and 1/ furioso all'isola di San Domingo, performed five times between 1836
and 1844. Beatrice di Tenda was staged a dozen times between 1822 and 1838. Between the early 1830s and mid 1840s, I«
Straniera, 1 Capuleti ¢ I Montecchi, La Sonnambula, Norma and I Puritani were performed 23, 56, 49, 91, and 26 times
respectively. Barna, 7bid.
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respectively in the first half of the nineteenth century. Die Entfiibrung ans dem Serail, La Clemenza di
Tito, Beethoven’s Fidelio, Sphot’s Faust, and Weber’s Der Freischiit, Oberon and Preciosa were also
relatively successful pieces in the repertoire of the Kdnzgliche Stidtische Theater in the reform
period.”

In 1787, the Budai 1drszinhaz, Buda Castle Theatre, was constructed from a Carmelite
Church upon the request of Joseph II. With a capacity of 1200, intended for entertaining officials
relocated from Pozsony (Bratislava) to Buda,” the theatre also catered to the large middle-class
population of the twin cities alongside the aristocracy. The Hungarian troupe first set up at the
Varszinhdz in Buda in 1833. Quickly realising financial stability involved successfully competing
with the Kdnigliche Stidtische Theater in Pesth, the season of 1834 set out with the goal of
performing an updated and musically-orientated repertoire. However, practical limitations
including scant available musical forces meant the [drszinhdz largely continued the practices of
the travelling troupe.” The repertoite comprised a vatiety of translated foreign plays as well as
Hungarian-language works, adapted and translated Viennese szngspiele and emulations by local
composers performed with musical inserts including opera arias, other sung pieces such as
laments and ballads, and verbunkos interludes or dances.” The practice of translating Viennese
singspiele was established already in Pest-Buda in the late eighteenth century, namely by Laszl6
Kelemen’s travelling theatre troupe company, based in the twin cities between 1790 and 1796.”
Italian, French and German operas were also performed in Hungarian translations, altered to fit
the abilities of the cast and with recitative usually substituted for spoken dialogue. ™ In general,
musicians frequently worked between the Pest-Buda theatres as required, and stationed military

bands were often also hired for particular performances. Once the Pes#z Magyar Szinhdz opened,

93 Barna, op. cit., 188.

9 Edit Malyuszné Csaszar, ‘A Német szinészet hazankban’ in Gyorgy Székely (ed.) Magyar szinbdztorténet 1: 1790—187 3
(Budapest: Akadémiai kiad6, 1990), 36.

% Gurmai, op. ¢it., 90.

% Ferenc Kerényi, ‘Magyar szinészet Pest-Budan (1790-1796)" in Gyorgy Székely (ed.), Magyar szinhaztirténet 1: 1790—187 3
(Budapest: Akadémiai Kiadd, 1990), 76.

97 Kerényi, op. cit., 76.

98 See Gurmai, op. c¢it., 89-100.
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military bands, when available and when finances allowed, were frequently hired to perform
operatic banda scenes.”

The Hungarian troupe’s performance initiating their semi-permanent rental of the
Vrszinhdz on 23 March 1834, provides an impression of the nature of the mixed programs in
the ensuing years. The evening included overtures by Hungarian composers Jozsef Heinisch and
Gyorgy Arnold, followed by sung pieces from Mercadante’s E/isa e Clandio (1821) (Eliza és
Claudio)," Rossini’s Tancredi (1813) (Tankréd),a play by Karoly Kisfauldi (Kenzényi Simon (1820))
and the Arnold-Heinisch collaboration, Mdtyds kirily valasztasa, “The Election of King Matthias’
(1829)."" The first opera season, however, was only attempted in 1835. In April, the troupe
staged Rossini’s I/ barbiere di Sivigliain a Hungarian translation under Erkel’s baton: his
conducting debut in Pest-Buda. In November, they performed Webet’s Der Freischiitz in a
translation by Jozsef Szerdahelyi (future theatrical director of the Newzeti S3inhdz) who
performed the role of Caspar (Gaspar), alongside acclaimed actor-singers who formed the core
of the theatrical staff at the opening of the Pes#z Magyar Szinhaz. Jozsef Erkel, Ferenc Erkel’s
younger brother, performed the role of Ottokar (Ottokar), R6za Déryné Széppataki,"” Hungary’s
first widely-acknowledged primadonna, starred as Agathe (Agatha), Marton Lendvay (who later
starred as Arpad in the premiere of Arpad ébrédese on the opening night of the Pesti Magyar
Szinhaz) performed the role of Max, alongside Béni Egressy as Kilian (Kilidn). By the end of the
year, as Erkel prepared for his new post as second conductor at the Konigliche Stidtische Theater in

Pesth, he had also led performances of Rossini’s Tancredi, Cherubini’s Les denx journées (Pirisi

9 Gurmai, op. cit., 96, see also Tallidn, Schodel, op. cit., 71. Etkel also used on-stage banda in his pre-revolution operas
(discussed in the following chapters).

100 Hungarian versions of opera titles are presented in brackets when first mentioned. Subsequently, I use the original

title, though performances of foreign-language operas and other musical and dramatic pieces wete staged in Hungatian

translations at the VVarsginhdz and the Pesti Magyar Szinhaz.

101 Gurmai, gp. cit., 94.

102.1793-1872, born Rozdlia Schenbach in Jaszberény in 1793 and living until 1872, she later became known as Réza
Déryné Széppataki. Déryné found acclaim as both a dramatic actress and opera singer, performing with travelling theatre
troupes in theatres across former greater Hungary. She was particularly noted for her roles in Rossini operas and as the
title role in Bellini’s Norma. Péter Varnai, Operalexikon (Budapest: Zenemikiadé, 1975), 87.
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vizhordd), Auber’s Fra Diavolo, Boieldieu’s Jean de Paris (Pdrizsi Janos), Hérolds Zampa, Weber’s
Preciosa, Mercadante’s Elisa e Clandio and J6zsef Ruzitska’s Béla futisa at the Virsginhaz."”

The relationship between audience demographic and genre in Hungarian-language
performance is demonstrated already in the discrepancy between the Varsginhaz directors,
Andras Fay and Gabor Dobrentei. The latter aspired to nurture audiences comprised of
aristocrats and the German-speaking population of Buda and Pest by means of programs
consisting of songs and dances. Fay, by contrast, sought revenue through staging original
Hungarian-language prose drama.'” The sales for Rossini’s Tancredi and I/ barbiere di Siviglia and
two original pieces by Hungarian authors (plays by Kisfaludi and Munkacsy) competed in
popularity. Whatis clearis that the cheaper ground floor tickets—soldiers, students and the
intelligentsia class—proved popular for the local pieces, and these affordable ticket sales dipped
for Tancredi."” Audience patterns which demonstrate the interest from lower strata in the local
lighter genres and generally large sales for operas across the board would continue with the

opening of the Pesti Magyar Szinhaz.

Dérnyé’s departure from Buda in November, and the logistical difficulties the audience had

to endure in reaching the theatre during the winter months, made the financial stability of the
theatre trying, and the troupe essentially disbanded in April 1837." Erkel accepted a post as
second conductor at the Kanigliche Stidtische Theater in Pesth. This important though brief role
provided the opportunity to conduct a substantial and contemporary operatic repertoire with

highly trained singers."” During Etkel’s ‘German’ seasons the repertoire at the institution was

103 See Németh, gp. cit., 56-60.

104 Ferenc Kerényi, ‘Az operahdbord’, op. cit., 112.

105 Kerényi, op. cit., 113.

106 See Ferenc Kerényi, ‘A Pesti Magyar Szinhaz épitése és megszervezése’, op. cit., 230.

107 In April 1836 he conducted Marianna Ernst from the Hofoperntheater, and in May, and Henriette Carl (1802-1890)
was the ‘star’ guest at the German Theatre between 1835-1850, with performances in Norwa, I/ barbiere di Siviglia, and

Tancredi. Cenner, op. cit., 43. See also Varnai, op. ¢it., 61.
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dominated by Italian composers. Rossini,"” Bellini'” as well as Auber'’ were the most frequently
performed composers, alongside a vatiety of contemporary composers and older pieces. ™"
Although conductors were not specified on the playbills at this time, Amadé Németh estimates
that of the two hundred and ten opera performances during Erkel’s employment, Erkel
conducted between half and two-thirds (the remainder by first conductot, Johann Grill).™?

In the opening years of the Pes#i Magyar Szinhaz, the program consisted of both inherited
pieces from the travelling troupe performed at the [drsginhdzand attempts to update the
repertoire and conquer new operatic sub-genres. The first opera performances, conducted by
Heinisch in the months before Erkel’s contract, were I/ barbiere di Siviglia on the 29 August,
Dalayrac’s Deux mots (Két s30) on the 10 September, Hérold’s Zampa on the 30 September, and
two Bellini #ragedia lirici premiered: Norma (1831) on 28 October (starring Déryné in the title-
role), repeated two days later (starring Schodel), and I Capuleti e i Montecchi (1830) featuring both
leading ladies as the star-crossed couple. Excerpts of La straniera were performed on the 21
December, and the full work on the 6 January 1838.""

Alongside Etkel’s post at the Pesti Magyar $zinhdz came his authority to shape performance

practice. During the opening season of 1837, orchestral forces were still modest, though

improved from the conditions of the 1drszinkiz, and Erkel quickly hired a succession of

108 Rossini’s I/ barbiere di Siviglia eleven times, Guillanme Tell (Tell Vilmos) nine times, five performances each of Ozello
(Othello), Tancredi, and Semiramide (S zemiramisz), and one performance of La Cenerentola (Hamupipike) and Le sicge de Corinthe
(Korinthosz, ostroma).

109 23 performances of Norwa, twelve of La sonnambula (Az alvajird), nine of I Capuleti ¢ i Montecchi (Montecchi és Capuletti),
seven of I puritani (A puritanok), four of La straniera (Ag ismeretlen nd),and two I/ pirata (A kaldz).

110 23 performances of Auber’s Gustave 111 (Bdl &), cight of La muette de Portici (A portici néma), four of Fra Diavolo, La fiancée
(A menyasszomy), Lestocq, ou Llintrigne et lamonr (A lestock) twice, and La Neige, ou Le nouvel Eginhard (A hd) twice.

W Donizetti’s 1/ furioso all'isola di San Domingo (A St. Domingdi driil) was performed once, as was Paét’s Camilla, and
Spontini’s Ia vestale (VVeszta sziize). Catlo Coccia’s Cateina di Guise (Catharina di Guise) was performed twice, Chélard’s
Macbeth three times, Halévy’s La Juive (Zsidénd) fourteen times, Meyerbeer’s Robert le diable (Ordig Réberd) six times, Hérold’s
Zampa six times, Boieldieuw’s Jean de Paris four times, and La dame blanche (A febér nd) twice, Adam’s Le Postillon de Ionjumean
(A longjumeani postakocsis) four times, Méhul’s Le Trésor suppose, ou le danger d'écouter aux portes (Kineskeresd) once, Grétry’s
Raoul barbe-blen (A kékszakdllii herceg) once, Gornis Gasparo once, and Cherubini’s Lodviska once. Mozart Don Giovanni (Don
Juan) was performed seven times, Beethoven’s Fidelio twice, Webet’s Der Freischiitz (Biivds vaddsg) seven times, and Preciosa
once, Spohr’s Faust once, Wenzel Miller’s Die Schwestern von Prag (Prigai névérek) once and Das nene Sonntagskind (Uj
szerencsefia) once. Németh, op. ¢it., 62-63.

12 Németh, op. cit., 64.

113 Németh, op. cit., 65.
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musicians to expand and improve the orchestra to the capabilities of contemporary operatic
repertoires.'* In the following year, further Bellini #ragedia lirici premiered: Beatrice di Tenda (1833)
(as the Pest-Buda premicre ahead of the Kanigliche Stidtische Theater in Pesth) as well as Spontini’s
La Vestale (1807),and two comedies: Aubet’s Fra Diavolo (1830) and Donizetti’s L e/isir d’amore
(Szerelmi bajital) (1832). Ruzitska’s Béla futdsa, (1822, first performed in Buda and Pestin 18206)
was staged, alongside Webet’s Der Freischiitz, and another revival of Hérold’s opéras comiques: Marie
(1820). In total, between the end of August 1837 and the end of 1838, there were eighty opera
petformances.'”

In 1839, Mozart’s Don Giovanni (1787), and an adapted version of Hennenberg’s
Viennese singspiel Die Zaubertrommel (Csorgdsipka) were introduced to the repertoire. The first
Hungarian comic opera, Cse/, ‘Ruse’ by Andras Bartay, premiered at the end of April, initially
attracting large audiences (a general trend for local comic musical-theatrical hybrid pieces),
though did not prove a lasting success (the work is lost, though a verbunkos number and Adagio

survive through Etkel’s published piano variations).""

A handful of Hungarian-language
premicres of works by foreign composers also featured in 1839. A four-act version of
Mercadante’s 1/ giuramento (Eskii) (1837), first performed on the 12 January, orchestrated from a
vocal reduction score by Erkel and concertmaster Kirchlehner'” featured on the programme,
alongside Auber’s Gustave 111 (Bdl ¢)), and Beethoven’s Fidelio. Aubet’s piece,in a translation by
Szerdahelyi, was a particular success, as was Fide/io for musical as well as extra-musical reasons.

As Németh notes, the latter was the first major ‘test’ of the institution, in which the German

press and audiences from the Kanigliche Stidtische Theaterin Pesth would place the young institution

114 In the opening year of the Magyar Szinhiz, the instrumentalists employed were listed as follows: four each of first and
second violins, two violas, four cello and contrabass (two each, or doubled), three flutes, two clarinets, one oboe, two
bassoons, two horns, two trumpets and one percussion. The orchestra expanded modestly but steadily in the following
years, to 46 total instrumentalists by 1867. Tallidn, ‘Opernorchester’, op. ¢it., 180-181; 193.

115 Németh, ap. cit., 66.

116 See Katalin Szacsvai Kim, ‘Az Erkel-mthely. K6z6s munka Erkel Ferenc szinpadi maveiben (1840-1857)" (Doctoral
Dissertation, Liszt Ferenc Zenemuvészeti Egyetem, 2012), 23-28.

17 See Martin Elek, ‘Mercadante 1/ ginramento ciml operaja a Nemzeti Szinhazban. Betekintés az intézmény 19. szazadi
el6adéi gyakorlatdba’ (MA Thesis, Liszt Ferenc Zenemivészeti Egyetem, 2019), 18.
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under scrutiny."”® Three Donizetti works starring Schodel brought success by contrast with
Mozart’s Don Giovanni. Gemma di 1ergy (1834) again superseded the Kdinigliche Stiidtische Theater as
the Pest-Buda premicre, alongside two further Donizetti staging’s: one tragedy, Lucrezia Borgia
(1833), and an eatlier buffa: I/ borgomastro di Saardam (A saardami polgarmester) (1827)."" The
Donizetti tragedies, as Tallian puts it, were the two ‘monsters’ through which Schodel wanted to
prove herself as a powerful tragic heroine,” and likely influenced Erkel’s first opera (see Chapter
4). In total, of the ninety opera performances at the Pes#i Magyar Sinhdz in 1839, a similar
distribution of the repertoire amongst Italian, French, German and local composers continued.
There were sixty performances of Italian works, twenty-three French, nine German, and two
Hungarian.

At this point in the Theatre’s history, material factors largely dictated the operatic
repertoire: the materials for the operas performed until the beginning of 1838 were inherited
from Miklés Udvarhelyi’s' collection and from those in Schodel’s possession. When Heinisch
passed away on the 7 November 1840, the theatre inherited his collection of scores and
performance materials.'” Otherwise, scores were often ordered from the agent Franz Holding in
Vienna, which were then translated from German into Hungarian (regardless of the work’s
original language). The archival material also shows cases where conducting scores, piano scores,
libretti and later also staging manuals were ordered directly from Ricordi in Milan. '*
Contemporary operas also sometimes came to the theatre by way of singers acting as ‘agents’.
Schodel brought from Vienna five Donizetti operas in eatly 1839: Otto Mesi in due ore, ossia Gli

esiliati in Siberia (INyole honap két draban, avagy a szibériai menefkiilte) (1827), 1/ borgomastro di Saardam,

118 Németh, op. cit., 66.

119 Gbid.

120 Tallian, Schodel, op. cit., 380.

121 Udvathelyi (1792-1864) was an actor (as a singer, a bass) who had touted Hungatry and spent time at the Kolozsvar
Theatre before joining the Nemzeti Szinhaiz.

122 Német, op. cit., 05.

123 Tibor Tallidn, ‘Opetnorchestet’; gp. cit., 205.
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Gianni di Calais (Calais-i Janos) (1828), Marino Faliero (1835), and Roberto Deverenx (Deverenx Rdber?)
(1837)."*

In 1839, the second full year of the Magyar Szinhaz, ticket sales illuminate ‘where the
opera and drama parties are located in the auditorium.”'® Drama, whether Shakespeare, pieces
from German classicism, internationally popular contemporary French pieces, or original
Hungarian-language works do not match the operatic successes frequented by the aristocracy,
county and public officials, and their spouses. However, the new aspect of audience competition
is the sustained presence of a civic audience, the pe#it bourgeoise (kispolgarsdg) and students.
Statistically, it is clear the latter group generally favoured fairy tale plays (#indérbohoza?) over other
musical genres, but that for spoken theatre (whether foreign translations or Hungarian-language
works) the gallery was always fuller than at any other time. For example, Thern-Gaal’s fairytale
play A peleskei notarius, “The Notary of Peleske’ was sold out in October of 1838, whereas Lajos
Juthy’s tragic play Fejér és Fekete, “White and Black’ barely filled a quarter of the available capacity.
Shakespeare’s Hamlet filled less than a third, and Dumas’s tragic play Ca/igula (1838) sold well by
comparison with drama audiences, but still less than half of the theatre’s capacity. The expensive
seats for the aristocratic audiences demonstrate consistently their enthusiasm for opera, and
drama was therefore always low overall by comparison. Donizetti’s L e/isir d’amore, and
Mercadante’s I/ giuramento filled more than two-thirds of the theatre by contrast.'”

The premicre of Bartay’s comic opera Cse/sold just over 1600 of a capacity of 2304,
more than 300 more than Beethoven’s Fidelioat the end of the year.'” I/ giuramento in eatly
January 1839 show over 800 sales of the ground floor tickets of a capacity of 900, costing one
forint per ticket. The 200 available cheaper seats, costing 0.30 forints, were neatly sold out. The

second most expensive seats, aside from boxes, for 0.40 forints, on the second floor, sold 220

124 Tibor Tallian, Schodel, op. cit., 89.

125 Ferenc Kerényi, ‘Az operahabord’, op. cit., 132.

126 Ferenc Kerényi, ‘A Pesti Magyar Szinhaztél a Nemzeti Szinhazig (1837-1840)’ in Gydrgy Székely (ed.), Magyar
szinbaztorténet 1: 1790—1873 (Budapest: Akadémiai Kiad6, 1990), 281.

127 Kerényi, ‘A Pesti Magyar Szinhaztél a Nemzeti Szinhazig (1837-1840)°, op. cit., 282.
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out of a capacity of just over 320, and 455 out of a capacity of 700 for the cheapest (gallery,
mostly standing) tickets.'® The boxes wete almost full. J6zsef Katona’s otiginal play Bank ban,
centred on power struggles and corruption at the medieval Hungarian court, staged as a ‘benefit
performance’ for the leader of the radical actors, Gabor Egressy, shows a different
representation of audience distribution. The boxes, ground floor and second floor filled a third
or less (by comparison, the Mercadante piece approached full capacity). The gallery, however,
was still nearly half full.'”

In the 1840s, a new genre began to win successes on the stage of the Newzeti S3inhaz: the
népszinmi, ‘folk play’. Ede Szigligetiis particularly associated with the successes of this genre and
collaborated with Erkel on several works.' These pieces were influenced by volksstiick and
vaudeville theatre, and portrayed scenes from everyday life through dialect and folk-like popular
songs (which Erkel rather orchestrated and set than composed). " Though some drama-
advocates viewed the népszinmii as detrimental to the Hungarian stage, primarily because of its

" the radicals who aligned

borrowing of Viennese models transplanted into Hungarian scenarios,
with this genre championed the societal representations: of villagers, townsmen, and the use of
‘folk’ songs and dialect, and the opportunity for propaganda.”” Opera emerged triumphant from
the opera war, in the sense that that by 1840 the majority of the repertoire was opera
performances (even though the institution was established for the cultivation of Hungarian-
language drama). However, in the 1840s, and especially approaching and during the

revolutionary year of 1848, the programme reflected a potently nationalistic programme

(outlined in Chapter 5). Erkel’s first opera, Bazori Mdria was composed amidst a repertoire

128 The exception being the 20 tickets set aside for soldiets, who paid only 0.10 forints. Record sales book of the Pes#
Magyar Szinhdz. National Széchényi Library, Music Collection. (No call number).

129 Kerényi, ‘A Pesti Magyar Szinhaztél a Nemzeti Szinhazig (1837-1840)°, ap. cit., 278.

130 Collaborations included the following népszinmii: A kalandor (1844), Két piszioly (1844), Debreceni riipik (1845), A rab
(1845), A zsidd (1845), Egy szekrény rejtelme (1846), and Salvator Rosa (1855).

131 Szacsvai Kim, ‘Az Erkel-mahely’, op. cit., 89-143.

132 Szacsvai Kim, op. ¢it., 90.

133 Fetenc Kerényi, ‘A Nemzeti Szinhaz a polgari forradalom elGestéjén (1840-1848)” in Gyotrgy Székely (ed.), Magyar
Szinbaztorténet I: 1790—1873 (Budapest: Akadémiai Kiadé, 1990), 310.
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dominated by foreign operatic works (performed in Hungarian-language translations), whereas
his subsequent work, Hunyadi dsz/d, reflects an increasingly nationalistic programme.

By the 1840s, opera enthusiasts enjoyed regular and frequently updated repertoire at the
Nemszeti Szinhazg. The liberals had suffered something of a defeat with Bajza’s resignation and
ensuing legal suits (discussed below). Nevertheless, as indicated above, translations of
Shakespeare, other foreign pieces and local plays were regularly performed, if not always to lively
audiences. The rise of the népszinmiin the years approaching the revolution reflect the growing
radical nationalist republican movement led by ‘poet of the people’ Sandor Pet6fi." The genre
which had not yet kept pace with other cultural advancements in the reform period, was tragic,
historical or even decidedly successful, operatic works in Hungarian. The literary culture which
sought to glorify, lament and speculate the future through Hungary’s past functioned parallel to
nation-building projects, including realising the National Theatre project. Fighting the spectre of
national apocalypse meant monumentalising the past through a medium which could be
conducive to society. Until 1840, an attempt to create an operatic work to these ends was still

outstanding.

134 For example, see Sandor Petéfi, with commentary from Zoltanné Esik and Bélané Czith (eds.), Petdfirdl, Petdfitil: a kilti
szdiletésének 150. évforduldgjan (Budapest: Tankonyvkiadd, 1973), 334.
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From Page to Stage

If such dishonourable parodying should continue, I will be the first to withdraw
my support from our theatre but further, will advocate for others to follow suit.
I will regret to have ever supported the theatre with any small donation
...becausel don’twant to bea supporter of an institution that disseminates such
rudeness and indignity, and I don’t wish such a thing to exist in my nation so
that other countries could pour scorn and shame on it.

Gabor Matray, Hommiivész, 6 January 1839.135

Advocacy? Who are you to withdraw your supportand to make such threats?
...So our entire institution is nothing to you save for this (admittedly significant)
member?

J6zsef Bajza, Athenaum, 17 January 1839.136

In preparing the programme for the Magyar S3inhaz, the Board of Directors necessarily
prioritized material factors in selection criteria. The Board agreed almost from the outset that to
facilitate the successful staging of operatic repertoire needed singers of competitively high calibre
to contend with the Konigliche Stidtische Theaterin Pesth. However, to secure such artists meant
offering salaries competitive to what such singers could earn abroad. The most desirable
candidate for a resident primadonna for the Pesti Magyar Sinhdz a native Hungarian-speaking
soprano with international successes already under her belt, was Rozalia Schodel-Klein: twenty-

six years old upon her first (guest) appearances at the Pes# Magyar S3inhaz in 1837.

135 ‘Bizonyos, hogy illy parodidzas kovetkezménye a’ sértés: mar pedig, hogy a’ sértett fél ‘s ennek partja nem marad baratja
olly intézetnek, hol nyilvanos pelengérre tétetik, hogy € szerint (2’ nélkill is intézetink szamos ellenségei mellett)
visszavonjak magukat annak latogatasatol, kétséget sem szenved. ...Ha igen, és ha illy becstelen parodiazasok tovabb is
folytatnak, ugy én leszek elsé, ki nem csak partolasomat szinhazunktél megvonom, hanem a’ visszavonulasra masokat is
Osztondzendek; s6t 6rokké sajnalni fogom, hogy valaha legkisebb adakozassal is jarultam e szinhaz felsegitésére, vagy
hogy azon pénzmennyiséget altaladtam, mellyet ugyan azon czélra t6bb buzgd hazafiaktél Gsszeszerezni szerencsém volt;
mert olly intézetnek, melly durvasagok, nemtelenségek terjeszt6jévé akar valni, partoléja lenni nem kivanok, ‘s nem
ohajtom, hogy honomban illyes 1étezvén, arra a’ kilféld szégyent ‘s gyalazatot hirdessen.” Gabor Matray, ‘A’ parodidzas
budapesti magyar szinpadunkon’, Honmiivész, 6 January, 1839, 15.

136 ‘Nem fog-e valaki ezek koziil legalibb is megbotrinkozva igy szdlani: ,,Partolas? Kicsoda 6n, mi féle kis kiraly, hogy
partolasat akarja megvonni, hogy illyennel jénak véli fenyegetézhetni? ‘S masokat is le akar beszélni > magyar szinhaz”
partolasar6l? Ennek vagy lesz kittiné foganatja, vagy nem; ha lesz, milly karhozatos; ha nem, milly nevetséges. ‘S miért
akatja 6n a’ magyar szinhazat megdonteni, vagy ellenkez6 esetben magat mulatsag targyaul kitenni? Mivel egy dalszinésznd
mozgdsait egy dalszinész ntanozgtal Tehat 6n elétt az egész magyar szinhaz semmi ‘s csak egy (noha megvalljuk jeles) énekesné
minden; ha a’ kett6 itkézésbe j6, amannak, a’ nemzeti, olly rég oShajtott ‘s nechezen létesiilt, intézetnek veszni kell?
Magyarazza meg 6n nekink, milly neme az a’ hazafisignak, mid6n valaki egy egész szamos fagokbdl ‘s nézdkbil vegyes
intézetet egy megbantott énekesné haragjanak ‘s egy kis Oszszeiitkbzésnek minden tétovazas nélkil felaldozni kész? S6t
nem is szitkség, hogy ttkoézésbe j6jenek.” Jozsef Bajza, ‘Kronikank, Schodelné, ‘s a’ Honmiivésg, Athenanm, 17 January
1839, 79.
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Plans to separate the operatic and theatrical divisions meant it was necessary to define
genre and casting roles. This disturbed the long-established practices and job security of previous
members of the theatre troupe, who now comprised a large percentage of the Pes#z Magyar
Szinhaz performing staff. The Board of Directors stipulated that it was necessary to distinguish
between members of the theatre who were ‘song-actors’ and those who were specifically opera
singers. In several cases, this out-right downgraded the ‘song-actor’, many of whom had sang
operas in the opening years, but who nevertheless did not have the training or technique
necessary for the contemporaty operatic repertoire. "’

The struggle to cultivate contemporary opera performance at a competitively high level
of European opera houses was symbolically represented by the shift from Déryné to Schodel.
The former represented the repertoire of singspie/ and opéra comigue inherited from the practices of
the theatre troupe, and which had sustained the Hungarian-language programme of the
Varszinhdz in Buda. Déryné was the first native Hungarian-speaking actress-singer of acclaim,
but she was not trained to conquer the vocal demands of a primadonna with which the opera-
loving audiences expected from the Kanzgliche Stidtische Theater in Pesth, and from the
Kéirntnertortheater in Vienna, frequented by the wealthy Hungarian aristocracy who resided partially
in Pest-Buda." Déryné’s valedictory performance on the 31 October 1838 was as Romeo
alongside Schodel as Juliet in Bellini’s I Capuleti e i Montecchi (1830)." The theatre embarked on a
new era of opera performance. Although relations between the leadingladies were cordial, the
tensions between spoken theatre delivered by ‘actor-singers’ and the specialised skillsets of opera
singers on the stage of the Magyar Szinhdz was not otherwise smooth within the daily operations
of the theatre.

Practically with the ink still wet on the pages contracting Schodel for the following

January (1838) came the first outcries from her disgruntled colleagues. The primadonna proved

137 Tallian, Schodel, op. cit., 94.
138 Tallidn, Schodel, ap. cit., 49.
139 Tallidn, Schodel, ap. cit., 409.
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wildly popular with the conservative (aristocratic, opera-loving) public and her popularity secured
crucial financial resources through ticket sales. ' However, her wages also outweighed the rest of
the staff combined'" and she quickly became the object of resentment, and later ridicule, from
her colleagues. In his S3dzaz, ‘appeal’, published in the wake of the 1838 season, Bajza criticised
this financial disparity, declaring that the other eminent forerunners of Hungarian art should
receive appropriately worthy salaries.'* The preferential treatment Schodel enjoyed also extended
beyond the financial: she was a powerful contender in the politics of the theatre, and the only
member of the institution not officially considered a county employee.'* Financial decisions
related to repertoire were complicated by several factors in the early years of the theatre.
Between 1838 and 1840, Janos Schodel, the husband of Rozalia, became the principal opera
director and singing master of the theatre. Furthermore, at some point in 1840, Rozélia and a
politician who also sat on the Board of Directors, Pal Nyari, became romantically involved. As
the decision to approve new repertoire needed ratification from the council, it was an open
secret that bias on the Board of Directors meant the roles Schodel wanted to perform may have
been more likely to become realised." The hierarchy of the new theatrical institution was, in the
eyes of the liberal and particularly radical, camps, compromised by the preferential treatment of
Schodel above her colleagues. This set the backdrop for an ensuing series of scandals on the
stage.

During rehearsals for La Straniera, with which Erkel made his conducting debut at the

Pesti Magyar Szinhaz on the 25 January 1838, the director, Jozsef Szerdahelyi, and the cast openly

140 Tallian’s study examines the reception of Schodel’s performances. For example, the audience frequently, nosily,
demanded her to repeat arias. Tallidn, Schodel, op. cit., 411.

141 Schodel received a 6000-forint sum fora 10-month contract in 1838, with a further 200 forints for dresses, a previously
unheard-of salary for singers in Hungary. See Tallian, Schodel, op. cit., 94.

142 “Neki maganak nagyobb hoénapdija van, mind Lendvayné, Laborfalvi Réza, Megyeri, Szentpétery, Fancsy, Lendvay,
Egressy Gabornak egyiitt, kik jelenleg a magyar szinészetnek legméltébb képvisel6i.” Jozsef Bajza, ‘Szozat a pesti magyar
szinhaz tgyében’ (Buda: A Magyar Kirdlyi Egyetem, 1839), reproduced in Szalai, op. cit., 401-442 (here: 416), see also
Tallian, Schodel, op. cit., 94.

143 See Ferenc Kerényi, ‘Az operahdbor®’, op. cit., 121.

1% Tallian, Schodel, op. cit., 25.
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displayed their distain towards Schodel.' Returning to the stage in Beatrice di Tenda on the 28
May 1838, the anti-Schodel faction had pre-arranged to hiss during the primadonna’s
petformance.'® On the 30 May, the Athenaum accused Schodel of undermining the seconda donna,
Maria Felbér, in a performance of Norma, and again in the Theatre’s premiere of Der Freischiitz.""
Matters were exacerbated when Janos Schodel, now operatic director and song master, locked
horns with Gabor Egressy. Schodel apparently made disparaging comments about Egressy’s
performance in July, who responded the following morning. When (Janos) Schodel initiated
rehearsal, Egressy, with fellow actors gathered around, gave a loud, distruptive, speech.' The
relations between Schodel and Egressy escalated into a series of verbal attacks in the daily life of
the Theatre, resulting in Rozalia petitioning to the council to be relieved of her duties at the
institution which they denied, as she had not fulfilled the stipulated 10 months of her contract
(though she temporatily left regardless).'®

On the evening of September 27 1838, in response to tensions stemming from both
financial matters and discourse surrounding genres, an onion wreath was thrown onto the stage
during Schodel’s call to the curtain, ridiculing her successes.'™ On the 2 October when Beatrcie di
Tenda was staged, Schodel gave a patriotic speech to the audience praising the nation. As Tallian
writes, this was a reaction to the ‘onion-wreath incident’ a few days earlier, and a gesture of
placation. When she placed the wreath on the prompt hole, ‘the altar of the nation’, she clarified,
it was not meant as an insult.”
These scandals continued with the Szerdahelyi-parody affair. Szerdahelyiapparently

parodied Schodel on the stage of the Newzeti S3inhaz, mocking her idiosyncrasies: the compulsive

rhythmic movements she reportedly made whilst singing. In a performance of Istvan Balog’s

145 Tallian, Schodel, op. cit., 94.
146 Tallian, Schodel, op. cit., 95.
147 Tallian, Schodel, op. cit., 97.
148 4bid.
19 Tallian, Schodel, op. cit., 98.
150 7bid.
151 ibid,
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Liudas Matyi on 27 December, 1838, repeated two days later, Szerdahelyi mimicked these
distinctive gestures, according to spectators such as Matray, in an attempt to humiliate the
controversial primadonna."> Szerdahelyi ardently denied these claims in the Athenanm, claiming
such gestures were universal, and stating that he took influence from the leading ladies (and
sometime guest performers at the Pes#z Magyar S3inhaz) Wilhelmine Schréder-Devrient and
Heinefetter.'” Munkacsy, the conservative ctitic engaged in the debate with Bajza, also strongly
condemned the parodies in an article published shortly following the incidents. If the parodies
were truly done with maliciousness, Munkacsy proclaimed, then he was ashamed to have
contributed financially towards the institution which, he contended, brought shame on the
country.™

On 5 December, during a performance of Lucrezgia Borgia, the anti-opera faction of the
audience whistled while Schodel’s co-star Ignac Bognar was on stage (during this period,
whistling during performances was a sign of distespect towards the performer).' As Schodel

was protected by the Board of Directors, this was an indirect insult to the primadonna. As a

152 Tallidn, Schodel, op. cit., 99-100, see also Marianne, Hangdszati, op. cit., 27. Liadas Matyi, ‘Matthias, the goose-boy’, is a
popular character in Hungarian folk tales, based on a young boy traditionally depicted as out-smarting his arrogant
landowner. Istvan Balog (1790-1873), actor, theatre director, playwright and translator, and later treasurer of the Nemzeti
Szinhiz, completed his setting of this tale, performed in 1838. ‘Liddas Matyi’ in Gyula Ortutay (ed.), Magyar Néprajzi Lexcikon
(Budapest: Akadémiai Kiad6, 1977), see also ‘Balog Istvan’ in Gyorgy Székely (ed.), Magyar Szinhazmitvészeti Lexikon
(Budapest: Akadémiai Kiado, 1994).

153 “Valasz a” Honmivész szerkeztetiijének. — Ez évi Honmivész’ 2-dik szamaban a’ szerkezted ur ellenem olly haraggal
szolal fel, ‘s oily vadakkal kisebbit, mellyeket felelet nélkil hagynom uem lehet. — Miutin a’ parédiarél ‘s annak
szabadsagairdl, hatdrair6]l egy hosszas értekezést tartana, melly—mellesleg szélva—nagyobb részint alaptalan, azt allitja,
hogy én Schodelné asszonyt dec. 27. és 30. Ludas M atyi czimil bohdzathan, azon testm o3gdsok, és dlldsok ginyos utinzdsdval, mellyek a’
miiveszni sajdfja i, nevetségessé tenni torekvém. — ‘S minél fogva meri ezt Matray ur allitani? Taldn azért, mivel Romeo’ dalat,
melly az eredetiben igy all: ,,Bosszut all fegyverével Romeo!” az emlitett bohézatban igy hasznaltam: Bosszat dll fiity kisével
ma Matykd! Miutan Romeo’ dalanak nem Schodelné asszony, hanem Bellini és Romani szerz6i, Matray ur maga kénytelen
lesz—akarja nem akarja—elismerni, hogy itt Schodelné asszony nem tétethetett nevetségessé. — De & azt mondja, hogy
én Schodelné asszonyt azon festmozgdsok és dlldsok’ gunyos utinzdsival, melyek neki sajdtjar, torekvém nevetségessé tenni. 1ehet-e
ennél csodalatosabb allitas? En Schodelné asszonynak azon allasat, és testmozgasait, mellyekkel Romeo’ emlitett dalat
adja, joknak tartom, és hasonléknak azon testmozgasokhoz, mellyekkel ugyan ezen dalt Schréder-Devrienttél és
Heinefettert6l énekeltetni hallottam, ‘s ennél fogva, mivel jiknak tartom, nem volt volna okom miattuk Schodelné
asszonyt nevetségessé tenni, de ha csakugyan nevetségessé tettem, vagy akartam volna is tenni, Schodelné asszonyra csak
akkor érthetné azt Matray ur, ha 6, vagy akarki mas, meg birna mutatni, hogy 2> Romeo’ dalanal hasznalt testmozgasok
Schodelné asszonynak talalmanyai, vagy legalabb kizardlag tulajdonai, de ezt Matray ur haromszor hosszabb értekezéssel
sem fogja megmutatni, mint ezen parédiardl irt értekezése.” Jozsef Szerdahelyi, ‘Magyar jatékszini kronika’, Asbenaum, 20
January, 1839, 95-96.

154 Janos Munkacsy, ‘Harc és habora!” reproduced in Szalai, op. cit., 378-379.

155 See Lajosi, Staging, op. cit., 70.
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supportive gesture toward her colleague, when Schodel was called to the curtain at the
conclusion of the first act, she appeared with Bognar in tow to share in her applause, and
awarded him with her own wreath before the audience. When the disruptive faction of the
audience began to heckle, Schodel responded with exclaiming ‘Kigyok kozott énekelni nem
lehet?’, ‘I cannot sing among snakes!”" Tallian interprets Schodel’s role as blutring boundaries

between operatic role and persecuted public figure. He writes:

The singer who stands in front of the audience and confronts it ... not only
became one with her costume, with the Lucrezia of the next act [the character
of Lucrezia’s in the following act|, who protests Prince Alfonso to save her son
Gennaro (Bognar). ...We see her transcendence, the act of dramatic character
and individual becoming one — overreaching the boundaries of the opera. This
Lucrezia did not tolerate humiliation either. ... According to the onion wreaths
and snake episodes, Scodel had plenty of the sass, the stage and spiritual
presence, the emphatic presence that is indispensable for the type of theatrical
play thatinvolves both the stage and the audience. 57

In other words, Tallian reads Schodel’s ‘snake’ comment as her being at one with her character
in preparation for the next act: she remained in character and acted as Lucrezia.

Meanwhile, a series of legal battles were brewing. Shortly following Bajza’s resignation, a
new debate arose surrounding directorship. Between the end of April 1839 and the beginning of

1841, the editing board of the Athenaum were legally obliged to adjourn their literary-theatrical

156 Tallian, Schodel, op. cit., 108.

157 ‘Amikor a botranyrdl készilt gunyvers kovetkezetesen Borgianak titulalja, bizonyos értelemben nem téved. Az
énekesnd, aki a k6zonséggel szemben all és szembeszall, maga is két fid anyja, nemcsak jelmezében, de egész bens6jében
azonosult mar a kévetkezé felvonas Lucrezidjaval, aki fia, Gennaro (Bognar) megmentésére kidll Alfonso herceggel
szemben. A faszcinalé jelenetben nem a szinhazi botranyt kell latnunk, hanem az atlényegulést, a dramai karakternek és
az egyéniség az opera keretein tilcsapé azonosulasit. Ez a Lucrezia sem tdrte, hogy megalazzak. 1840. december 5-énck
a Nemzeti Szinhaz szinpadan és nézéterén kibontakozott jarulékos draméja emlékezetesen illusztralja, mennyire nyitott
volt még a szinhéaz a 19. szdzad harmadik évtizedének végén is. A néz6tér és a szinpad egylitt-jatékara olykor nagyobb
hangsuly esett, mint a darabra. A hagymakoszora- és a kigy6-epizédok szerint Schodelnéban béséggel megvolt a kézénség
és szinpad részvételével zajlo szinjatékhoz elengedhetetlen chuzpe, a szinpadi és lelki presence, a nyomatékos jelenlét.
Varatlan helyzetekre olyan jelképes érvényld aktusokkal és szavakkal reagalt, amelyek azonnal idézheté széveggé
allanddsultak — idézte is Gket barat és ellenség boséggel hosszu éveken at. Sajnalatos, hogy a pesti szinpadi- és zenckritika
akkori embriondlis allapotaban alig-alig jegyzett fOl jeleneteket magukbdl az alakitasokbdl, melyek pedig kétségkivil a
régtonzésekhez hasonléan maradandé nyomot hagytak a néz6k emlékezetében. Az egyetlen kivétel, Schedel Ferenc, aki
latott, hallott és élményeit le is tudta {rni, csak Schodelné szereplésének legelsé heteiben forgatta kritikusi tollat.” Tallian,
Schodel, op. cit., 109.
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critique.” During the struggle for the successive director, the unsigned article published on 24
January 1839 stating that Nyari’s appointment would mean an exodus of the best actors led to
Pest County suspending the journal.” Kossuth’s rare weigh-in on artistic matters warned that
warring factions must unite in the goal of furthering the national cause exemplifies the
vehemence these polemics reached in the early years.'”

The archival documents of the Board of Directors show Miklés Udvarhelyi’s application

for directorship on 26 August was counterclaimed by Erkel two days later. ™

' Surprisingly, Etkel
seemingly sides with the radicals here: the Gabor Egressy camp who thought opera had no place
on the stage of the Pesti Magyar Szinhdz. Tallian suggests Béni Egressy, with whom Erkel had a
cordial friendship which would prove fruitful throughout the following decades, may have had
an agreement through which the radicals would tolerate opera. In any case, Erkel’s authority over
the orchestra and to a respectable extent, the vocal cast, too, essentially protected the privileged

position opera gained at the institution, and also demonstrates the authority Erkel attained in the

eatly years of the theatre.'” Eventually Szerdahelyi became an interim director, and a succession

158 See Julia Paraizs ““Tdblabir6i jellemi leczkék” Egtessy Gabor és Kossuth Lajos vitdja az 1842-es Cotiolanus-bemutaté
tikeében’, Irodalomtirténeti kozlemények, Vol.119, No.1 (2015), 117.

159 “Viltozasuki a pesti magyar szinhazndl. Hiteles forrasbol értéstnkre esett, hogy grof Raday Gedeon is € napokban
lemondott a’ pesti magyar szinhdz igazgatasardl, a’ mit méltan lehet sajnalni mind azoknak, kik a’ szinhaz’ tigyét szivokon
viselik, mert gréf Radayban a’ szinhazi igazgatésag egy buzgd, értelmes és 2’ maga banasmddjaban igen humanus tagot
veszite el. Midta 2’ pesti szinhaz megnyittatott (16 hénap alatt) ez mar 2’ negyedik lemondott igazgaté (Bajza, Ilkey,
Szentkiralyi). Micsoda karos befolyasunak kell lenni, ezen gyakori valtozasnak, képzelhetik azok, kik csak valamenyire is
ismeretesek a’ szinhdzi sz6vevényes viszonyokkal. Valljon mi lehetett oka olly férfiu’ lemondasanak, mint gréf Raday? —
Az igazgatast most Nyary Pal ur, Pest megye’ tiszteletbeli {6 jegyz6je, viszi ‘s a’ hir szerint, mellynek igazsaga fel6l azonban
nem kezeskediink, teljes hatalommal. — A’ derék Megyery, mint halljuk, ¢’ napokban el fogja hagyni szinhazunkat, masok
is, mint Szerdabelyi, Telepy, Eder Luiz, ds3ld és Sziligyi elkészilnek. Kikkel fogia ezeket az igazgatésag kipotlani? Mert o’
magyar szinészekben nincs nagy valogatas! Vagy talan nem val6 a’ hir? Bar ne volnal’ Azhenanm 24 January 1839, 110-112.
160 “Nekiink ugy latszik, az orszagos valasztmanyi biztossag lesz a’ tulajdonképi igazgaté. — Tehat collegialis igazgatas;
mellynek czélszeritlenségére nem egy okot lehetne felhozni. Meglehet, csalatkozunk, de mi ugy hissziik: ki kellene ttzni
az irdnyt, és szabalyokat hatarozni altaldban, mik szerint az igazgat6 hivataloskod;jék, ‘s példaul félévenkint mind az iriny
mind a’ szabalyok tekintetében téle szorosan szamot venni, ‘s minden 1épésére nézve felel6ssé tenni; de szamadas és
felel6ség mellett, a’ gyakorlati mikédésre szabad kezet engedni, ‘s minden collegialis avatkozas al6l félmenteni. Végezetiil
még megjegyezzik: miképen, ha a’ fentebbi utmutatas azon szavai, mellyek a’ szinészeket polgari allasukhoz képesti
torvényhatosag ala tartozandonak valljak; ha a szinész k6zott torvényhatosagi tekintetben killonbséget tenni, kozfalat
vonni akarnak, ugy tomérdek gyakorlati nehézségekre adtak okot ‘s alkalmat.” Pes#z Hirlap, 13 January 1841, 25-26. In
March 1841, Kossuth urged the administration and actors to compromise with each other for common goals and unity.
See Julia Paraizs ““T'ablabir6i jellem@ leczkék” Egressy Géabor és Kossuth Lajos vitaja az 1842-es Cotiolanus-bemutato
tikeében’, Irodalomtirténeti kozlemények, Vol.119, No.1 (2015), 127.

161 Tallian, Schodel, op. cit., 61.

162 Tallidn, Schodel, ap. cit., 62.
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of neatly a dozen directors would pass through the theatre in the following decade, contributing

to the charactetistically unstable upheaval of the theatre staff.'®

Conclusion

The opening of the Pesti Magyar Szinhdz provided a tangible symbol of cultural assertion
comparable to the city’s German-language theatre which, as Friefeld puts it, had acted as a ‘goad’
to the Hungarian-speaking populous.'® However, as the ‘opera war’ demonstrates, this project
was not pacifying in itself, exemplified by the tensions between pro-drama and pro-opera
ideologues. These discourses reveal the politicization of genres as mediums through which to
nurture Hungarian-language culture, and reveals important context through which to read
Erkel’s operas of this period. The anxieties which stimulated both the national theatre project
and the defensiveness surrounding genre which translated into attempts to humiliate the theatre’s
primadonna in the eatly years of the institution are vital to understanding Erkel’s Batori Maria.
Hunyadi 1 dsz/d which followed in 1844 reflects a (revolutionary) shift in the repertoire; Erkel’s
second was apparently ‘Hungarian’ and nationalistic enough to claim the position of the first
widely acclaimed Hungarian-language opera.

Cultivating opera performance versus spoken Hungarian-language theatre lay at the crux of
the opera war, which further involved personal, financial, and political factors. How these
debates negotiated anxieties surrounding Hungarian-language artforms and identity has so-far
been overlooked. These debates illustrate how critics consistently considered national artforms
as vital to the future: as resisting foreign influence; as creating a distinct culture; as protection
against obscurity of collective identity; as elevating the ‘peripheral’ culture to a pan-European

standard; as proving capable of cultural sophistication. These aspects enrich understandings of

163 See Tallian, Schodel, op. cit., 53.

164 Alice Freifeld, ‘The De-Germinization of the Budapest Stage’ in Keith Bullivant, Geoffrey Giles and Walter Pape
(eds.), Germany and Eastern Enrope: Cultural Identities and Cultural Differences Y earbook of European Studies, Volume 13
(Amsterdam and Atlanta: Rodopi, 1999), 148.
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why an alignment with one artistic mode of cultural cultivation over another was such a divisive
element.

Situating Erkel’s pre-revolution operas in these contexts facilitates new understandings of
the relationships between historical interpretation, contemporary anxieties, and international
influences. The following case studies attempt to unravel how Erkel’s early operas relay historical
tropes through musical means. This involves examining influences from operatic models and
devices familiar to the Pest-Buda audiences as well as ‘local’ traditions in relation to political-
historical interplays. Through situating specific local aspects of Batori Maria and Hunyadi 1.dsz/ld in
broader understandings of history, the following chapters shed some much-needed light on

adherences to and divergencies from broad European tropes in Hungarian contexts.
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Chapter 4

Sinful Past, Punished Present, Uncertain Future: Bdtori Mzria (1840)'

Introduction

The initial silence with which the liberal and radical journals met Erkel’s first opera
amidst the ‘opera war’ is largely explained by the pro-drama stance of these publications. From
these perspectives, opera was even construed as a threat to Hungarian identity. Created amidst a
context where a significant portion of discourse was dominated by the liberals and radicals based
in Pest-Buda and often also at the Pes# Magyar S3inhdz, Batori Mdriaadheres partially to liberal
aesthetics. Simultaneously, the obsession with legacy in the form of linguistic and cultural
survival dominated political life as well as journals concerned with artistic matters and historical
interpretation. Examining the relationships between these various polemics and Erkel’s first
opera complicates the traditional understandings of ‘national’ opera through the framework of
how ‘national’ and ‘universal’ musical distinctions negotiate the protagonists.” Situating the use of
the Hungarian medieval era in terms of historical interpretation in the reform period, as well as
shifting uses of the past in opera generally, illuminates how Bdzori Mdria relates to contexts both
local and more broadly considered.

Erkel’s first opera depicts intrigue, corrupt powert, inter-generational conflict, ignorance,
and revenge as part of a continuous historical cycle of sin and punishment, despite moments
which anticipate rupture. Portraying the tenor-protagonist in relation to contemporary
understandings of Hungarian heroism, the Prince is simultaneously aligned with understandings
of classical (flawed) heroes. This creates a marked contrast with the aging and changeable King,
whose stagnant poweris reflected by musical fixity. The title-role partially adheres, narratively

and musically, to the tragic heroine genus familiar to Pest-Buda audiences from the works of

I'In the Hungarian language, family names precede first names. I use ‘Batori Maria’ when referring to the opera, and for
the title-role, ‘Maria Batori’.
2T outline this traditional dichotomy for framing ‘national’ opera in Chapter 1.
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Donizetti and Bellini, but her ‘sin’” of endogamy situates her trespass amidst contemporary
understandings of the past. Exploring how narrative devices such as musical foreshadowing and
off-stage choir relate to contemporary historical interpretation, the following discussion argues
that attempts to disrupt a cyclic history is depicted as futile. Batori Mdria reflects the reform-era
trend of representing contemporary suffering as resulting from national ‘sins’ originating in, and

remaining un-atoned for, since the medieval age.

Synopsis

In 1840, Dugonics’s Badtori Maria, an adaptation of Julius Fredrich von Soden’s Ignez de
Castro (1784), was in its fourth decade of existence. Dugonics’s play belonged to earlier initiatives
seeking to improve Hungarian literary culture (the nyelvzjitds: see Chapter 2), executed through
the broader European phenomenon of the historical novel and play. Soden’s drama is based on
the historical figure of Inés de Castro (1325-1355), the mistress of Peter I of Portugal.*
Dugonics faithfully transplanted historical figures from the Hungarian medieval period in
adherence to the Portuguese-derived source in all but two respects. The murderers are held
accountable for their actions, and the conclusion now reveals Maria Batori as a member of the
royal family in a manner akin to the literary trend in which posthumous revelation of a
protagonist’s identity concludes the plot.” In the context of the late eighteenth-century, this
alteration served as a lesson in tolerance and against absolutism amidst Josephinism. Dugonics

drew lessons from the conclusion, through the King and Prince’s peaceful resolution of their

3 Completed in 1793, initially staged in 1794, and first published in a collection in 1795. Dugonics Andras, Bdtori Mdria:
szomoril tirténet ot szakaszokban (Pest: Landerer, 1795).

4When Pedro I (1320-1367, ruling from 1837 until his death) was widowed in 1345, he shortly after began a relationship
with Inés de Castro. His father, Alfonso IV, whilst still King, ordered Inés’s murder in 1355. As a member of the house
of Galicia, Alfonso apparently saw his heir’s power threatened by the rival family. Pedro, once King, executed her
murderers and commanded his subjects to recognise her posthumously as Queen. Peter Francis Kenny, Monarchs
(Bloomington: Zlibsis, 2016).

5 This vogue is also reflected in several early nineteenth-century operas. To cite prominent examples: Bellini-Romani’s
La Straniera (1829) based on Charles-Victor Prévot’s L'Esrangére, Donizetti-Romani’s Lucrezia Borgia (1833) from Victor
Hugo’s play of the same title, and Scribe’s libretto for La Juive (1835) composed by Halévy.
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conflict with the aid Istvan’s mother as an intermediaty.® This is indebted to the morally
instructive and sentimental dramatic repertoires comprising largely translations of German plays
familiar to the Pest-Buda theatre-going public of Dugonics’s generation.’

There is practically no reference in the libretto to the title-roles’ origin.® In Dugonics’s
play Maria is a descendent of Queen Buzilla (Kalman’s wife who hails from Sicilian ancestry),
who was sent to be brought up by the Batoti family in Transylvania.’ In Egtressy’s libretto,
Maria’s nationality is not questioned, her ‘crime’ is her non-royal bloodline, referenced several
times in the libretto.'"" In Dugonics’s play, the revelation of her royal lineage following her death
is the catalyst to the resolution, whereas Maria’s descent in Egressy’s text is the nexus of the
conflict which remains unresolved. Egressy’s alterations to the plot were both practical and
artistic. In the first instance, this involved a reduction of characters, scenes and simplification of
the play appropriate for an opera libretto. The new finale, however, fundamentally altered the
narrative. The curtain now drops before the protagonists can resolve or learn from tragedy: an
open-ended conclusion which both reflects recent (international) operatic trends and specific
historical representation in the Hungarian reform period.

The plot of Erkel’s Bdtori Mdria centres on a conflict between King Kalman of Hungary
and his heir Istvan (succeeding as Istvan II), and intrigue at the Royal Court. The opera opens
with the chorus awaiting Prince Istvan’s return to Buda castle, having successfully defended
Hungarian territories from foreign invasions in Dalmatia (No.1 chorus). King Kalman awaits his

son, eager to crown him the new King. Istvan enters, announced musically by a triumphant

¢ Andras Dugonics, Introduction by Gusztav Heinrich, Bdtori Maria. Szomori tirténet it szakaszokban (Budapest: Franklin -
Tarsulat, 1887), act V, scene vii.

7 See Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19"-Century Hungary (Leiden: Brill, 2018), 52.

8 The single reference in Erkel’s opera to the title-role’s origin is in the chorus’s anticipation of Istvan and Maria’s marriage:
H&s vélegény viszi menyasszonyat karan, kit rejtve felnevelt szamara a magany (The triumphant groom takes his bride by
the arm — who was brought up for him in deep solitude). Act I, No.7 scene ix (finale), alluding to to Dugonics’s text in
which Méria was raised in sectet in Transylvania.

9 Miklés Dolinszky, Trodalmi el6zmények’ in Agnes Gupcsé (ed.), “Szikrat a dobott a nemzet szivébe” Erkel Ferenc
harom operaja. Bdtori Mdria — Hunyadi Lds3lé — Bank ban. Szovegkonyvek — tanulmanyok (Budapest: Rézsavolgyi és Tarsa,
2011), 141-142.

10 For example: miként pusztul e hon ...viz vegyiljion Arpad vérivel. (See how our country will be ruined ...when Arpad’s
blood is diluted with water) Atvai and Szepelik, Act I, No.10, scene iv.
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Hungarian march (marca ongarese trionfale, No.2). His sortita laments the constant turmoil at
Hungary’s borders, but places his faith in a hopeful future in the wbaletta INo.2 aria con coro). The
King congratulates his son on fulfilling his ‘pattiotic duties’," and delivers the news of Istvan’s
wife’s death. The King insists that the young prince must now remarry a suitably advantageous
match and produce heirs. The prince protests: he has married once out of duty, and he reveals
his love for a noble woman named Maria Batori. A quartet with chorus establishes the Prince’s
outrage, the King’s humiliation, the councillors’ indignation at the Prince challenging his father,
and the chorus’s fear that discord will have implications for the country and the people (No.3
quartetto con coro). The King curses his son: ‘Degenerate child! My curse will follow your footsteps!
A curse will be your fathet’s blessing!”* to which Istvan responds: ‘Fear you?! My wrath will
sweep you like a midnight storm and I will obliterate your snake-tongued councillors, the feeble
pillars of your aged throne! ...You should fear for yourself when the warrior becomes futious!”"”
The Prince, with his entourage in tow, leaves for Leanyvar, his castle on the outskirts of
Esztergom, where Maria Batori and their two sons live. Szepelik, one of the King’s two closest
advisors, instructs a confident to follow the party and report back with developments.'*

The scene changes to the court of Leanyvar, where Maria enters the stage with her two
children, ‘pale and upset’."” Maria’s sortita laments her anguished state, reminiscing about happier
times, imploring the spring to bloom as a ‘temedy for her injured heart’.'* In her romansa Matia

likens her stormy turmoil as she fears for Istvan on the battlefield to the country’s troubles. ' The

1 Kalman: Hiven betoltéd honfi tisztedet. Act I, No.2, scene iv.

12 Kalman: Elfajult gyermek! dtkom kovesse minden léptedet! Atok legyen atyai alddsom! Reszkess! Act I, No.3, scene iv.
13 Istvan: Reszkess?! Mihelyt akarom, mint éji vihar lesodor haragom, és viperanyelv(i tanicsnokaid, agg tréonusod ingatag
oszlopait, mint farkas a kdlykét, a foldre csapom, és nyelvok kiszakasztva, ebeknek adom! Reszkess, ha a harcfi haragra
hevilll Megrazom a trént, s az a porba leddl; és mig rajta parancsra feszil ki karod, lelked, ny6szorégve roman, kiadod!
Act I, No.3, scene iv.

14 Szepelik: Menj, a nép témegébe vegyiilve kémleld, mit kbvetend a herceg, siess és hozz hirt vissza Budara, érted? Act I,
No.3, scene v.

158 sdpadtan, Act 1, No.4, scene vi.

16 Maria: Szelid tavasz! Nyilt kebledrl akarok én balzsamot szivnisztim sebére. O, ha az ihletedre még egyszer megujulna,
mint virdgaid! O, mosolygj le rim, teremtd tavasz! Act I, No.4, scene vi.

17 Maria: Vihar dith6ng a hon szivén, borus szelid ege, véres zaszlot tlzott f61é a harcok istene. A hés sulyos fegyvert
ragad, ég lelke a honért, csatara kél, szerezni hirt, fejére z6ld babért. A hon maradt holgy s két fia a héssel érzenck,
6romkonyik tizszemikben gyémantként fénylenek.Act I, No.4, scene vi.
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banda suddenly sounds: the chorus announce the prince’s arrival, and Maria’s sor#ta concludes
with a joyful cabaletta at the prospect of his return. Istvan and his warriors enter.

Istvan and Maria sing a love duet (No.6), and Istvan declares he will make Maria his wife
immediately. Méria anxiously responds: ‘I shiver at your words! It is impossible!’," and expresses
her fears that the King would punish them, declating ‘I shall never be your wife.”"”” The Prince
insists that she has nothing to fear, and she finally consents to the union. ActI concludes with
Maria’s ladies and Istvan’s entourage celebrating their marriage, conflating Maria’s love of God,
country and husband as proof of her worthiness: “The lady who makes him happy is as faithful
as any royal beauty, she loves her God, her country and her loved one with equal passion.”” They
enter the castle’s chapel and a solo organ passage (andante religioso) signals their marriage.
Szepelik’s spy exits to report to the court at Buda of these developments. Amidst the joyous
chorus, Maria expresses her fears: ‘I sadly suspect what the future holds: heaven will take revenge
for all ignored orders’.”

The second act opens as Maria’s ladies attempts to soothe the anxious Maria. She sings a
two-part atia (No.8) expressing her fears of Royal wrath: ‘a revenging King is ready to ruin me!’*
She finally resolves to trust in God’s will (cabaletta) ‘The innocent ...calmly faces the trial.”™
Istvan and Maria’s brother, Miklés, enter to inform her that they are leaving for a hunting trip.
Despite Maria’s anxieties that in their absence she will be left in danger (‘our farewell is so grave,
I feel as though I see you for the last time in this life’),* they insist she has nothing to fear. The

hunting horns sound, and they exit to join the hunting party.

18 Maria: Hah! mily borzadas futja végig szavaidra testemet! Ez nem lehet. Act I, No.6, scene viii.

19 Maria: Nem, nem, néd sohasem leszek. Act I, No.6, scene viii.

20 Holgyek (Ladies): Es a hélgy ki boldogitja 6t, szép, hi kirdlyi né, Istent, honat és kedvesét langolva kedvel6. Act I, No.7
finale.

21 Maria: O, busan sejtem a j6vének titkait: az ég bosszulja meg sértett parancsait. Act I, No.7, finale.

22 Maria: egy bosszutél dithodt kiraly

23 Maria: Az artatlan, kinek szivét semmi vétek be nem szennyezé, az artatlan nyugodtan megy a birdk elé. Act 11, No.8,
scene 1.

24 Maria: oly fajdalmas az elvalds, mintha utészor latndlak ez életben. Act I, No.9, scene ii.
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The scene changes to Buda castle, where the King askes his court for council (No.10,
terzetto con coro). The royal advisors, Arvai and Szepelik, address the King, insisting that the root
of the country’s discord is exclusively Maria: ‘she was a Siren, she was a Delilah, who enticed
Prince Istvan to sin.”® When they propose she should be killed, the King is hottified: ‘should she
die for doing what we all do, love?’, and he condemns the murder of an innocent. The
councillors goad the King by referring to Istvan and Maria’s children as illegitimate and as threats
to the dynasty: “The bastards will usurp the throne of Arpad’.” The Kinglaments the “wretched
lives’ of Kings, revealing his weak resolve. The royal spy enters and announces that Istvan and
Maria have married. The King, now enraged, calls for Maria’s death, but again quickly wavers.
The councillors continue to torment him with the idea that the throne will be usurped by non-
royal blood, and the King finally resolves to order her execution: ‘(firmly) No! Kdlman is not to
be cursed by any descendants! ...She must die today!”*

The following scenes unfold amidst the hunting camp in the forest. The party (men’s
chorus) sing a hunting chorus (No.11), followed by a song praising the life of the hunter as they
set down their weapons (No.12). The Prince begins to feel a foreboding that the festivities
cannot dispel. Mikl6s seeks to cheer his masterin the form of a drinking song (No.13), as Istvan
begins to understand the vulnerable position in which he has left his new wife. Miklés and the
chorus’ ode to wine and women is suddenly intetjected by Istvan hallucinating Maria, blood -
stained and dead: a premonition of the final moments of the opera. Istvan leaves for Leanyvar.

Meanwhile the King and councillors have brought an executioner to Maria’s home.
However, upon meeting his new daughter-in-law and unnerved by her calm and dignified

presence, the King again abandons his agenda: ‘such valiant rhetoric comes only from those

25 Arvai and Szepelik: E buja leany mindennek a rugdja; 6 volt a Syren, 6 a Delila, ki béinre vitte Istvan herceget, Act II,

No.10, scene iii.

20 Kalman: azért szenvedjen e szegény halalt, hogy, mint akarki, ugy 6 is, szeret? Act II,No.10, scene iii.

27 Arvai and Szepelik: E korcsoké lesz Arpad tronusa. Act 11, No.10, scene iii.

28 Kalman: (sgildrdan) Nem! Kalmanra ne szérjon atkokat a maradék! Most késziiljetek tutra, halni fog ma még! Act II,
No10, scene iv.
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whose heart is calm, and whose soul is chaste’.”” Nevertheless, intrigue prevails: the King finally
takes leave, declaring he will not partake in such a murder (‘Go ahead, you descendants of tigers!
Shed blood as you please, May the wrath of God be upon you, I do not take partin such
murdet!’),” yet abandoning Maria’s fate to the councillors who have ultetrior motives. Matia
reveals how she has previously rejected Szepelik romantically, and Arvai is seeking power after
‘falling from grace’.” They declare: ‘You are in our hands now, and Woe betide you! Heavens
will not save you!”” The executioner enters Maria’s chamber following the King’s resolve as she
is thanking God in prayer and stabs her fatally. The stage directions stipulate that ‘the three
murderers grab the children and exit into the adjacent room’” which leaves a further thread
unresolved: the audience does not learn if Istvan’s heirs survive. Istvan returns to their home in
the heroine’s final moments, musically signalled by the hunters’ chorus drinking song from off-
stage. Istvan and Miklos enter to find Maria dying, and the opera culminates in their call for
revenge, they exclaim: ‘Revenge on the Murderer!™ and the curtain falls.
srokok

Kalman I, King of Hungary™ and his successor, Istvin I1 were the eighth and ninth

generation of the Arpad dynasty.”” The house of Arpad established a unification of the tribes

inhabiting the Carpathian basin at the turn of the ninth century.” From the nineteenth-century

2 Kalman Kiraly: Ily merészséggel csak az beszél, aki nyugodt, s szive, lelke tiszta, Act II, No.14, scene vii.

30 Kalman Kiraly: Menjetek hat, tigrisek szulotti, ontsatok vért, latom, szomjatok van. Szalljon ratok a nagy ég haragja,
nem veszek én részt e gyilkolasban! Act 11, No.14, scene vii.

31 Maria: El latrok el6lem, el, aljas érok, rat ajkatokon a hon tdve forog, és rélok gytldlet fenemérge csorog. (a Kirdlyhoz,
Szepelikre mutat) Ennek szerelem dithe marja szivét, (Armait érti) vesztett kegyelem tiizelé f51 ezét. (Youspeak for the benefit
of the country but the venom of hatred creeps from your lips. (70 the King, pointing at Szepelik) This one is miserably lovesick,
(pointing at Arvai) while the other one is fired by having fallen from grace). Act 11, No.14, scene vii.

32 Arvai and Szepelik: Keziinkben vagy most, jaj neked! Az ég sem ment ki tégedet! Act 1T, No.14, scene vii.

3B (gsszeomlik, a harom gyilkos megrettenve a két gyermekkel az oldalszobiaba menekszik) Act 11, No. 14, scena ultima.

3 Istvan: Bosszua gyilkos fejérel Act 11, No.14, scene viii.

%1070-1116. Kdlman reigned from 1095 until his death.

31101-1131. Istvan succeeded Kalmén as Kingin 1116 and reigned until his death.

37 Arpad history and the first Christian King, Istvan I, were the dominant topics in eighteenth-century Hungarian literary
works drawing on communal history, before late medieval history of the Hunyadi’s in the first half of the nineteenth
century. Krisztina Lajosi, ‘19% Century Opera and Representations of the Past in the Public Sphere’ in Lotte Jenson and
Joep Leerssen (eds.), Free Access to the Past: Romanticism, Cultural Heritage and the Nation (Leiden: Biill, 2010), 241, see also
Chapters 3 and 5.

38 Cameron Sutt, Slavery in Arpad-era Hungary in a Comparative Context (Leiden: Brill, 2015), 35-36.
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perspective in Hungary, this dynasty was significant in nationalist rhetoric primarily in relation to
‘legitimizing’ the Hungarian claim to a united and independent state in the context of a multi-
ethnic territory ruled from a central imperial capital. The early medieval ‘conquest’ was utilised
akin to transnational trends of substantiating one’s origins and endurance on the world’s stage.”
The first to establish a settled Magyar people in Europe, from nineteenth-century nationalist
perspectives, the Arpad dynasty ‘proved’ the validity of the right to an autonomous, self-ruled
state in this region.” Acclaimed for adopting systems with which to structure society and
permanent settlements, Arpad’s offspring succeeded him until 1290 (with the death of the
heirless Ladislaus IV), when the Hungarian lands came under foreign monarchs until 1490. As
the reform era developed, narratives projecting contemporary discontent recount the turbulent
passage from the Arpad era to eventual subordination within the Ottoman and Habsburg
Empires. As outlined in Chapter 2, works such as Kolcsey’s Himnusz lament the—now extinct—
Arpad dynasty’s historical sin for bringing God’s wrath on the Hungarians. In drama, examples
such as Vorosmarty’s Anpdd ébredése (1837) similarly identify the death of the legendary leader as a
calamity which reverberated until the (contemporary) present (see Chapter 3).

Dugonics’s play adheres to the kinds of historical lessons which champion ‘the virtues of
clemency’ common in the eighteenth century, particularly in relation to German-language

dramatic repertoire which dominated the repertoire in eatly nineteenth-century Hungary. Opera

% See for example, Adam Kozuchowsik’s study of German and Polish uses of ‘conquest histories”: ‘Contesting Conquests:
Nineteenth-century German and Polish Historiography of the Expansion of the Holy Roman Empire and the Polish-
Lithuanian Union’, History of European ldeas, Vol.41, No.3 (2015), 404-418. For a discussion of Dugonics’s literary works
on ‘conquest’ themes, see Ferenc Kerényi ‘Egy sikeres eredetmitosz a 18-19. szazad forduléjan. Dugonics Andras hat
mavérél’ in Marton Szilagyi és Tamas Scheibner (eds.), Kerényi Ferenc: Szinek, terek, emberek. Irodalom és s3inbdz a 18-19.
szazadban (Budapest: Racié Kiado, 2010), 23-42.

40 See Janos M. Bak, ‘From the Anonymous “Gesta” to the “Flight of Zalan” Vérésmarty’ in Janos M. Bak, Patrick ].
Geary and Gabor Klaniczay (eds.), Manufacturing a Past for the Present: Forgery and Authenticity in Medievalist Texts and Objects
in 19"-Century Europe (Leiden: Bill, 2014), 96-106. As noted by Zoltan Imre the “founding figure’ is often a crucial element
in theories of national movements (developed by scholars such as Hobsbawn), and the first modern ‘Hungarian epics’
were derived from Arpad history. Zoltan Imre, ‘Building a(s) Theatre: the Pesti Magyar Szinkiz in 1837 in Marcel Cornis-
Pope and John Neubauer (eds.), History of the Literary Cultures of East-Central Enrope: Junctures and Disjuncturesin the 19 and
20" Centuries Volume 11: The Making and Rematking of Literary Institutions (Amsterdam and Philadelphia: John Benjamins
Publishing, 2004), 152.

4 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19"-Century Hungary (Leiden: Bxill, 2018), 38. See also
Chapter 1.
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in the late eighteenth century similarly encompassed such moralistic messages, evoking ‘the
consequences to the state of a ruler’s illicit love, the danger of letting power fall into the hands of
evil councillors.”” In Etkel’s opera, Miklés Dolinszky frames the textual and musical distinctions
between the King and court by contrast to Istvan and Maria in terms of ‘humanity’ versus court
intrigue.” This can also be outlined in terms of liberal political ideology by contrast with the
status quo of the Empire. The protagonists are associated with stagnant power and a valiant but
flawed hero—in both classical-dramatic and specifically historically-derived definitions—who
embodies ignorance as he sparks a chain of events which have long-term (national)
consequences.

Istvan’s flaws, defying his father because of his love for a non-royal woman and his
recklessness in leaving Maria alone, are borne from passion (in opposition to the oppressive
forces represented by the King and Royal court) and impulsiveness. The King, by contrast,
orders the death of Maria, against his conscience, in the ‘calculated’ manner the liberals
condemned.* Prince Istvan represents youthful recklessness, stubbornness, and the possibility
for power rupture from the traditional authority of the King. Military attempts throughout
Hungary’s history had failed to disrupt a series of opposition to oppressive rulers, which
informed understandings of contemporary Hungarians as ‘cursed’ and ‘punished’. Istvan’s
military heroism aligns him with the feats of the celebrated figures such as Arpad, the Hunyadis
and Rakoczi. However, the cyclic understandings of failed revolts and uprisings also link Istvan’s
heroism to tragedy and failure. He represents a desire for historical rupture, but does not succeed
in disrupting the series of heroic yet failed feats of the Hungarian Adskor.

Contextualising Bdtori Mdria amongst other so-called ‘national’ operas demonstrates how

the comparatively early initiative of Erkel’s first opera differed from such examples in significant

42 McGeary, Thomas, The Politics of Opera in Handel’s Britain (Cambridge: Cambridge University Press, 2013), 43.

43 Mikl6s Dolinszky, ‘Trodalmi el6zmények’, op. cit., 145.

# A reformkor nem a hideg, j6zanul, kiszamitott terv szerint cselekvé embert tekintette magasabb rendd embernek,
hanem éppen ellenkezbleg, a szenvedélyest.” Bécsy, op. cit., 255. See Chapter 3.
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ways. Most overtly in Erkel’s opera, the historical function is symptomatically ambiguous. A
decidedly potent (nationalistic) message, contrastingly, often underlies operas which drew on
histoties of other Habsburg minorities, such as the Czechs and the Croats. ® In place of the kinds
of warring peoples or oppressive versus oppressed communities common in ‘national’ opera and
‘mainstream’ traditions, the political elementin the libretto of Bdtori Maria 1s instead indebted to
tropes relating to interpretation and literary representation of history in reform-era Hungary.

Presentinglost glorious pasts in ‘peripheral” operatic traditions can anticipate a hopeful
future (such as Smetana’s Libuse) or celebrate historical feats over contemporary oppressors
(such as Zajc’s Nikola Subic Zrinjski). The private drama in Bdtori Mdria is not reflected in warring
peoples. Rather, the Hungarian people’s prosperity depends solely on the ruler: they do not have
a ‘political voice’ of their own, as in operas representing opposing peoples in the French Grand
repertoire, or choral bodies which represent ‘the nation’ (as in Glinka’s A Life for the Tsar and
Mussorgsky’s historical operas, see Chapter 1). Erkel’s opera is characterised rather by internal
strife and the political ideology of the protagonists.

In the French-language repertoire, the relationships between the legacy of revolution,
historiography, and presenting popular uprisings on the stage could embody a wide array of
possibilities for the future: historical rupture meant the future could be re-created by the will of
the people.” In Hungaty, the glory of the past was largely framed in terms of lament rather than
celebration. This shifted towards the revolution, when ‘lost virtues’ became instructive. In 1840,
as demonstrated in Chapter 2, the cyclic repetition of historical cataclysms was largely presented
in political discourse, poetry, and the historical novel as a chain of tragedies which resulted in

contemporary political oppression, and which determined the future.

4 This is outlined in Chapter 1.

46 James Parakilas, ‘Political Representation and the Chorus in Nineteenth-Century Opera’, 19”-Century Music, Vol.16,
No.2 (1992), 189.

47 Sarah Hibberd, French Grand Opera and the Historical Imagination (Cambridge: Cambridge University Press, 2009), 143.

116



Bdtori Mdria is similatly open ended and porous in political and social relationships between
the past, present and future to many examples from the French Grand repertoire. Situating such
equivocality in relation to French-language examples sheds light on how Bdtori Maria utilises
ambiguity derived from conflict. Leading French historians presented the revolution as creating a
rupture with the past which made the future open to new ‘progressive’ possibilities.* Erkel’s
work diverges from historiographical concepts such a Michelet’s influential theses which
understand the past as variously instructive (as ‘ever-repeated victory over the world of
determinism’, see Chapter 1).* Koselleck argued that this rupture meant it was no longer
possible to use the past allegorically. As Lynn Hunt describes it, the past ‘no longer illuminated
the present by providing exemplars for present behaviour.”” Sarah Hibberd contends that the
works of composers such as Auber, Halévy, and Meyerbeer embodied these capacities for
exhilaration with regard to the future, whereas in the Hungarian reform period uncertainty
beheld threats. The July monarchy bred a range of historical interpretation in which ‘cathartic,
reassuring or inspirational’ content which undetlay uncertainty.” In Hungaty, a transhistorical
understanding of cyclic history links the past with the present and future in a fatalistic cycle in

which Hungarians are in a constant existential struggle. >

Repertoire and Reception
The re-inauguration of Pest’s Hungarian-language Theatre as the Newzeti Sginhaz,
‘National Theatre’ was marked by the premiere of Erkel’s first opera. This occasion

characteristically involved delays, complications, and financial struggles amidst the autocratic

48 Jules Michelet, translated by Flora Kimmich, Lionel Gossman and Edward K. Kaplan, foreword by Lionel Gossman,
Jules Michelet on History (Cambridge: Open Book Publishers, 2013) 9.

4 From Michelet’s preface to ‘History of France’, quoted in Jules Michelet, translated by Flora Kimmich, Lionel Gossman
and Edward K. Kaplan, foreword by Lionel Gossman, Jules Michelet on History (Cambridge: Open Book Publishers, 2013),
7. See Chapter 1.

%0 Lynn Hunt, ‘Globalisation and Time’ in Chris Lorenz and Berber Bevernage (eds.), Breaking up Time. Negotiating the
Borders between Present, Past and Future (Go6ttingen: Vandenhoeck & Ruprecht, 2013), 209.

5 Hibberd, op. ¢it., 12.

52 David Lederer, ‘Honfibi: Nationhood, Manhood, and the Culture of Self-Sactifice in Hungary’ in Jeffrey R. Watt (ed.)
From Sin to Insanity: Suicide in Early Modern Eunrope (Ithaca: Cornell University Press, 2004), 132-133.
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labyrinth between the Hungarian Diet, Pest County and the Board of Theatre Directors. Finding
an appropriate prose drama for the occasion proved fruitless, despite new dramatic works in
preparation, and the directorship eventually opted for Erkel’s opera.”

Batori Mariawas announced as a Uj hdsi nemzeti szomordi opera, ‘New heroic national tragic
opera’.” A number opera drawing on Hungarian history which utilises established operatic
models and musical devices, employs recitative instead of spoken dialogue, and which is steeped
in understandings of history in contemporary literary works, Bdtori Mdria is the first Hungarian-
language composition of its kind. The Nemzeti Szinhaz staged Batori Maria thirty-three times
between the premiére on 8 August 1840 and 28 April 1860, and excerpts wete performed on
five further occasions between 1843 and 1890.%

Even though by 1840 Hungarian nationalism in Pest-Buda had been politically organised
for overa decade, polarised factions in artistic matters meant opera was not integral to a
considerable portion of individuals engaged in these polemics. In the late 1830s and early 1840s
discourse centred on literary theory, especially drama, whilst Hungarian musical aesthetics
featured only scantly. When Erkel wrote his first operas, there were not yet established concepts

relating to Hungarian-language opera: ‘practice was far ahead of theory’.”” A handful of stage

53 See Katalin Szacsvai Kim, ‘Az Erkel-mthely. Ko6z6s munka Erkel Ferenc szinpadi miveiben (1840-1857)’ (Doctoral
Dissertation, Liszt Ferenc Zenemivészeti Egyetem, 2012), 44.

54 See the playbill from the premicre, below. National Széchényi Library, Theatre History Collection.

% Twice in 1840 (8 and 31 August); nine times in 1841 (29 and 30 January, 27 February, 16 April, 4 May, 5 June, 9
November [the latter date was the premicre of the overture], 16 November, 1 December); three times in 1842 (1 March,
20 April, 17 December); three times in 1843 (22 June, 15 and 20 of December). In 1844 Bdfori Mdria was performed only
once, for patliament, 20 May; 11 February of 1845; twice on 12 and 19 December 1846; 7 January 1847; 26 August 1848;
25 June and 3, 5, and 10 of July in 1852; 1 February, 9 March, 24 June and 6 November of 1858; 2 April 1859 and 28
April 1860. Playbills from the Nemszeti Szinhdz, Theatre History Collection, National Széchényi Library.

5 In 1843, the second act was performed on 22 June and what appears to be the No.10 trio on 22 August; excerpts were
performed on 15 August and 16 March in 1850 and 1856 respectively, and the overture and Nos.1-3 were performed in
1890 for Erkel’s 80t birthday celebrations. See Szacsvai Kim, ‘Az Erkel-mahely’, op. cit., 52.

57 ‘A magyar zenckritika és zenetudomany nem haladt egyiitt a gyakorlattal, a fejlédéssel. ... A magyar opera térténetében
ily médon a gyakorlat messze megelézte az elméletet.” Istvan Barna, ‘Erkel Ferenc elsé operai az egykoru sajté tikrében’
in Bence Szabolcsi and Dénes Bartha (eds.), Zenetudomanyi Tanulmanyok I1: Erke/Ferenc és Béla Bartsk emlékére (Budapest:
Akadémiai Kiado,1954), 197. The birth of the Zenészeti Lapok, ‘Musical Pages’, Hungary’s first musical journal established
by Mihaly Mosonyi in 1860 marked the beginning of a commitment to theorising opera in the Hungarian-language press.
Though Erkel and Mosonyi were initially on cordial terms, Mosonyi nototiously hurled attacks in the Zenészeti Lapok at
Erkel’s opera Bdnk bin, (largely for Erkel’s reluctance to engage with Wagnerianism) which premiéred in the same year as
Mosonyi’s opera Szép Ilonka (1861). Mosonyi’s opera was withdrawn from the Newgeti Sginhiy after a handful of
performances, which Mosonyi read as a hostile gesture on Erkel’s part. However, Németh calls this attack ‘unprecedented’
because the failure of S%p Ilonka, by a survey of contemporary press accounts, was not Erkel’s opposition, but the failure
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works drawing on verbunkos elements, notably Ruzitska’s Bé/a futisa, attained modest success,
performed semi-regularly in Pest-Buda (see Chapter 3). As Krisztina ILajosi discusses, though
influential critics such as Matray discussed Erkel’s use of verbunkos in his first opera in terms such
as evoking the ‘Hungarian spirit’, ‘what the “Hungarian spirit” actually was’ or ‘how it could
contribute to the making of Hungatian opera, had not yet been explicitly wotked out’.®At the
outset of 1840, distinct ideas for how to create the genre of Hungarian opera did not exist. This
differentiates Erkel’s pre-revolution works from other cases where musical criticism had firmed
up various standpoints pertaining to ‘national’ opera.

In the period in which Smetana emerged as the most prominent representative of Czech
music through his operas drawing on Czech historical themes (as well as through programmatic
orchestral music), Franz Brendel aided this public positioning in both Czech and German-
language press. In a Brendelian understanding, ‘a nationalist artist must be progressive and vice
versa’, contributing to Smetana’s role as a ‘Czech artist-prophet’ in relation to his political
alighment with the ‘young Czech’ party, and his compositional direction and association with the
Neudentsche Schule.” In Libuse, Smetana drew from texts such as the Zelenohorsky, ‘Green
mountain’, manusctipt in a manner akin to Wagner’s use of the [o/sungasaga and the
Nibelungenlied to ‘glorify a mythic past and anticipate a utopian future’ negotiated through
depicting past Czech self-determination.”’ Historiographical concepts in relation to the future of
the Czechs infiltrated Smetana’s presentation of the past in relation to contemporary discourse
surrounding the future. The relationship between aesthetic discourse and the national theatre
project in Hungary partially explains the contrasting version of the future presented on the stage.
Relating cultural progress to historical opera in the case of the Czech theatre further illuminates

the divergencies between these national theatre projects.

of the opera itself. Amadé Németh, Az Erkelek a magyar zenében: Az Erkel csaldd szerepe a magyar zenei mifvelddésben
(Békéscsaba: Békés Megyei Tanacs, 1987), 74.

58 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19"-Century Hungary (Leiden: Brill, 2018), 88.

% Kelly St. Pierre, Bedrich Smetana. Myth, Music and Propaganda (New Y ork: University of Rochester Press, 2017), 29.

60 St. Pietre, ap. cit., 60.
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The much-anticipated premiére of Libuse inaugurating the Ndarodni Divadlo v Praze, the
‘National Theatre in Prague’, became an opportunity for pro-Smetana, “Young Czech’ critics
such as Otakar Hostinsky (1847-1910) to ‘speak of the Czech’s promising future in the realm of
opera’.” The ominously open-ended conclusion of Bdtori Mdria is steeped in the uncertainties of
the Hungarian reform period. Hostinsky’s glowing review tying Smetana’s opera to the future of
the genre contrasts decidedly with the stony silence which initially met Erkel’s first opera in Pest-
Buda’s Hungarian-language press. When the context had shifted dramatically following the
creation of Austria-Hungary, Erkel’s final opera, Istvdn Kirdly (1886) concludes with a similar
scene to the finale of Lzbuse. In the final scene, the mythical leader of the Czechs (the title-role)
presents a seties of ableaux of historical national victories. In Istvdn Kirdl, the first Christian King
of Hungary similarly anticipates a glorious independent future through a series of visions. The
antecedent of this finale from Smetana’s opera is conspicuous, and in both works, the historical
seties of fableanx end prior to the imposition of Habsburg rule over these respective peoples.
Both works envisage a future not dictated by the Empire. Is#vin Kirily embodies a break with the
past: the manner of historical determinism undetlying I zb#se—and understandings of history in
the contexts of Czech nationalism—at the opening of the Ndrodni divadl. In Hungary in 1840 by
contrast, depicting a future which might overcome the trauma of the past was not yet viable.

The case of Smetana’s [zbuse demonstrates how existing concepts of a national opera
could inform reception. The reviews of Batori Mdria did not have a theoretical framework
through which to analyse the first attempt at a Hungarian opera. However, contemporary
reactions to Erkel’s attempt to establish the genre provide insights into how critics conceived

this prospect. Naturally, these critiquesare filtered through the various aesthetic stances of the

writer and publication.

fokok

¢l Eva Brenda, ‘Representations of Antonin Dvofak: A Study of his Music through the Lens of Late Nineteenth-Century
Czech Criticism’ (DPhil Dissertation, University of Toronto, 2014), 226.
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The internationally representative, if not consistently current, repertoire of the Pest-Buda
theatres (outlined in the previous chapter) illustrates the operatic trends with which both Erkel
and the twin-city audiences were familiar with in 1840. Erkel approached the task of composing
his first opera with both the current resident primadonna, Rozalia Schodel Klein, and the operas
she starred in under his own baton, in mind. However, though the role of Maria Batori was
intended for Schodel, she had meanwhile secured performances in Vienna and Brno. Tallian
reads this as an act of hostility towards the theatre and the maestro, despite the previously cordial
relations between Erkel and Schodel amidst the ‘opera war’. Erkel ‘did not delay the similarly
unfriendly countermeasure’ by premiéring the work without her.” The young Maria Felbét,
familiar to regular attendees at the theatre as seconda donna alongside Schodel over roughly eighty
evenings between 1838 and 1840, performed the title role for the first two performances
following a hasty preparation period. After the initial two generally successful performances in
August of 1840, a series of guest singers subsequently performed the title role in the

performances which followed.*

Schodel finally starred as Maria Batori for the first time on 15
December 1843.

Two factors largely dictated the immediate press reception. Firstly, a considerable portion
of the Hungarian-language journals concerned with artistic matters were decidedly to the left of
the political spectrum, of variously ‘pro-theatre’ and ‘anti-opera’ persuasion. The fact that
specifically literary critique dominated discussions of ‘national art’ meant influential voices such
as the “Athenaum triad’ were generally less concerned with dedicating pages to musical and

operatic performances in general, even the first Hungarian-language opera. Simultaneously,

musical learning and the standard of Hungarian-language musical criticism meant writers

02 ‘Megbocsathatatlanul viselkedett Schodelné 1840 nyaran, amennyiben Onérdekét elGbbre helyezte az elsé magyar

operatragédia bemutatdsandl. ... Erkel nem késlekedett a hasonléképp baratsagtalan ellenakcioval: a Batori Mariat annak

cllenére cl6adatta 1840. augusztus 8-an, hogy a primadonna, akinek a szerepet tudottan komponadlta, nem allt
rendelkezésre.” Tibor Tallian, ‘Schodel Rozalia és a hivatasos magyar operajatszas kezdetei’, (Akadémiai doktori értekezés,
Budapest, 2011), 62-63.

63 Tallidn, op. cit., 42.

4 Bdtori Maria was next staged in the following January (1841). For a discussion of the singers who performed this role,
see Tibor Tallidn, ‘El6adéastorténet’, in Gupesé (ed.), op. ¢it., 85-134.

121



generally lacked comparable linguistic tools which the critics writing for German-language papers
possessed. The nyelvijitis of the late eighteenth and early nineteenth century, though refining
language in many respects relating to economics, sciences, and literature, nevertheless did not
significantly affect musical terminology and phrasing. Simultaneously, the contemporary
circumstances for musical education in Hungary—namely the lack of a conservatoire until
1875—contributed to the comparatively poorer quality of musical professional scholarship and
critique.”

Though limited, reviews reveals not only insights into how critics thought a Hungarian-
language opera might be productive to nationalist goals, but also adds nuance to how the
political and artistic discourse unfolded in the early years of the Nemzeti Szinhdz. Genres and
repertoires became politicised through their alignment with the distinct factions of Hungarian
nationalism. The role of opera in these discourses was opposed on grounds of class.
Nevertheless, Erkel’s second opera became directly involved with revolutionary rhetoric when it
was adopted as part of the politically-oriented programme amidst the revolution (see Chapter 5).
I suggest that Erkel’s use of history in his first opera, though through a genre associated most
potently with conservative, aristocratic social strata, actually relates most potently to liberal
discourse concerned with spoken drama.

German-language Pest-Buda newspapers praised the creation of a ‘national opera’ and
Erkel’s able command of existing operatic forms. The German-language reviews and the
Honmiivész review generally praise the use of verbunkos elements in the context of an operatic
structure. The liberals, conversely, found the use of ‘Hungarian” musical elements disruptive to
the otherwise at least partially commendable piece, even though Bajza contended that a

Hungarian-language opera should be based on ‘national music’ (discussed below). The anti-opera

% See Mikl6s Dolinszky’s preface in Miklés Dolinszky and Katalin Szacsvai Kim (eds.), Bazori Mdria: Opera Két Felvondsban
Il Erkel Ferenc Operak 1, Volume I (Budapest: Rézsavolgyi és Tarsa, 2002), xii.
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radicals, who felt that Hungarian art should be boldly original, found Erkel’s use of ‘Hungarian
style” supetficial.®

Initially, aside from the (unsigned, but almost certainly Matray’s) review in the Honmiiész
on the 13 August, the Hungarian language press barely comment on the premiere beyond simply
announcing the performance, and stating the libretto was provided by Béni Egressy. " The
Athenenm duly notes the significance of the change from ‘Magyar’ to ‘Nemzeti’ $3/nhdz as the
occasion of the performance, but with no further discussion of Etkel’s opera.® In his review of
the premiere, Matray writes that the work ‘follows the spirit and manners of recent novel operas
(Mayerbeer [sic.], Halévy, Weber, etc).”” He specifically comments on the use of a style ‘most
common for German romanticists’ (of which he disapproved), but he thought Erkel used
Hungarian musical elements within operatic frameworks in a clever manner.” Presumably, the
unspecific wording of the ‘style’ of ‘German romanticists’ refers to the set pieces which betray
debt to Weber’s operas (further discussed below). Simultaneously he writes that the piece would
have benefitted from limiting the use of such ‘Hungarian’ elements.”

In the German-language press, Der Spiege/ and Pesther Tageblatt published comparatively
extensive reviews in August (1840), which are generally positive and forthcoming with
constructive criticism. These longer reviews also offer insights into audience reactions. The
Pesther Tageblattwrote ‘the curtain fell and the composer, librettist, and Miss [Maria] Felbér were

called to the stage amidst rapturous applause’.” Similatly, in anticipation of the second

petformance following a delay due to illness,” Der Spiege/ again writes ‘It is hoped that the

% See Dolinszky’s discussion in Dolinszky, ‘Irodalmi el6zmények’, op. cit., 143-144.

67 See Barna, op. cit., 175.

68 7bid.

‘e munka az ujabb regényes operiak (Mayerbeer, Halevy, Weber ‘s a t. szerint) szellemét és modorjit kéveti minden
korilményeiben,” Honmivésg, 13 August 1840, 529.

70 See Mikl6s Dolinszky, ‘Irodalmi el6zmények’, op. cit., 144.

LA’ sztyl @’ szokott német romanticaihoz szitleginkabb. A’ szerz6 azonban igen tigyesen sz6tt kézbe magyar melodiakat
is, de mellyek itt ott elmaradhattak volna, vagy legalabb kevesebbé valanak ismétlend 6k.” 7bid.

72 ‘Der Vothang fiel und dr Componist und Dichter, so wie Mlle Felbér...wurden unter stirmischen Applaus
hervorferufen.” Pesther Tageblart, 12 August, 1840. Reproduced in Barna, op. cit., 184.

73 ‘A Batori Maria mésodik el6addsat kétszer elhalasztottak. Augusztus 11-én a cimszerepet beugréként vallalé Felbér
Maria ,,gyengélkedése (hihetSleg a red nézve igen faraszté Batori Maria szerepének kovetkeztében)” és az Istvant alakitod
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repetition of Erkel’s excellent new opera, Béitori Miria, which has received a solid acclaim, will
now take place’.”

The 12 August Pesther Tageblatt review in particular praises the originality of the melodies,
choral setting (No.1 coro), instrumentation, and the skilful and dramatic use of ‘ungarischen
National-Musik’.” The review criticises Etkel’s instrumentation in the Act I finale, though
acknowledges this may be more a matter of instrumentalists competence, and the ensuing
wedding chorus in which he finds the writing unimaginative, and ineffective use of religious
versus theatrical style.” The reviewer criticises the banda in the No.5 chorus which (presumably)
unbeknownst to him, was a forced situation at the premicre, by which time the orchestration and
the choral arrangement wete not yet complete, and subsequently performed by the banda alone.™

A general over-use of cello entrances, of horns, and ‘ineffective recitative and accompaniment

Erkel Jozsef ,véletlen elrekedése” miatt maradt el, augusztus 14-én a Kirdly, vagyls Konti Karoly ,,régtoni
megbetegiilésére” hivatkozva mondtak le. A f6szerepeket vivé énekesek vélhetSen valds gyengélkedését akar a tdl intenziv
probafolyamat is okozhatta, de az augusztus 31-ig nydalé haladék jol j6hetett az egész produkcionak.” Szacsvai Kim, ‘Az
Erkel-mthely’, op. ¢it., 50.

74 ‘Man hofft, dass nun die Wiedertholung von Erkels trefflicher, mit so allgemeinen Beifalle aufgenommenem neuen
Oper: Bitori Mdria im Nationaltheater stattfindes werde.” Der Spiegel, 29 August, 1840. Reproduced in Barna, op. cir., 178.
75 “Wenden wir uns nun zur Musik: - zuvorderst empfange der Componist undern Gliickwunsch und Dank fiir sein sebr
schitzenswerthes Werk “Erke/ entwickelt in seiner 4 Atbeit einen Melodienreichtum, der wirklich auffallend ist; darunter
sehr viel Originales, selbst das Viele, was in das Genre der ungarischen National-Musik schldgt, ist auf ecine dusserst
gewandte Art fiir dramatische Music behandelt und verarbeitet worden. Nach einem Priludium von wenig Tacten erhebt
sich der Vorhang, und ein melodiéser Chor, dessen Vocal-Stimmfithrung interessant und die Instrumentierung sehr
wirksam ist, er6ffnet den Reigen.” Pesther Tageblatt, 12 August, 1840. Reproduced in Barna, op. ciz., 183.

76 ‘Die obligaten Liufe in den Blasinstrumenten etzielen allein schon eine treffiche Wirkung, sind aber bei der leider immer
noch bestehenden Unvollkommenheir der Holz Blasinstrumente auf die Spitze gestellt, und ich wette, sie warden Gfter
missrathen als gelingen, ohne dass man dem Bldser Schuld geben kann.” Pesther Tageblart, 12 August, 1840. Reproduced in
Barna, op. cit., 184.

77 ‘Hier hitte der Componist mehr thum kénnen. Der Chor lisst kalt. Bei der ersten Vorstellung war keine Spur von
‘Nuancirung zu finden. Wenn man mit dr Composition von Chéren dieser Art eine ethebliche Wirkung machen will, so
missen sie entweder ganz im Kirchen- oder ganz im Theaterstyl gehalten sein. Zu ersterm Gente rechne ich den zu
Anfang des dritten Actes der Oper: ‘Guido und Gunevra’, zu letzterm aber den zu Anfang des dritten Actes der Oper:
‘Die stumme von Portic’, dieser gehért zu keinem von Beiden. Die Trauung ist vollrogen, und das ganze Personal, das
hohe Brautpaar an der Spitze, beigibt sich aus der Kirche auf den Burghof zuriick. Chor und Tanz, voller Melodien und
Effecte in der Instrumentierung (ich verweise nur auf das erste Trio mit dem Fl6tensolo und den pizzikirenden Violinen),
bechliesst dem Act. Hauptsichlich hervorzuheben ist die Beatbeirung eines Sogenannten Friss Magyar, fir Tanz und
Chor, wo auch das Orchester brilliant bedacht ist;—nur war das Tempo zu schnell.” Pesther Tageblart, 12 August, 1840.
Reproduced in Barna, op. ciz., 184.

78 Research into military bands in the Pest-Buda theatres is still largely unchartered. Currently, doctoral tesearch is
underway on this topic at the Liszt Academy which will be valuable contributions to understandings of these modes of
operatic production in the twin-cities. From existing research, it seems that standard practice was for the conductor of
the military band to arrange the banda part from a piano score, which was likely the process for Erkel’s opera. See Szacsvai
Kim, op. ¢it., 50. A complete set of Banda parts for Bitori Mdria are preserved in the music collection of the National
Széchényi Library, and the critical edition team reproduced the parts in Appendix IV of volume IT of Miklés Dolinsky
and Katalin Szacsvai Kim (eds.), Bdtori Maria: Opera Két Felvondsban (Budapest: Rézsavolgyi és Tarsa, 2002), 697-736.
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not always appropriate for a tragic opera’, are also mentioned.” With regard to the former, this
presumably refers to the King’s drawn-out instrumental introductions, and the stylised fanfare
announcing the Prince’s arrivals and in relation to the extended hunting scene. As discussed
below, these musical associations were employed to create a distinct contrasts between royal
authority and what Miklés Dolinszky calls the ‘purity and humanity’ with which Istvan (and
Matia) ate depicted.” The reference to ‘ineffective recitative and accompaniment’ likely refers
principally to the King’s music, who has a comparatively large amount of recitative,and who is
usually accompanied by the manner of formulaic musical devices found across Italian-language
operas of the period. This is in part likely due to Erkel’s relative inexperience writing for the
stage (though he had orchestrated a piano reduction of Mercadante’s I/ giuramento, see Chapter 3),
as well as time constraints. However, it is also possibly part of the overall two-dimensional
depiction of a jaded, aging ruler, who’s convictions are quickly changeable: a purposefully
indistinct character by contrast with the distinct musical personalities of Istvan and Maria.

The criticism of act II followed the next day (13 August, 1840). Here the reviewer calls
attention to the apparition scene (No.13), ‘excellently woven into the drinking song, creating a
striking effect’.” He discusses some of the remainder of the work as superfluous: the preghiera

(scena nltima, No.14) he views as weak, and suggests the final revenge chorus could be omitted.*

7 “Sollen wir bei umserer Ausfithrichkeit nicht vonihm scheiden, ohneihm noch einige gut gemeinte heisame Rathschlige
mit auf den Weg zu geben, so bestunden ste darin, dass wir ihn vor einer affectirten Instrumentation warnen, die sich z.
B. durch den zu haufrigen Gebrauch des Violoncells kundgibt. Der Bau der Recitative und die Art und Weise, wie sie
accompagniert warden, ist einer tragischen Oper nichtimmer angemessen, der Gebrauch der Blech Instrumente zu hiufig,
daher keine recht kervehetende Wirkung, wie sie hei #nvermutheten Einsitzen gar nicht ausbleiben kénnte.” Pesther Tageblatt,
13 August, 1840. Reproduced in Barna, op. cit., 1806.

80 Mikl6s Dolinszky, ‘Trodalmi el6zmények’, op. cit., 145.

81 ‘Ein kriftiger Chor in zwei Versen eroffnet diese Scene, obgleich sie schr imponierend schliesst, doch zu lang und
abspannend war. An den Chor schliesst sich das Trinklied, das zun dem Originellsten gezahlt warden datf, was in neuerer
Zeit geschreiben ist: die, das Trinklied unterbrechende Vision des Herzegs, der im Geiste die Ermordung seiner Gemahlin
sieht, ist vortrefflich mit in das Trinklied eingewebt, und von schlagendem Effect.” Pesther Tageblatt, 13 August, 1840.
Reproduced in Barna, op. ¢i., 185.

82 Die jetzt stattfindende Verwandlung ist durchaus tberflissi. Batori Maria kivaumt, ihre Kinder an der Hand fithrend
und macht ihrem gepressten Herzen in einem Gebete Luft. Diese Preghiera ist eine der schwichern Numern der Oper
und nebstbei achwer zu singen. Als sie geendet ist, nahen ricklings die M6rder, und Batori Maria fallt abs ein lanfersehntes
Opfer. Der Herzog kémmt zurlick, sieht seine Gattin todt am Boden biegen, vergiesst Thrinen des Schmerzes und
schwort endlich blutige Rache Bieser ganze Schluss, vom letaten Recitativ angefangen, kdnnte ebenfalls gestrichen
warden.” Pesther Tageblart, 13 August, 1840. Reproduced in Barna, op. ciz., 185.
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Matray also criticised the final scene, which in his opinion, ‘has no effect on the ear’.” Reviewing
the second performance (31 August 1840), Matray complements the new ending in which Erkel
shortened the ‘revenge’ aria® (this refers to the abridged version of the finale subsequently
performed).

Following their initial almost unanimous silence, the Hungarian-language press began to
publish reviews of Baitori Maria from performances in early 1841 onwards. For the ‘radicals’,
Bdtori Mdria became an opportunity to criticise opera generally, and Erkel’s use of ‘Hungarian’
musical elements specifically, though for different reasons than the liberals. Gabor Egressy,
despite expressing admiration for Erkel’s work, nevertheless re-states his position that drama is
the only fitting medium for cultivating Hungatian art, and of promulgating moral instruction.®
Imre Vahot, writing for the Regéld Pesti Divatlap in 1842, criticises Erkel’s use of Hungarian

elements within an ‘alien’ (foreign) framework.®

The radicals thought that Hungarian artforms
should be original and independent, as opposed to modelled on classical or other existing
repertoires.” In accordance with common radical viewpoints,” Vahot was critical of what he
viewed as Erkel’s superficial use of Hungarian elements. He wrote that the light playfulness of
Italian melodic language does not suffice to present the depth or dignity of Hungarian heroes.

His review even questions Erkel’s ‘Hungarian-ness’ in suggesting his unfamiliarity with

Hungarian culture and mores:

83 ‘az ut6sé kar ez drtatlan angyal vére” valamint kilénos maga nemében, ugy filre nem hatott.” Honmiivész, 13 August
1840, 530.

84 ‘Kevésbbé valink a’ 2-ik felvonassal eclégedve. ...E’ jelenet végrészei kitiinG hanyagsig koztt enyésztek el. Maria
megoletése utin kedvezd valtoztatast vettiink észre.” Honmiivész, 6 September, 1840, 585.

8 “Batori Maria”-ban pedig tisztel6je vagyok az operin kivil gondolt nemzeti eredeti zenének, mint jeles
muszerzeménynek, mely azon hiedelmet ébreszté benniink, hogy az elhanyagolt magyar zenészet Erkel drban megtalalta
régen vart mestereinek egyikét. Azonban minden félreértés elharitasa végett szerencsém van itt Gjra s mindenkorra
kimondani, mit tartok az operarél dramai becs tekintetében.” Gabor Egressy, “Végszavam a drama ellenségeihez’, Anna
Szalai (ed.), Tollharcok. Irodalmi és szinhizi vitdk 1830-1847 (Budapest: Szépirodalmi konyvkiado, 1981), 494.

86 ‘Batori Mariaban itt ott kirf > Nemz. character; de a magasabb magyar zene’ megalapitisahoz, az még koransem eclég,
ha egy nagy, idegen elveken épiilt egészh6z, népi nétaink’ szelleméh6z képest, néhany téredékes zengz ettel jarulunk.” Rége/d
Pesti Divatlap, 28 April, 1842, reproduced in Barna, op. cit., 182.

87 See Dolinszky, ‘Irodalmi el6zmények’, op. cit., 144-145.

88 ibid.
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It will not hurt Mr. Erkel to learn the true Hungarian race’s nature, customs,
morals, and the music of the csdrdis— as the true reflection of its soul — more
thoroughly.®

As Kirisztina Lajosi illuminates, the liberals—theoretically open to the idea of opera as a
medium through which to serve nationalist goals (see Chapter 3 in relation to Bajza’s writings) —
approached the possibility of Hungarian-language opera through their aesthetical viewsin
relation to spoken drama.” Bajza wrote that a national opera ‘should be based on national music,
and its text should help cultivate the national language’ (discussed in his 1839 article ‘Sz 6zat’).”!

Attempting ‘to secure a theoretical foundation for opera’, he:

illustrated the difference between prose theatre and opera using the metaphor
of painting: prose theatre is like a carefully drawn picture, because the actor has
to present transformations of the human soul through the plot of the storyin a
sequence of well-conceived scenes, while the opera singer’s task is to make one
single but intense impression on the stage, comparable to a less precise but
vividly sketched picture in which the artist uses harsher brush strokes to
express emotion.

Considering that Bajza’s theorising was practically the extent of discussions of Hungarian opera,
it is logical that Erkel’s presentation of history was indebted to influences from the international
repertoire, but also contemporary drama aesthetics in Hungary. Erkel’s career was based at the
institution around much of this discourse was centred; his colleagues and librettist were

important literary journalists, critics, and theorists.

8 The csardas is a verbunkos dance consisting of contrasting slow and fast sections associated with Hungarian rural
communities (‘csarda’ is old Hungarian for inn). ‘Nem fog artani, ha Erkel ur az igazi magyar fajnak természetét, szokasait,
erkéleseit, ‘s csardas zenéjét, mint lelkilete’ hd tolmacsat, kézelebbrél tanulja ismerni’. Regéld Pesti Divatlap, 28 April 1842,
267. Itis ironic that Vahot would criticise Erkel for this. Erkel grew up on the southern rural plane (the Alféld), and spent
periods in Kolozsvir, the historical stronghold of Hungarian musical and cultural traditions, which was for significant
periods of history the heart of the independent state of Transylvania whilst other Hungarian regions were carved between
Royal (Habsburg) and Ottoman Hungary. Vahot, on the other hand, enjoyed a prestigious education in law and periods
abroad, including in Vienna.

0 Krisztina Lajosi, Staging the Nation: Opera and Nationalism in 19"-Century Hungary (Leiden: Brill, 2018), 74-75.

N Gbid.

92 ibid.
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As discussed in Chapter 3, the liberals argued that drama should encompass universal
themes: drama should embody ‘laws common to mankind’,” indebted to recent trends in
German and French literary cultures. The discussion of ‘classicism’ in Erkel’s first opera threw
the fundamental difference between the ‘liberals” and ‘radical’s concepts of ‘Hungarian’ art into
sharp relief. The ‘Hungarian’ musical aspects in the liberal’s view was superfluous to the
otherwise pleasing adherence to the generally ‘classical’ orientation of the ‘. Athenanm triad’, in this
context referring to the enduring influence of Kazinczy who championed creating a Hungarian-
language literary tradition on the Greek classics, Shakespeare, and other established models (see
the outline of the nyelvijitis in Chapter 2). In general, the liberals’ were concerned primarily with
a plot’s universality, which informed their reception of Etkel’s Bdtori Mdria.”

The liberals advocated for the idea that ‘flaws’ and ‘sins’ can be redeemed—teconciled
with society—as long as the trespass was borne from a ‘virtuous’ trait. In Bdtori Maria, the King
relinquishes his responsibility for Maria’s death out of fear and duty, in the knowledge that the
councillors will execute her: he knows this is morally wrong and is in a liberal reading,
inexcusable. Istvan, though fundamentally flawed, his impulsiveness and seeking revenge stem
from love and seeking justice, respectively. The musical distinctions between the King and the
Prince are therein also aligned with aesthetic and political ideology: the musically ‘Hungarian’
Istvanis virtuous in a liberal reading despite his trespasses, whereas the nonspecific, ‘universal’
musical depiction of the King is a generic presentation of stagnant, conservative power.
According to the liberals’ aesthetics, ‘a historical figure can only be reconciled with society if his
hubrtis stems from virtue’.” Istvan can be reconciled with Hungarian heroes whose failures, such

96

as Rakoczi or Laszlo Hunyadi, do not negate their exemplary heroism.™ Presenting Hungary’s

93 Mihaly Vorosmarty “Teleki Laszl6 kegyenczérdl’ in Pal Gyulai (ed.), Vardsmarty Mibdly munkdi V1. Kétet: Dramaturgiai
lapok (Budapest: Franklin-Tarsulat, 1904), 76.

% See Dolinszky, ‘Irodalmi el6zmények’, op. cit., 144-145.

% Tamas Bécsy, ‘Az eurépai romantikus drama- és szinhazfelfogas hatasa a magyar fejlédésre’, in Gyorgy Székely (ed.),
Magyar Szinhaztirténet I: 1790—-1873 (Budapest: Akadémiai Kiadd, 1990), 255. See Chapter 2.

% David Lederet, ‘Honfibi: Nationhood, Manhood, and the Culture of Self-Sacrifice in Hungary’ in Jeffrey R. Watt (ed.)
From Sin to Insanity: Suicide in Early Modern Europe (Ithaca: Cornell University Press, 2004), 133. See also Chapter 5 in
relation to the execution of Laszl6 Hunyadi.
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heroes who ultimately failed to rupture the transhistorical cycle of tragedies reinforces
understandings of the past typical of the period: as a response to the spectre of nemzethaldl.

In Toldy’s review for the Athenanm tollowing the performance in late January (1841), he
writes ‘the inspiration of the Hungarian folk music is felt, and further, the instrumentation is
excellent’.” However, in Toldy’s opinion, Erkel’s use of Hungarian musical elements is ‘mote
cerebral than felt’.” Presumably, Toldy (and the liberals broadly) would have preferred a opera
which both foregrounded universality of the plot and themes and was derived from national
music more overtly than Erkel’s opera, which is variously indebted to operatic traditions such as
the bel canto repertoire and Weber’s Der freischiitz. The radicals meanwhile viewed incorporating
local musical elements into operatic models offensive.

Though the liberals criticised Erkel’s sporadic use of ‘Hungarian’ musical elements as
disruptive to the classical ‘universalism’ of the work, the use of such ‘local’ devices was an
integral means though which to present classically-aligned dramaturgy of a virtuous, though

flawed, Hungarian hero.

97 ‘s rajta 2’ magyar népzene’ ihlete érezhets: mindenek felett pedig jelestl van instrumentalva.” _Asbenaeum, 4 February,
1841. Reproduced in Barna, gp. ciz., 180.

9 ‘Ugy latszik ugyan az egészbdl, hogy Erkel t6bb tudomanynyal, mint képzelemmel bir ‘s muzsikaja nagyobb mértékben
van gondolva, mint érezve.” Athenaenm, 4 February, 1841. Reproduced in Barna, 7bid.
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Operatic Models

Erkel titled the acts and individual numbers in the autograph score of Bdtori Maria (which
he used as his conducting score) with Italian headings.” The structure consisting of set-pieces are
clearly modelled on the Donizetti-Bellini tragic-historical repertoire which featured centrally in
the Nemszeti S3inhdz programmes. The first actis book-ended by choruses; the tenor-hero is
introduced by a banda march'” preceding his two-movement sortita (andantino, allgro); conflictis
quickly established between the young heir and the King and councillors through a quartet with
chorus in the first act (No.3); the soprano title-role is assigned a two-partt sortita (romanza
(andantino), cabaletta (allegro)); which segues into a love duet for the soprano and tenor in which
they repeat each other’s phrases, or harmonise (a/legro, con moto, Alla pollacca (No.6)). The second
act opens with Maria’s second aria (moderato e piacere, moderato (cabaletta)); a trio with chorus
between the King and councillors follows (andante, allegro non tanto ma deciso, andante). The hunting
chorus precedes a drinking song; and a quartet between Maria, the King, and the royal
councillors elapses into a preghiera for Maria, and the musical narrative comes full circle when
motifs foreshadowing the tragedy return in the final moments. Vocals are generally setin a canto
declamato style.""

The manner with which Erkel utilised a hunting chorus, drinking song and apparition
scene all point towards German models, specifically Weber.'” Erkel employed chromatic
harmony at strategic moments, most extensively in the forest apparition scene, demonstrating

influences from both the new kinds of harmony approaching the mid-century in tragic Italian-

9 Ferenc Erkel, Bdtori Mdria, Autograph score, Acts 1-1I, National Széchényi Library, Music Collection, Shelf number
Ms. Mus.3.

100'The banda parts were performed, when availability and finances allowed, by military bands stationed in ot near Pest:
an existing practice at the Pes#i Magyar Szinhiz for performances of works such as Bellini’s Norwa, Donizetti’s Gemma
di Vergy, and Mercadante’s I/ giuramento. Tallian, ‘Schodel’, op. cit., 71.

10V Canto declamato is particularly associated with Bellini’s operas, beginning with Ia straniera. Esse defines this method
of vocal setting as ‘paired relentlessly syllabic text-setting with preference for repeated notes. ...both in passages of
free atioso and within lyrical sections of numbers’, see Melina Elizabeth Esse, “Sospirare, Tremare, Piangere: Conventions
of the Body in Italian Opera’ (DPhil dissetrtation, University of California, 2004), 122-123.

102 The repertoire of the Nemzeti Szinhiz did not consist of a representative number of recent German operas, although
Der Freischiitz was regularly staged. The situation at the Konigliche Stidtische Theater in Pesth was more extensive in this
regard, but still dominated by Italian and French works (see Chapter 3).
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language tragic operas at moments of dramatic tension,'” as well as German language operas,
namely Weber’s Der Freischiitz. The themes of oath, vengeance, oppressive rule, and anti-royal
court rhetoric, though steeped in tropes employed in relaying Hungarian medieval history, were
also familiar themes from the opera repertoire performed at the Pesti Magyar Szinhaz."™

In depicting Maria, Erkel employed the convention of opening a soprano’s sortita (No.4)
through solo woodwind (flute), and in her romanza through harp-like effects in strings, evoking a
‘meditative’ context:'” devices familiar from more recent works in the repertoitre of the Pes#i
Magyar Szinhdz, such as Alaide’s romanza in Bellini’s La Straniera (Act 1, scene i), or in Norma’s
Cavatina in Act 1, scene i. The Doppler brothers, virtuoso flutists, likely also influenced Erkel’s
decision to utilise specifically flute in introducing Maria. Both of her arias (Nos.4 and 8) also
include the familiar framing of woman’s chorus, Maria’s ladies-in-waiting, who lament her
solemn state. Such depictions of tragic heroines were a familiar practice already by the Hungarian
troupe in the eatly reform period. Desdemona’s aria from Rossini’s Ofello (‘Assisaa pie d’un
salice’, ActI11, scene i) was an insert in various plays, including Dugonics’s Baitori Mdaria on which
Erkel’s opera is based,'” and on which Maria’s romanza is clearly modelled.

Presenting the male protagonists in Bédzori Mdria hinges on a distinction between the
characters associated with the royal court and Istvan and Maria. Mikl6s Dolinszky frames this
distinction dramaturgically, as a ‘Hungarian tone’ (magyar hangvétel) assigned to Istvan and Maria

as representing purity and humanity."” The King is presented formulaically: the embodiment of

103 See for example David Kimbell’s discussion of this transition in [falian Opera (Cambridge: Cambridge University
Press, 1991), 440-476.

104 Németh, op. ¢it., 67.

105 Franco Piperno and Antonio Rostagno, “The Orchestra in Nineteenth-Century Italian Opera Houses’ in Niels
Mattin Jensen and Franco Pipemo (eds.), The Opera Orchestra in the 18%- and 19*-Century Europe Volume I: The Orchestra
in Society Musical Life in Europe 1600-1900 Circulation, Institutions, Representations (Berlin: Berliner Wissenschafts-
Verlag, 2008), 54-56

106 Ferenc Kerényi, ‘Magyar szinészet Pest-Budan (1790-1796)" in Gyorgy Székely (ed.), Magyar Szinbdztirténet 1: 1790—
1873 (Budapest: Akadémiai Kiadé, 1990), 76.

107 A két véglet kozott elsikkad annak felismerése, hogy a magyar hangvétel dramaturgiai szerepet kap, és a
konfliktus zenei megjelenitésére tett erfeszitést tikrozi: Mariahoz és Istvanhoz csatlakozva rendre a hatalommal-
armannyal szembenall6 tisztasag és humanum oldaldnak zenei megjelenitése még akkor is, ha ezzel az énekesjatékok
meglehet6sen kezdetleges jellemzési modszerének egyenes folytatasaként leplezédik le a végigkomponalt opera
zenéjének komplex kézegében.” Dolinszky, ‘Irodalmi el6zmények’, op. ¢it., 145.
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stagnant power. Erkel’s opera also presents the ancien regime as corrupt, indebted to eighteenth-
century Hungarian-language plays, including Dugonics’s Batori Mdria, and to broader European
trends of the period. The Prince’s recklessness establishes the clash from which the plot unfolds,
yet he is partially redeemed by his otherwise virtuous character, presented musically as well as
textually as a courageous—Hungarian—warrior.

In Dugonics’s Batori Maria, King Kalman undergoes a transformation from a despot to
an enlightened ruler in keeping with contemporary trends. By 1840 a male protagonist in
historical representation was more commonly faced with challenges relating to oppressive
forces or overcoming the tensions between the individual and society (see Chapter 1).
Simultaneously, Hungarian critics were more sympathetic to protagonists acting on passion
and impulse than the kinds of sober depictions of enlightened rulers.'” As a general
European shift in literature and drama, new understandings of historical heroes was also a
reflection of historical tragic operas familiar to the Nemzget: Szinhdz audiences. Prince Istvan
adheres to the impulsive young hero types indebted to the contemporary operatic
repertoire, but also to the liberal’s theatrical aesthetics. In keeping with a failure to heed the
pleas or warnings of well-intentioned sopranos (Arturo in Bellini’s La Straniera (1829);
Orombello in Beatrice di Tenda (1833); Gennaro in Donizetti’s Lucrezia Borgia (1833)),
Istvan’s dismissal of Maria’s well-founded fears of a vengeful King leave her at the mercy
of intrigue. Istvan’s recklessnessis key to the narrative in Batori Mdria. His flaw functions
similarly to the liberal’s aesthetics, in which a protagonist’s hubris enacts a chain of events

from which the final tragedy results.

108 Bécsy, ap. cit., 255.
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The chorus perform what Gossett calls a ‘kindly role’'"” in Bdtori Mdria: mixed chorus,

‘the people’™’ gratefully champion the heroic Istvan (No.1); women’s chorus lament Matia’s

sorrow (Nos.4 and 8); mixed chorus celebrate and bless their martiage (No.7);""!

the Royal Court
(men’s chorus) reinforces the King’s resolve to order Maria’s execution (No.10); the hunting
party sing of the joyful life of a hunter (Nos.11-13); and finally echo Istvan’s call for revenge
(No.14). They are an extension of the protagonists’ clashes, joys, and sufferings, which implicate
the Hungarian people in the power struggles: the relationship between the individual historical
figures and society. The chorus are only used to progress the narrative for special effect in the
second act, by means of presenting the carefree ignorance of Istvan’s recklessness which throws
his new-found anxiety into sharp relief. Similarly in the scena ultima, the hunter’s song functions as
a narrative device relaying both information and the broader historical implications between the
plot and the past.

Time constraints, and Erkel’s relative inexpetience with operatic composition'"* likely

contributed to the work’s somewhat mechanical orchestration.'” Erkel’s heavy schedule meant

Jozsef Szerdahelyi'* aided with orchestrating sections of the second act: the wind parts from

No.8,No.11,No.12, and No.13. Katalin Szacsvai Kim has also traced Szerdahelyi’s hand in

109 Philip Gossett, ‘Becoming a Citizen: The Chotus in “Risorgimento” Opera’, Cambridge Opera Journal, Vol.2, No.1
(1990), 44.

110 Performance directions: ‘people of all ranks, awaiting the triumphant Istvan’ (Nép minden rendbdl a gy6z6 Istvant
varva), Act I, No.1, scene i.

1"This choral passage is similar to Erkel’s setting of Kolesey’s Himnusz (1844) textually but also musically: they share
the same key, use similar melodic shapes and harmony. These similarities have been noted in Erkel scholarship, see
for example Kata Riské, ‘Erkel Hymnuszanak keletkezése és hagyomanyozdédasanak torténete az elsé vilaghabordig’
in Magdaléna T6th (ed.), A Magyar Himnnsz képes albuma (Budapest: Argumentum-OSZK, 2017), 100.

112 Orchestrating Mercadante’s I/ giuramento from the vocal reduction score in preparation for performance at the Pes#
Magyar Szinhaz, see Chapter 3.

113 This especially concerns distributing chords (frequently tonic or fifth in the celli, bassi, tuba and bassoon, thirds
and fifths in trombone, trumpet, clarinet and oboe). In solo arias in particular, vocals are often reinforced by upper
woodwind and/or upper strings. Within instrument groups, when the same instruments play simultaneously, the
textute is usually enriched by standard means (harmonised thitds, fifths, sixths or play in octaves). Examples of solo
aria settings are discussed in the following sections pertaining to musical representation of the protagonists.

114 See Chapter 3 for a sketch of Szerdahelyi’s multi-faceted and significant roles at the Pesti Magyar Szinhaz.
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orchestral parts of No.10 and the seena n/tima in its unfinished version (prior to Erkel’s

completion of Matia’s preghiera and the remainder of the scene).'”

sokok

Erkel utilises musical foreshadowing as a narrative device framing the plot. As Scott L.
Balthazar discusses, textual ‘predictive devices’ (such as ‘foreshadowing, prophecy, pledges and
curses’), can ‘encourage the audience to anticipate specificactions and incidents.”''* Musical
foreshadowing in linking both power clashes through a horn motif and a descending chromatic
figure anticipate tragedy whilst also linking cause and effect throughout the narrative. This device
also relates to ideas surrounding determinist history by musically linking the introduction
material with the final tragedy which alludes consolation or instruction: a failure to create rupture
(further discussed in the following sections).

The initial eight performances of Bdtori Mdria began with a short (26 bar) orchestral
introduction, largely comprising horn material (see Example 1) which occurs at several strategic
moments in the opera: throughout the power clash following Istvan’s sortita (No.2); Istvan’s
visions of his dead wife (No.13, bars 111-117),and Maria’s death (scena ultima, bars 84-806). The
overture, first performed on 9 November 1841, opens almost identically to the original
introduction, and subsequently utilises the thematic material of the opera symphonically
(performances of the overture last roughly eight and a half minutes). Erkel thereby employs an
ominous horn motif, tonally ambiguous oscillating between major and minor thirds (bars 1 and
2-3, respectively) as a sign of unfolding calamity (see Example 1), a device familiar from a range
of operas in the repertoires of the Pest-Buda theatres such as Bellini’s I capuleti ¢ i montecchi (1830),
Meyerbeer’s Robert le diable (1831), and Donizetti’s Lucia di Lammermoor (1835). Erkellikely took

influence particularly from Bellini’s I Straniera (with which Erkel made his conducting debut at

115 Szerdahelyi possibly also wotked on parts of the instrumentation in the No.9 trio. See Katalin Szacsvai Kim, ‘Az
Erkel-mthely’, op. cit., 46-48.
116 Scott L. Balthazar, ‘Aspects of Form in the Ottocento libretto’, Cambridge Opera Journal, Vol.7, No.1 (1995), 31.
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the Pesti Magyar Szinhdz in January 1838), and Donizetti’s Lucrezia Borgia: both of which were

variously embroiled in the ‘opera war’ (see Chapter 3).

Example 1, Ferenc Erkel, Bitori Maria, Original Orchestral Introduction, Bars 1-4
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Bellini employed this device inworks suchas L Straniera (which does not have an overture), where
the orchestral introductions anticipate conflictand tragedy. Introducing the ensuing confrontation
which will escalate into a duel between Arturo and Valdeburgo in scene iv, for example, Bellini

used #remolo strings and minor thirds in brass over f minor (see Ex.2).
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Example 2, Vincenzo Bellini, La Straniera, Act I, scene iv, Recitativo e duetto, bars 15-25.
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Similarly, in Donizetti’s Lucregia Borgia, minor thirds in horns (see bars 15-17, Ex.3) musically

foretell the tragic plot in the orchestral introduction opening the prologue.

Example 3, Gaetano Donizetti, Lucrezia Borgia, Prologo, bars 13-22.
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Musical foreshadowing is further emphasised by a descending chromatic figure, which
closes the original orchestral introduction (see Example 4, clarinets, bassoons and celli). This
material is similarly utilised at moments of tension in the opera (in the opening power clash
between the King and heir (Act I, No.2, final bars (96-100)); in inverted (ascending) form in
Maria’s refusal to marry Istvan for fears of the King’s wrath (Act I, No.6, scene viii bars 18-20,

42-44,55-57 and 79-81); and in the scena ultima, bars 94-97 & 109-110).
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Example 4, Ferenc Erkel, Bdtori Mdria, Original Orchestral Introduction, Bars 20-24
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Similar figures are found at moments of tension in contemporary works. Bellini employed a
comparable effect in Norma, as the druid priestess momentarily contemplates murdering her own

children:
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Example 5, Vincenzo Bellini, Norma, Act I1, scene i, bars 68-71.
Norma: (ber sons awake) My sons!’ (she embraces them with bitter tears) ‘My sons...”

(fanciulli si svegliano) (li abbraccia piangendo amaramente)
agitato
[——
I = T | ™ T = ]
e — 1 B - be | |
figli!... miei figlil...
agitato
| | b | | ‘
I I I NI I I 1 '}
AN 3 1 I I I ] 1
LY, ‘ ! r r ' ' r|r
SR e e o S N e S i N S G
L o 1] & 1) % 1/ & |7 % IRE>] IRE2] X S o 1] & 1) & /& 17 & IRE] IRE>]
7 7 ¥ 7 ¢ 7 Y7V 7 g 7 g 7 5 I 1T ¥ 177 Y7V 7 g7 g 7
r

Erkel thereby drew on musical depictions of tension, creating anticipation and continuity
between the series of calamities throughout the plot. Such effects also signalled to the audience,
who were familiar with such devices from the operatic repertoire staged at the Pes# Magyar
Szinhazg, of the tragedy to come. The means through which Erkel related musical gestures with
the series of cataclysms also relates to contemporary understandings of history. Presenting a

sinful past in the punished present, contemporary stagnation remained unruptured.

Hungarian Historical Figures

In operas such as Smetana’s Brandenburgers or Libuse internal conflict is a state from which
a stronger community emerges, whereas in Bédzori Mdria the conflict is neither resolved nor
overcome. The King decides he will not order the murder of an innocent subject yet abandons
Maria to the executioner and councillors, knowing he is leaving her to die. Istvan, though
eventually recognising his own recklessness, is too late to influence events already underway, and
finally swears to fight vengeance with vengeance. Maria’s murder does not resolve the conflict
through a moral lesson as in Dugonics’s play, nor does the protagonist’s death trigger Istvan to

evolve beyond his flaw which had sparked the initial clash from which the tragedy unravels.
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Erkel’s first opera diverges from both a secure faith in a hopeful future demonstrated in
the arenas of French grand operas and the ‘national’ operas of other Habsburg peoples. In the
French-language repertoire, upheaval exemplified the potential for a drastic break with the past
and the possibilities which an undetermined future represented.'” In Etkel’s Batori Maria, the
uncertainty in contemporary understandings of Hungarian identity is presented as
predetermined, cyclic, sinful past remaining unatoned. Lamenting a lost powerful dynasty amidst
a volatile political context meant Erkel’s opera does not contain the pride in past glory which
operas drawing on similar settings such as Smetana’s convey.

Historical uprisings throughout Hungarian history in the reform period are sources of
lament, of ‘proof” of a divine wrath and subsequent punishment. “Young Hungary’, in the
following years approaching, and especially during, the revolution began to incorporate
anticipatory elements (discussed in relation to Hunyadi 1 dsz/d in the following chapter). In 1840
however, interpretations of failed uprisings in literary representations of history are presented as
decided defeats which had resulted in the contemporary oppressed, stagnant and punished
condition. As discussed in Chapter 2, failed attempts to throw off the yoke of various forms of
foreign domination affirmed beliefs that the future was doomed to repeat the trespasses of the
past, and that this could end in the death of Hungary as a cultural-linguistic concept. Whilst
French Grand opera and Erkel’s Batori Mdria both embody pluralities relating to the future, in
the case of the former, uncertainty beheld the potential for overcoming strife: for universal
freedom. In the Hungarian reform period, the possibilities were situated between surviving—
remaining in punished circumstances—or national apocalypse.

sokok
The curtain rises in Batori Mdiria to a chorus of the Hungarian people awaiting the

triumphant return of Prince Istvan to Buda castle (E major). The orchestra halts, emphasising

117 See Hibberd op. cit., 12.
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the chorus’s @ Capella praise of the heroic prince, and tie the military success of Istvan to the
prosperity of the Hungarian people: ‘Istvan, the man of iron strength, heroic son of Kalman! Itis
clear that Arpad’s blood flows in his veins. Long live the hero, the strong warrior!”.""* King
Kalman arrives, signalled by a sforzando perfect cadence in C, occupies his throne and blesses his
subjects."” The chotus in turn bless Istvan, their béke angyala ‘angel of peace’, whose victoties
mean their ‘barren’ lands will be restored, widows ‘sad eyes’ will dry, and ‘needy children’ will be
fed." 'The chorus thereby establish that the heir is tied to national prospetity from the opening.
Before the march signalling Istvan’s arrival commences following the chorus of the
Hungarian people, the two royal councillors, Atvaiand Szepelik, exchange mutual distaste at the
King’s announcement that the heir will shortly be crowned the new King of Hungary. Here,
Erkel first depicts the fragility of this joyous spectacle of the Hungarian people celebrating their
triumphant Prince-protector. Meanwhile, the chorus continues singing praises and blessings to
the royal family in anticipation of Istvan’s imminent ascension to the throne. The councillors
exchange concludes by conspiring to ‘put obstacles in his [Prince Istvan’s| way’. Pianissimo
tremolo strings, pivoting through a diminished seventh chord (bar 32), reflects their ominous

threat (see Example 6).

W8 Kérus: Istvdn, ag érckari, Kdlmdnnak his fia; megtetsgik, hogy A/ij)a'd véribdl szarmazal Act 1, No.1, scene i.

19 belép, a tront elfoglalja. Stage directions, Act I, No.1, scene ii.

120 Chorus: A letipratott tar hatirok nemsoka aldast termenek, és a harci mének vérnyoman arany kaldszok lengenek. Az
Ozvegyek kisirt szemén mar 6rémkonytk ragyognak: lesz mit szelni, lesz mit adni kenyért esdé magzatjoknak. Act I, No.1.
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Example 6, Ferenc Erkel, Batori Mdria, Act I, No.1 (scene ii), In tempo moderato, 31-34
Szepelik and Arvai: We shall put obstacles in his way.12!
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This momentary tension leads immediately into a short banda fanfare, abruptly switching
back to the key of the King’s announcement (C)."” The ‘“triumphant Hungarian march’ (No.2)
which follows further establishes the threats the councillors pose amidst the rejoicing. Repeated
triplet fanfare figures in brass and timpani, functioning both as markers of the Prince’s royal birth
as well as evoking his authoritative military stature, relate more broadly to European nationalisms
in the nineteenth century in which male prowess often aligns with political structures and power.'*

Particulatly in literature, military feats are tropes found across European nationalisms as relating

121 Syepelik és Arvai: Majd igyeksziink kovet hengeritni utaba.

122 The banda is scored for two flugel horns; bass flugel horn; two horns (in C); four trumpets (first in F, second, third
and fourth in C); one bassoon; three trombones; tuba and a small drum (Zamburo piccolo). Banda part books. Ferenc Erkel,
Bdtori Mdria. National Széchényi Library, Music Collection. See also Appendix VI of Mikl6s Dolinszky and Katalin
Szacsvai Kim (eds.), Bdtori Mdria: Opera Két Felvondsban I-II Etkel Ferenc Operak 1 (Budapest: Rézsavolgyi és Tarsa, 2002),
Volume 11, 697-698.

123This is opposed to the elements of race (through reproduction) and language (anyanyelv ‘mother tongue’ in Hungarian)
Alexander Maxwell, ‘Nationalizing Sexuality: Sexual Stereotypes in the Habsburg Empire’, Journal of the History of Sexuality,
Vol.14, No.3 (2005), 290.
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to masculinity.”™ In Hungatry, ‘physical strength’ and ‘battlefield prowess’ were practically
synonymous with the Hungarian ideal of machismo."” The seties of dotted thythms, a musical
element which Bellman describes as ‘typical Hungatian’'* feature prominently to reference the

specifically ‘Hungarian’ identity of the prince (see Example 7).'"

124 For example, see Stefan Berger, ‘Introduction: Narrating the Nation: Historiography and Other Genres’ in Stefan
Berger, Linas Eriksonas and Andrew Mycock (eds.), Narrating the Nation: Representations in History, Media and the Arts New
York and Oxford: Berghahn Books: 2008), 7.

125 Alexander Maxwell, “The Nation as a “Gentleman’s Agreement”: Masculinity and Nationality in Nineteenth -Century
Hungary’, Men and Masculinities, Vol.18, No.5 (2015), 546.

126 Jonathan Bellman, “Toward a Lexicon for the Style hongrois’, The Journal of Musicology, Vol.9, No.2 (1991), 219.

127 Erkel later used this material (here in piccolo and flute, see Example 7) in his 1861 opera, Bdnk bin, and in both cases
the audience understood this motif as ‘Hungarian’ in the contexts of the works respective conflict. See Dolinszky,
Trodalmi el6zmények’, op. cit., 143.
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Although the liberals complained about Erkel inserting ‘Hungarian’ (understood synonymously
as verbunfkos) features amongst set-pieces, these musical markers functioned to distinguish
Istvan’s Hungarian-ness and masculinity amidst the aged King and chorus. Therefore the role of
the march is not only akin to examples such as the march in Norwa, employed to signal the
presence and prestige of characters on stage (‘Dell’aura tua profetica’ Act I, scene 1). Military

fanfare and visual-audio spectacle conceal the inner conflict of intrigue, danger in the midst of

celebration, as in Ex.8:

Example 8, Ferenc Erkel, Bitori Maria, Act I, No.2, Marcia ongarese trionfale (scene iii)128

Chorus:

Here comes the young Prince with his
courageous troops. He defeated the
enemy with his strong courage! Long
live Prince Istvan! Long live the
warriors who protect us!

Arvai and Szepelik:

Here he comes with his raging warriors. Does he not
bring with him loose women, does he not bury our
country’s worties in fickle pursuits? They would
fatten themselves at the expense of the poor. Come,
haughty Prince, there are a few here who would pour

venom in your cup of joy.

Amidst celebratory spectacle, the councillot’s schemes are musically sublimated into the

celebratory chorus in the march as a narrative device.

Aside from the new finale, the other significant revisions Erkel undertook with Bazori
Moria is the addition of Istvan’s No.2 aria which premi¢red in the third performance (29 January,
1841, written for the celebrated Joob Zsigmond), and two later additions of a abaletta to the Act
I Istvan and Maria duet (No.8), first performed in 1852, and a new duet (No.6) for Istvan and
Maria in 1858." Istvan’s aria entiches his role by introducing important textual and musical

elements of his character. Istvan’s sortita establishes both his belief that the root of Hungary’s

128 Kérus: Itt jon a kirdlyfi vitéz hadaval, megveré az ellent erds karaval. Eljen Istvan, éljen a kirdlyfi, s kik honért csataztak,
egyig éljenek! Atvai, Szepelik: Ittj6n a bitotlé tombol6 hadaval, nem hoz-evajon kéjholgyeket magaval, kiknek ligy 61ében

hon gondjit temetve édelegne bujan. Es pazar kezekkel hizlalna fel Sket a szegények zsitjan.
129 See Szacsvai Kim, ‘Az Etkel-mthely’, op. ¢it., 55-58.
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suffering is divine punishment, and that, unlike the royal councillors, he does not claim to know
‘whose sin’ has invoked God’s wrath."™ In his avatina, lattam, hazam, s3édilt hatiridat, ‘I have seen,
dear homeland, your troubled borders’, Istvan laments the state of his country, emphasising
szegény haza, ‘poor country’, repeated at the end of each repetition of the stanza. Laments, a
tradition across multiple nationalisms, were also familiar inserts in szugspiele and plays at
Virszinhdz and the Pesti Magyar Szinhaz (see Chapter 3)."' In Hungarian musical traditions lament
is connected to the verbunkos."” The verbunkos hinges on two basic contrasting sections: /assz,
‘slow’, and a fast friss (which translates literally as ‘“fresh’, but in this context connoting a meaning
akin to ‘fiery’ in English). asssiis largely associated with a cluster of musical markers employed
in verbunkos hallgats, ‘to be listened to’ (in other words, differentiating the instrumental verbunkos
trom verbunkos dance-music). Musical Lasss features include an improvised and ornamented
melody which is variously repeated with synchronised or alternatively emphasised beats (dzvd),
and augmented seconds in the melody (the so-called ‘Gypsy’ scale comprising raised fourths and
seventh degrees)."” In Istvan’s atia, musically introduced by augmented seconds in strings and
woodwind, the textual preoccupation with a plighted Hungary and his character’s ‘Hungarian-
ness’ is relayed through a lament-/assz-like melody. Phrases are constructed of standard verbunkos
rhythmic patterns in which a shorter note becomes stressed in relation to the following (longer)
note" (see Example 9 bar 21 [d#-tam) and syncopated repetitions (see Example 9, bars 27-

28).1%

130 Act T, No.2 (scene iv), bars 8-12, 16-19, 24-31. (Ki vétke az, melyért megatkoza ily silyosan az Ur, szegény haza?
‘Whose sin was it that brought the wrath of God on our poor country?’).

131 Ferenc Kerényi, ‘Magyar szinészet Pest-Budan (1790-1796)’ in Gyorgy Székely (ed.), Magyar Szinbdztorténet 1: 1790—
1873 (Budapest: Akadémiai Kiad6, 1990), 76.

132 Tjza Tari, ““Verbunk” — “Verbunkos”. Interaction between Towns and Villages in an Instrumental Music Genre’ in
Doris Stockmann and Jens Henrik Koudal (eds.), Historical Studies on Folk and Traditional Music. ICTM Study Group on
Historical Sources of Folk Music: Conference Report, Copenhagen, 24-28 April, 1995 (Copenhagen: Museum Tusculanum
Press, 1997), 110.

133 See Shay Loya, Lisgt’s Transcultural Modernism and the Hungarian-Gypsy Tradition (New Yotrk: University of Rochester
Press, 2011), 9-10.

134 David E. Schneidet, Bartdk, Hungary, and the Renewal of Tradition: Case Studies in the Intersection of Modernity and Nationality
(Berkeley and London: University of California Press, 2006), 20-21.

135 7bid.
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Istvan: I have seen, dear motherland, your troubled borders, spoiled with unending discord. Whose sin

Example 9, Ferenc Erkel, Bdtori Mdria, Act I, No.2, Aria con Coro (scene iv), 21-28.
was it that brought the wrath of God on our poor country?
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However, the accompaniment is constructed through familiar operatic orchestral
gestures: arpeggiated strings with reinforced tonics. Here Erkel also employs textural layering and
colouring in the woodwind and horns. Combined clarinet and bassoon dovetail Istvan’s phrases,
while horns harmonise (for example, bars 22-24, see Example 9). Though such features are
found across much of the contemporary Italian-language operatic repertoire, the orchestral
colour differentiating such formulaic figures from those assigned to the King seem particularly
influenced by Rossini, who frequently employed woodwind (particularly clarinet), to reinforce
solo vocals and to accentuate the ‘climactic section of the melodic curve’.” These phrases
emphasise the emotional text, but also add textural weight to Istvan’s phrases on the first beat of
the bar, a verbunkos element associated with the rhythm of the Hungarian language (mentioned
above). The cadenza concluding Istvan’s cavatina, which lingers on the reach of C5 (bar 30),
further contributes to the virile depiction of his character akin to his tenor-hero Italian
counterparts. Freya Jarman reads such moments as the tenot’s ‘money shot’: ‘the climax of
...sexual power and prowess’, through which he conquers vulnerability."”’

The tempo di mezz0 interjection of Istvan’s sortita, in the form of men’s chorus, shifts from
the sombre to the triumphant, with the proclamation De egykor eljovend a boldog pillanat, hogy rélunk
elvegye a silyos dtkokat, ‘One day the blissful moment comes when the solemn curse is lifted from
us’ (Act I, No.2, scene iv, bars 34-38). References to a ‘solemn curse’ reflects the historical theme
in literature of a sin-and-punishment understanding of the past. However, in reflecting this
historical reference, the musical language immediately switches from lamenting the state of the
country (G minor) to an optimistic beliefin a ‘blissful” future of the nation (E flat major). Lilting
dotted rhythms marked a/legro replaces the previous accompaniment of meditative harp-like

arpeggio oscillations. Istvan’s shift in preoccupation from segény haza in the cavatina to O, idvhozi

136 William Edwatd Runyan, ‘Orchestration in Five French Grand Operas’ (DPhil Dissertation, University of Rochester,
1983), 98.

137 Freya Jarman, ‘The Castrato, the Tenor and the Question of Masculinity in Nineteenth-Century Opera’ in Philip Purvis
(ed.), Masculinity in Opera: Gender, History, and the New Musicology New York and Abingdon: Routledge, 2013), 61.
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2dd, jovel! “Time of redemption be upon us!’ is again repeated several times to conclude the abaletta
(Act I, No.2, scene iv bars 87-96). Modelling Istvan’s sortita on a Rossinian /a solita forma meant
Erkel could introduce the impulsive nature of the young heir who defies his father, marries against
his permission (Act I finale), and unknowingly leaves Maria vulnerable to danger in the second act
in his haste for the thrill of the hunt. Erkel musically establishes this characterisation of Istvan who
immediately disregards his well-founded anxiety relating to the future at his men’s reassurance.
This foreshadows a similar exchange between Maria and her ladies chorus which demonstrates, in
opposition to her tenor counterpart, her unwillingness to bow to their persuasion to abandon her
fears (ActIl, No.8, scene 1). Maria’s abaletta, rather, finds solace in an acceptance of God’s will
“The innocent, whose heart is not soiled with sin, the innocent calmly faces the trial’). "

In contrast to introducing Istvan with references to Hungarian musical traditions,
military vigour, and his hubris—recklessness—the Kingis musically characterised as the
embodiment of royal authority. Kalman is possibly modelled on Filippo in Beatrice di Tenda (first
performed at the Pes#z Magyar Sinhdz in the 1838 season ahead of the Konigliche Stadtische Theater in
Pesth, see Chapter 3): an indecisive, despotic ruler who lapses into privately expressing turmoil
despite publicly ordering the death of a women he respects. Both characters justify their actions
by stating it is for the good of the country (Filippo: “T'wo realms cannot be united while she lives’
(Act 11, scene I finale), Kalman: ‘I took an oath to keep the sacrilegious from usurping our laws!’
(ActII, No.10.)). The King is also the character for which Erkel utilised the most formulaic
material, his entrances in No.10 and No.13 are marked by the same stately material (see Example
10) which unfolds across a thirty eight bar introduction evocative of a baroque chamber
ensemble in which the opening motif (strings, bars 1-2) repeats in imitation before a rzpieno-esque
orchestral statement of the material. The maestoso marking and the lack of melodic development

further emphasise this sober depiction of the ancien regime.

138 Maria: Az artatlan kinek szivét semi vétek be nem szennyezé, az dratlan nyugodtan megy a birak elé. Act I1,No.8, scene
i
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Example 10, Ferenc Etkel, Bdtori M4ria, Act 11, No.10, scene iii, bars 1-5.
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King Kalman’s arias are characterised by stylised accompaniment (such as in Example 11), in the
manner of broken chord figures which often similatly accompany a troubled baritone or bass in

Italian-language opera such as the likely model of Filippo in Beatrice di Tenda.
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Example 11, Ferenc Erkel, Bdtori M4ria, Act I1, No.10, scene iii, bars 93-95.
Kalman: ‘Lord God, forgive the sinner for doing what we all do: love!”
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Following Istvan’s sortifa, the King addresses his sons concerns: in his view producing a
legitimate heir will overcome Hungary’s troubles (“The interest of the country calls for you to
choose a wife, who bears the country an heir — and the house of Arpad will live on forever’). '
The King’s response is characteristically accompanied by starker textures than Istvan’s lament,
where Erkel employs colouring and textual layering. By contrast, the King’s accompaniments
comprise sparse textures, and often use the generic formula of pizzicato downbeats on the tonic
or dominant in lower strings followed by repeated quaver oscillations or arpeggios in upper
strings (asin Example 11).

The opening exchange between King and heir descends into confrontation. Istvan’s
response is accompanied by a motif comprising octave leaps and turn-like semi-quaver figure,
which reoccurs throughout the opera (see Example 12). Erkel’s use of this reminiscence material

is interesting in that it is employed in power struggles at which Maria is at the centre of conflict,

and yetitis neitherintroduced by her, nor does it feature in either of her arias.

139 Kalman: A hon java kivanja, hogy nét vilassz magadnak, kitl az orszdg 6rokost nyerjen, és Arpad haza 6rokre
fennmaradjon. Act I, No.2, scene iv.
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Example 12, Ferenc Erkel, Bitori Miria, Overture, Allegro, 151-154
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When it does occur as she is on-stage it accompanies Istvan. Thereby, this motifis akin to the
manner of reminiscence motif found in Italian-language historical-tragical operas in that it is
reoccurring material which though presented is various transpositions, and exceptionally, in
inverted form (in No.6). This material is otherwise melodically undeveloped. However, this
material differs from a such motifs in that it does not have a clear association with a character or
theme.'" The static nature of the motif makes this material simultaneously conspicuous and
ambiguous. Though the material is not derived vocally from Maria (as is usually the case in
reminiscence motifs)'*' this material nevertheless appears in a vocal fashion in ensembles which
do not include Maria.

Utilising the material associated with Maria whilst introducing the power struggles, Erkel
situates the title-role at the centre of the power clashes between the King, Prince Istvan, and the
Royal Councillors. The King fears for his bloodline, and therein, the fate of the Hungarians.
Istvan fears foreign invasions and the safety of the people he protects through military means.
The Councillors fear the Prince’s youth will lead to foolish squandering of country’s resources,
and that a usurper of non-royal blood will take the throne. Amidst the confrontation, the
reminiscence motif is utilised evocative of a substitute soprano voice. When the Prince first

opposes the King, the motif dovetails their phrases, creating the musical effect of a third voice

140 Tuca Zoppelli, translated by William Ashbrook, ‘Narrative Elements in Donizetti’s Operas’, The Opera Quarterly, Vol.10,
No.1 (1993), 26.
141 7bid.
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interjecting at the end of their phrases (the semi-quaver turn-like figure) in a manner akin to
vocal-ensemble writing (see Example 13). This use evokes a similar effect to dramaturgical
situations in tragic opera in scenes of conflict between the tenor and baritone or bass in which
the heroine is at the centre, but who rather comments on the situation or pleads for mercy or a
resolution but does not engage directly in the conflict (such as the finale of La Straniera; the Act 1

finale of Anna Bolena and the Act1 finale of Lucrezia Borgia).
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Example 13, Ferenc Erkel, Bitori Maria, Act I, No.2 (scene iv), Moderato, 20-23
Istvan: Father, I cannot do thatl

Kalman: What? Are you opposing me, sweeping aside whatis best for the country? How dare you oppose

me?142
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142 Tstvan: Atyam, azt nem cselekszem! Kdlman: Hogyan, te ellendllsz? és a hon javat feledve mersz itt nemmel felelni?
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As the confrontation unfolds, Szepelik and Arvai scathingly allude to the continuation of the
Arpad dynasty in referencing Maria and Istvan’s children, which further emphasises the effect of

Maria’s musical presence as a member of the ensemble (Example 14).
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Example 14, Ferenc Erkel, Bdtori Mzria, Act I, No.2 (scene iv), 76-79
Arvai and Szepelik: Honest men will not obey him!
Istvan: (i anger), you really address me so, you snakes!143
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143 Arvai and Szepelik: Egy Korcs legyen kiralyod? Eb,aki 6t uraljal Istvan: (dikisen) Bs ezt nékem, ti szérnyek?
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In the councillor’s attempts to convince the King that Maria must be executed (No.10), Szepelik
reveals the two sons the Prince has already had with his new bride. The descending thirds figure
in the bassoons (see Example 20), alongside the oscillatinghorn figures (whichaccompany Istvan’s

visions and Maria’s death) betray Szepelik’s murderous intent (Example 15).
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Example 15, Ferenc Erkel, Bitori Mairia, Act I, No.10 (scene iii), Alegro non tanto ma deciso,
115-118

Szepelik: Two little boys sitin their mothers arms, calling the Prince their father. Did you really think
that the son of Judit would ascend to the throne? 144

Allegro non tanto ma deciso
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144 Szepelik: két kisfia il anyja katjain, és atyamnak szolitjak a herceget. Hiszed talin, hogy a Judit fia dl a kiralyi székre

majd?
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In Maria and Istvan’s Act I duet, this motif becomes inverted as Istvan pleads with Maria that

) 145

they should be married (see Example 16

14 Istvan: Hallgasd meg szavaimat, Marial Némnek kell lenned, mégpedig ma, ezt langold szerelmem, ezt biztossagod,
ezt mindketténk szerelme parancsolja.” Act I, No.6 scene viii.
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Example 16, Ferenc Etkel, Bdtori Miria, Act I, No.6 (scene viii), bars 42-47.
Istvan:. Listen to my words, Marial You must become my wife. 146
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146 Istvan: Hallgasd meg szavaimat, Marial Némnek kell lenned.
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The very ambiguity of this motif, which is instrumentally conspicuous (usually appearing
in piccolo and flute and thereby overt in timbre and pitch), is nevertheless semantically
associated with ambiguity itself. It is a musical spectre which is differentiated from the horn
thirds motif (Example 2) and chromatic descending figure (Example 5) by avoiding a musical
resolution. The two motifs introduced in the orchestral introduction (and later the overture)
become distinctly associated with tragedy by being heard at moments of danger and reoccurring
with the final tragedy of Maria’s death. The reminiscence motif by contrast is disruptive inits
appearance in scenes of conflict but does not have a circular function which distinguishes the
foreshadowing material. It contributes to the curious deviation from the tragic-heroine type of
the title-role.

The various uses of this motif aids in the depiction of the historical specificities found in
Hungarian nationalisms in Bdzori Mdiria by not associating this material explicitly with the
soprano-protagonist. The foreshadowing musical material has a determinist function
(reinforcing the lack of an educative or consoling resolution and forging musical cyclic
connections). The lack of a didactic or consoling resolution means the motif associated with
Maria fails (musically) to rupture the course of the power struggles, and cannot prevent their
apparently inevitable conclusion. The soprano shares some similarities with heroine-victim
operatic counterparts in the be/ canto repertoire (further explored below). However, her death
does not create a rupture as in examples such as Norza, where the death of the title-role resolves
the tension in the love triangle, and absolves her ‘sin’ of breaking her priestess vows. In a
Straniera, Alaide’s death resolves both the private and public (political) conflicts. In Bdzori Mdria,
the spectre of Maria’s death lies at the heart of much of the dramaturgy (Maria’s fears of a
vengeful King; the conflicting and changing resolve of the Kingand the insistence of the
councillors which dictate several extended ensembles; Istvan’s visions of Maria’s death, the final
murder scene which segues into her death scene). Maria embodies the spectre of death, and

therefore is not assigned a reminiscence motif through which she can be recalled by her lover;
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Istvan ratheris plagued by images of her murdered body. The motif is presented throughout
scenes of conflict and as Istvan tries to convince Maria to be married (an act which seals her
fate), and anticipates tragedy. Rather than this motif representing Maria’s character on stage, it

functions as a constant reminder of the tragedy to come.

The confrontation in the No.3 quartet climaxes with Istvan exclaiming that the King
should tremble before his wrath as a response to the King’s curse. The musical depiction of
Istvan’s ensuing fury switches between swells in lower strings against tremolo in upper strings,
and the following upper woodwind arpeggiated swells against descending chromatic tremolo
accented strings. The heirs demand that the King tremble before him is orchestrally reflected as a
grave and pivotal moment: diminished seventh chords in tremolo, fortissimo strings undetlie

arpeggiated flurries of chromaticisims in the woodwind (88-89, see Ex.17).
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Example 17, Ferenc Erkel, Batori Mzria, Act 1, No.3 quartetto con coro bars 87-90
Istvan: Tremble as this young warrior becomes furious!!47

(Sib) @ e

- e
z z
h; =
B
ba Ha
z £

147 Istvan: Reszkess, ha a harcfi haragra heviill
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Power-struggles in Bdtori Mdria are presented by creating musically distinct contrasts
between the King and Prince. Musically representing Istvan’s fury aids the depiction of his fiery

character, in adherence to both the tenor-hero types familiar from the Italian-language repertoire
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familiar to Pest-Buda audiences, but also to liberal dramatic (‘classical’) aesthetics. The use of an
ambiguous but timbrally conspicuous reminiscence motif amidst power struggles, at times
interjecting akin to soprano ensemble writing in similar dramaturgical situations, aids the
depiction of a mysterious heroine. Though Maria is capable of the kinds of musical ‘excess’ of

her tragic-heroine counterparts, her vocal language is curiously restrained.

Endogamy and Excess

Don’tyou see the angel of God

Hovering above, brandishing a sword?

Her face is brooding in the sacred fire of wrath,
Bringing punishment to the country.

The woman must be the bloodstained sacrifice
—and peace will dawn in our motherland.

Arvai and Szepelik, Act 1, No.10, scene iii
Ferenc Erkel, libretto by Benjamin Egressy, Bator: Marial*

Operatic tragic heroines are understood as vulnerable victims of circumstances, yet the fact
that they can muster such anger, intrigue and wrath in other (male) protagonists exposes the
power these characters can simultaneously embody. The divergence from comic operatic genres
in historical tragedies in the first half of the nineteenth century meant that even in operas which
conclude happily, female roles became characterised by “fixity and passivity’, functioning as ‘mere
attributes’ of the turmoil of their romantic or familial male counterparts.' Such roles rather
function as a catalyst to a misunderstanding or a tragedy in which she becomes a divisive or
motivating object for (male) protagonists; she does not usually dictate the events presented on
stage. In these respects, Maria Batori is closely related to this tragic-heroine type. She violates the

social order: she has children out of wedlock, and she marries into royalty despite hailing from

148 Nem latod-az e Isten angyalat Fent lengni? Eles kard villog kezében. Nézd, arca bus, haragja szent tiizében, Hogy
megfenyitse érte e hazat. O légyen hit a véres dldozat, Es a békenap hazankra folvirrad.

149 Francesca Savoia, ‘From Lucia to Violetta: Romantic Heroines of 19t Century Italian Opera’, Revue de Littérature
Comparée, NV ol.66, No.3 (1992), 215-216.

168



the nobility. She is caught between patriarchies when she bows to Prince Istvan’s insistence of
marriage which the King expressly forbids in the opening clash.

So-called ‘mad scene’ operas, such as Donizetti’s Anna Bolena (1830), Lucia di Lanmermoor
(1835) and Bellini’s I/ Pirata (1827), all conclude with the soprano dead either as a result of an
oppressive circumstance or following the soprano’s violation of social codes. Bellini’s I«
Sonambulla (1831) and I puritani (1834) conclude happily when the misunderstanding which has
caused madness (I Puritani) or the (mis)perception of the soprano having disrupted the social
otrder (La Sonambulla)is resolved, and the status quo restored. A soprano’s ‘violation’ is
practically always tied to sexuality: whether through seduction, betrayal, or submission. '™ This
common theme linked to sexuality and identity meant that deviating from these kinds of policed
behaviours became equated with ‘bad patriotism’."' As Emanuele Senici’s study demonstrates, a
heroine’s conduct could be informed by cultural norms in specific geographical locales. In Alpine
regions, virginity was perceived as ‘valuable family capital, to be guarded closely by fathers and
brothers, who were its primary custodians outside the family itself’."” Therein a contextual
backdrop to the characters Amina and Linda (the title-role in Donizetti’s Lznda di chamonnix.,
1842) is an understanding that the soprano’s virginity was viewed as part of the family estate, and
not her own capital.

In Erkel’s first opera, Maria’s ‘deviation’ from sexual virtue is linked to the future of the
nation throughout the opera. Her noble, but not royal, birth, and her (in actuality, Istvan’s)
defiance of the King’s wishes mean the Royal Councillors are almost obsessively afraid of her
usurping the throne through Maria and Istvan’s sons. Whilst the idea that the nation’s ‘survival

depended on female sexuality is common in European nationalisms (‘women were “biological

130 Joseph Kerman, ‘Verdi and the Undoing of Women’, Cambridge Opera Journal, Vol.18, No.1 (20006), 22.

151 Maxwell, ‘Nationalizing Sexuality: Sexual Stereotypes in the Habsbutg Empite’, Journal of the History of Sexuality,
Vol.14, No.3 (2005), 268.

152 Emanuele Senici, Landscape and Gender in Italian Opera: The Alpine Virgin from Bellini to Puccini (Cambridge: Cambridge
University Press, 2005), 107.
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reproducers of ethnic collectives™)

, in reform-era Hungary there was a particular emphasis on
endogamy as virtuous. Though ‘national endogamy enjoyed universal respectability [universal
here refers to all Hungarian classes]’, this was not equally applied to the sexes, and men could
justify their marriage outside their class through a variety of reasons such as ‘nationalising’
foreign women (an assumption which, as Maxwell notes, assumed women can be ‘nationalised’
whereas men cannot).'™ This double standard is naturally typical of the era, in which women
must adhete to the norms stipulated by patriarchal family structures. " In Hungaty, women’s
sexuality was in itself acceptable, as long as it was confined within nationality and class."
Adhering to these social expectations was sometimes even linked to political reform. Széchenyi’s
proposals, which positioned the aristocracy as responsible for national progress, employed
matrimonial metaphors. As Marth Lampland has shown, in Széchenyi’s view: ‘inferior classes
would pledge their eternal fealty to the aristocracy, who would guide them to happiness.”"’
Maria’s violation of endogamy meant she apparently places the throne in jeopardy, for which
Istvan can be excused. Her fate mirrors her Alpine sisters, and like them, her violation is
geographically specific.

Istvanis also bound by oppressive patriarchy: it is his violation of his father’s instructions—
a patriarchal order in which the heir obeys the King—which leads to the final tragedy. That
Maria is the figure who must be punished to expel the social violation, and not Isvtan, is
characteristic of contemporary tragic operas. She is arguably even a victim of Istvan’s
oppression: he insists on their marriage despite her clear opposition. This a divergence from

historical tragedies from 7 capuleti e i montecchi to Anna Bolena to Lucia di Lammermoor. 1f Maria wold

have had the freedom to dictate her own actions, the conflict and her death could have been

153 Alexander Maxwell, ‘National Endogamy and Double Standards: Sexuality and Nationalism in East-Central Europe
during the 19% Century’, Journal of Social History, Vol.41, No.2 (2007), 413.

154 Maxwell, ‘National Endogamy’, op. cit., 413.

155 Imre, ‘Staging the Nation’, gp. cit., 83.

156 Maxwell, ‘National Endogamy’, op. ¢it., 413.

157 Martha Lampland, ‘Family Portraits: Gendered Images of the Nation in Nineteenth-Century Hungary’, East European
Politics and Societies,Vol.8, No.2 (1994), 295.
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avoided. Istvan, in his stubbornness, in a way causes her murder as much as the councillors.
Whereas an Imogene (I/ pirata) or a Lucia are forced to marry a man they do not love, Maria is
curiously forced into the reverse. This is most emphasised in the libretto in Maria’s Act 11

exchange with the King:

King: Youlured Istvan while his lawful wife was still alive, and bore him two
illegitimate sons. Advancing their legal ascent to the throne, you married my
son and heir.158

Maria: As the languid spume disperses against the cliff, so does your

accusation recoil from my clear conscience. I did notlure the prince. Is it a sin

that I love him and my heart has found a loving kin? If so, we mustaccuse

mother nature for planting it in all of us. That we married is true. But heaven

knows, I was forced into it. As to my children, I never intended to help them

to the throne.!?

Considering that the deviation from endogamy in Maria and Istvan’s union is established

textually throughout the opera, it is significant that Erkel’s depiction of the title-role references
the kinds of stately operatic gestures usually used to represent royal figures. Announcing her

sortita through an instrumental segue into her romanza (No.4), Etkel used regal musical effects

through repeated thickly textured F major chords and timpani percussive rolls (see Example 18).

158 Kalman: Elesabitad Istvant még njeéletében, és két térvénytelen fiat nemzél neki, és hogy azokat térvényesen a tronra
tltesd, Osszeeskiivél a koronaorokossel. Act 11, No.14, scene vii.

159 Maria: E vad, uram kiraly, mint a készirthez csapodott hab, visszapattan tiszta erk6lesiségem el 6tt. En nem csibitim
el a herceget. Hogy szeretem 6t, és szivem ndla rokont talalt, vétek? Ha igen, gy a természetet kell vadolnunk, ki azt
belénk olta. Hogy 6sszeeskivénk, 6, az igaz, de ég a tanim, hogy 4 szinte kényszeritve voltam. E két gyermeket pedig
trénra tltetni szandékom sem vala. — De kik ezen kétes arci emberek? Miért jovének Sk lakomba? Act 11, No.14, scene
vil.
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Act I, No.4 (scene vi), 1-8.
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Example 18, Ferenc Erkel, B.
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This depiction was likely influenced by works such as Bellini’s representation of the title-
role in Beatrice di Tenda, which Erkel conducted in 1838. Both are introduced by the kinds of bold
stately musical ‘announcements’ which alternate with dotted figures presented in a thinner
texture (see Example 19). Associating the title-role in Bellini’s opera—the Duchess of Milan—in

this stately manneris unexceptional. However, the plot of Bafori Maria hinges on the fact that the
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title role is a noblewoman, and not of royal blood makes this instrumental representation

striking.

Example 19, Vincenzo Bellini, Beatrice di Tenda, Act I, scene v, bars 1-16.
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In depicting Maria akin to Royal soprano-heroines, Erkel also utilised references to
musical markers of bodily suffering (also likely influenced by Bellini’s depiction of Beatrice,
which features similar figures (see Example 19)). In the eatly nineteenth century, the role of
musical gesture in operatic plot narration ‘was perceived as possessing a vital role in clarifying the

spectatot’s grasp of musical essence.”'”

As Melina Esse demonstrates, approaching the middle of
the nineteenth century, a shift in depicting suffering heroines meant a ‘detachment from the

voice’: ‘stoic suffering’ replaced the overt sighs, sobs and bodily tremors evoked in the voice, and

160 Susan Rutherford, Ta cantante delle passioni’: Giuditta Pasta and the Idea of Operatic Performance’, Cambridge Opera
Journal, Vol.19, No.2 (2007), 133.
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was instead more frequently reflected in the orchestra.' The contrasting lilting acciaccatura
figures (see Example 18, bars 5-8) also relay the manner of musical ‘sighs’ found in Bellini and
Donizetti historical operas,'*” reflecting the performance directions ‘Maria enters, pale and upset’.
In the depiction of Maria, her musical language is largely set in a cnto declamato style (although
there are moments of striking virtuosity, namely in Nos.6 and 8 (aabaletta)), but instrumental
references to bodily suffering abound. The flute introduction prior to her romanza (following the

stately material), also includes the manner of ‘signs’ in the appoggiaturas and oscillating leaps in

the flute (see Example 20).

Example 20, Ferenc Erkel, Bitori Maria, Act I, No.4 (scene vi), 18-21.
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Erkel utilises ‘musical imitation’ of the ‘sighing, trembling, weeping body’'* in this manner
at moments of tension and to depict her psychological state. This is particularly employed for
moments of anxiety, such as when she implores her husband and brother not to leave her

undefended, tremolo strings underlie her stress (see Example 21).

161 Esse, op. cit., 173.

162 Mary Ann Smart, Mimomania: Music and Gesture in Nineteenth-Century Opera (Betkeley: University of California Press,
2004), 5.

163 Esse, op. cit., 9.
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Example 21, Ferenc Erkel, Bitori Maria, ActII, No.9 (scene ii), 30-32
Maria: (aside) Why am I trembling? My heart is pounding as if death would lurk around, and my whole body is

shaking.164
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The acciaccatura figures first heard in her Act I sortita continues to present an embodied
presence of the title role. When the King arrives at Leanyvar with an executioner in the second act
Act II, No.14 (scene vi), the sighing figures (see Example 18 bars 5-8, in No.14 flutes are

16

unaccompanied) relay her entrance before the King as she walks to meet her fate:'” a composed,

regal entrance.

Despite Maria’s similarities to the tragic heroines outlined above, in terms of musical
depiction of suffering, and in relation to her death ‘demanded’ for violating the social order, she
diverges from these heroines in a significant manner. She is a passive character who cannot
dictate events, yet her mental stability is not pre-conditioned to unravel when oppressive
circumstances result in consequences for this violation of the social order. A defining feature of
Maria, conversely to the tragic heroines familiar to the Pest-Buda audiences and despite in other

ways indebted to them, is her vocal restraint. McClary’s enduring reading of operatic ‘mad’

164 Maria: (fé/re) Ah, mért bennem e rettegés? Erdsen ver szivem, mintha halalveszély kormyezne, és testem remeg.

165 Tt is interesting to note that this material reoccurs in the premicre version of the finale, where it appears immediately
before Istvan’s line: ‘she is gone, her body is cold’: these ghostly musical footsteps were potentially intended to depict the
heroine’s descent to heaven (bar 87 of the premiére version of the finale). See Miklés Dolinsky and Katalin Szacsvai Kim

(eds.), Bdtori Maria: Opera Két Felyondsban (Budapest: Rézsavolgyi és Tarsa, 2002), Volume 11, Appendix III, 646, Bar 87.
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1% understands deviations from be/ canto schemata in ‘mad

women through ‘excess’ and ‘frame
scene’ operas as ‘[the soprano’s] exuberant singing leaves the mundane world of social
convention behind as she performs high-wire, non-verbal acrobatics that challenge the very
limits of human ability’.'"” Freya Jarman contends that the tenor became ‘dependent on his
female counterpart for the very construction of his heroism’, in other words: that the musical
depiction of the tenor-hero can only frame a soprano-heroine who embodies musical ‘excess’.
Without exhibiting ‘excess’, these ‘tenor-heroes’ are ‘denied much of their power.”'*

Maria is a vocally restrained character. She is capable of ‘excess’, but these are rational
responses: fearing for Istvan’s safety as he is away at war (No.4); expressing joy when he safely
returns (No.6); when she is fearful of the repercussions following her marriage (No.8); and the
declamatory style as she dies (which rather depicts her physical pain than the emotionally-derived
vocal acrobatics in the aforementioned instances). Her resolve and joy are real, not imagined.
Whereas ‘mad’ heroine-types are in McClary’s readings (musically) pre-conditioned to losing
grasp of reality, Maria is invulnerable to mental collapse. Plot developments do not unhinge her.
Even when the King unexpectedly arrives at her home—with an executioner in tow—she does
not lose her musical composure. Again, tension is relayed orchestrally (rather than vocally), and
here reflects the King’s turmoil as much as Maria’s distress.

In the opening of the finale (No.14), the King’s arrival to Leanyvaris introduced by his
stately music (see Example 10), and Maria’s subsequent entrance is marked by the ‘sighs’ material
(introduced in No.4, see Example 18, bars 5-8). Maria’s vocal constraint by contrast even
unnerves the King further. Even when faced with (further to the King) the councillors and an

executioner, Maria retains her resolve: she sings largely in stepwise motion, aligned rhythmically

and harmonically within the confines of operatic ensemble numbers. Maria’s vocal composure

166 Susan McClary, Feminine Endings: Music, Gender and Sexunality (Minneapolis: University of Minnesota Press, 1991), 80-
111

167 McClary, op. cit., 92.

168 Jarman, ap. cit., 63.
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ultimately causes the King to abandon his plan for execution: ‘such valiant rhetoric comes only
from those whose heart is calm and whose soul is chaste’.'”

The assumption that, as Melina Esse puts it, ‘vocal performance has the power to
transcend physical degradation and suffering’'™ in studies concerning gender in opera does not
allow for the opposite. Maria Batori, by her musical excess and containment reflecting various
emotional states: not simply moments of ‘degradation and suffering’ means her musical
personality has a fluidity which depicts a range of human emotions, despite her vocal restraint
appearing as less overtly emotive than her ‘mad’ counterparts. Further, she is in control of her
‘excess’: which she chooses to express in the safety of solitude, herladies, or Istvan. She is not
characterised by her excess. Despite her non-royal lineage, which allows the councillors to
convince the King to order her execution, her regal musical depictions and vocal composure
before the King convinces him she is innocent of the ‘crime’ of endogamy: her (musical)
presence convinces him she is worthy of transcending this barrier.

Examining how the King’s musical language is musically manipulated as reflections of
the text further illuminates the individuality and emotional-musical fluidity of Maria’s character
by contrast. In the trio in which the councillors convince the King Maria must be executed
(No.10), the material associated with the King and the motif connected with the title-role
overwhelm Kalman’s attempts to think independently. The councillors’ attempts to bend the
King to their will are represented by the foreshadowing motifs, chromaticisms and tremolo
strings. The King attempts to assert his own mind, but each time he overturns his conviction
with the councillors’ persuasions. His meditative, formulaic, musical accompaniment is in each

instance overwhelmed musically and textually by the distinct and strikingly contrasting references

to the foreshadowing material, the reminiscence motif, tremolo, contrasting (minor) tonality and

169 Kalman: ‘Ily merészséggel csak az beszél, aki nyugodst, s szive, lelke tiszta.
170 Esse, op. cit., 7.
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tempo which represent the councillors’ intrigue (these musical contrasts are outlined in Example

22).

Example 22, Act I, No.10, scene iii-iv, Scena e Terzetto con Coro

Bar numbers Dramatic Situation and Musical features

1-38 Kings’ stately orchestral introduction (see Example 10).

39-63 Exchange between the King and Szepelik (recitative), tremolo strings.

64-91 King, Arvai and Szepelik; bars 72-75 descending chromatic figure in
tremolo strings and horns (from Example 4: here rhythmically
augmented to minims); repeated in horns 86-91.

93-105 Apndante, modulation to Ab major as King shows compassion for Maria,

(Cavatina) accompanied by oscillating arpeggiated triplets with reinforced
tonic/fifth.

106-170 Councillors: allegro non tanto ma decisio; ¢ minor; the reminiscence motif
accompanies their attempt to convince the King by revealing the
existence of Istvan and Maria’s children (bars 115-135).

171-228 Abndante; 6/ 8; Ab major (shift to d minor when councillors intetject
with ‘she mustdie’, bars 178-181); broken chord accompaniment
returns as the King wavers.

229-259 Kém, the Royal spy enters and reveals that the prince and Maria have

(Tempo di mezz0) married; the King, councillors and court (male chorus) respond with
‘death to her’; the King quickly retracts his words. He resolves to spare
her.

259-290 Councillors again seck to convince the King: alegro non tanto ma decisio;
reminiscence material (bars 260-268).

291-337 Abndante, Arpeggiated 6/8 accompaniment as the King wavers: King
(worried) Is it a sin, not to restrain the unleashed rage, and meddle
with the doings of God? (pondering) what if the life of thousands

(Cabaletta) depended on the death of one? ... (firmly) No! Kdlman is not to be
cursed by any descendants! ...She must die today!!7!

338-348 (end) All: “The King of Hungary will be the offspring of Arpad again, but
only if she dies!'”2 Tremolo strings; ¢ minor.

Like her Italian counterparts, Maria ultimately dies for her violation of the social order: her
‘crimes’ of having children out of wedlock and marrying into royal blood. Her (musical) composure
in the pivotal scene of the audience with the King, who has arrived to inform her she is condemned

to death, even partially convinces him to pardon her sins. That she cannot be ‘framed’ in refusing

171 Kalman: Vétek, ki nem 6rzi vad indulatit, s jussiba az Urnak avatja magat. (#inddve) De hogyha ezrek élete ez egy
halalté] figgene? Kiraly vagyok, megeskiivém térvényeink megtartani; és szentségtors kezekkel azt engedjem-e
bitotlani? (szildrdan) Nem! Kalmanra ne szotjon atkokat a maradék! Most késziiljetek utra, halni fog ma még!

172 Mind: Arpad véribél lesz a magyar kiraly! Csak tgy, ha meghal 6, haljon tehat!
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to display ‘excess’ nevertheless simultaneously means she disturbs the social -patriarchal order, and

she dies for this deviation.!™

Apparition

Istvan’s recklessnessis key to the narrative in Batori Maria. His flaw functions similarly to
the liberal aesthetics (drawing largely from classical drama), in which a protagonist’s hubris
enacts a chain of events from which the final tragedy results. It is only in the penultimate number
of the opera that he identifies how his actions might have repercussions, triggered by a series of
ghostly visions.

The libretto and musical distinctions between the apparitions and the hunting chorus
establish that Istvan alone sees the images of his dead wife. Despite the conspicuous influence
the “Wolf’s Glen’ scene in the ActII finale of Weber’s Der Freischiitz (1821), Etkel’s scene in
Bdtori Maria differs both musically and dramaturgically. A state of flux between the hunters and
the series of apparitions functions differently to the musical distinction Weber created between
the natural and supernatural. In Der Frezschiitz the shifts between ¢ minor and Eb major depict
the demonic world of Samiel, whose appearances are marked by diminished seventh chords, in
contrast with the humanity embodied in Max, respectively, before modulating through minor
keys (c, a and the tonic of {#) as the series of hellish elements appear. The oscillation between
major and minor in Istvan’s visions is similarly integral to depicting opposing implications, yet
utilised to different effect. The mounting tension in the ‘Wolf’s Glen’ scene builds steadily and
finally climaxes in a flurry of diminished seventh chords. Erkel’s framing of contrasting sound

worlds function distinctly to each other, and the jovial hunting chorus bookend the scene.

173 There is currently precious little literature on the role of female operatic characters in the Hungarian repertoire in
relation to feminist readings or the ‘new musicology’ in general. The exception is the soprano-protagonist from Erkel’s
third opera, Bink bin, which has received some attention, for example: David E. Schneider, ‘Mad for Her Country:
Melinda’s Insanity, the Puszta, and Nationalist Dramaturgy in Ferenc Erkel’s Bank bin Act 3°, Studia Musicologica, V 01.52,
No.1-4 (2011), 47-64. It is my hope that utilising some of these frameworks and understandings in relation to Matia
might have demonstrated the potential for such readings to enrich our understandings of how Erkel’s operas relate (or
differ) from the contemporaty repertoires.
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In Erkel’s opera, a drinking song alternates with the musical tension which depict the
apparitions of Maria. The apprehension is in a state of flux: appearing and subsiding several times.
Rather than representing opposing forces (natural versus supernatural), the distinction is between
blissful ignorance and Istvan’s new consciousness of potential danger as the consequences of his
recklessness. The use of a simple largely step-wise G major melody as the hunters’ drinking song
(see Example 23) contrasts starkly with each apparition (the oscillation between the drinking song

and Istvan’s visions which constitutes the scene is outlined in Example 27).

Example 23, Ferenc Erkel, Baitori Mzria, Act 11, No.13, 9-16
." 2! 2 X

Miklos

Bort, sze-rel - met é - ne - kel-junk, mert csak ¢ - w1 -dit - ja szi-vink

Distinct from the diatonic accompaniment of the hunters’ chorus, the apparitions are
characterised by minor tonality (E minor, C minor), through chromaticisms, flute interjections,
the use of the horn foreshadowing motif (from Example 1), diminished seventh chords and

tremolo timpani (see Example 24).
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Example 24, Ferenc Erkel, Bitori Maria, Act 11, No.13 (scene v), 89-93.

(Mdria appears in the position of ber murder) Istvan: (frightened) Good Lozd!
Hunters: (they jump to their feef) What is it?
Istvan: Don’t you see the bloodstained shadow of Mariar174
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174 Istvan: (Madria elotlinik azon helyzetben, melyben meggyilkoljdk) (folriad) Nagy égl Vadaszok: (felugralnak) Mi az? Istvan: Nem
latjatok Mariam véres arnyékat?
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The manner of declamatory vocal style is also similarly utilised to that in the “Wolf’s Glen’ scene,
in passages such as Max’s ascending ‘hinab! Hinab!” as he sees apparitions of his dead fiancée

(see Example 25).

Example 25, Catl Maria von Weber, Der Freischiitz, Act 11, No.10, bars 142-146.
Max: Agathe! She is taken by the river! Downwards! Downwards!

0 o
Max - i 7
'\;}c’. € 7 = f £ 7 { ]
A - ga - the! Sie springt in den
Q ¥ .. o .. . | > .. »—.
VAW 3 | 1 | Il | I I Il N I I 1 I 1 I 1 1
1 1 > o | 1 o = | 1 - = | 1 a ¥ | 1 > = | T o = | T = = | 1 -
| I | el | I I [ =1 | F: 1wl | | = | I = | I | I =
=== ——— = ———————
/.
F AN 3
| W
SR’ Z Z Z
© =2 = = ==
0 )
P4 | il I | Y | I
y &l I F ] L] - | ¥ 2 L7 | & 1 1
| Fan} T ~ |l 1 r Y 11 . 1 1
AN i) T 1P T |
5) 4 T ¥ !
Fluss! Hin - ab! hin - ab! ich
ﬂ > 8 >0 P >0 h.. r ¥l r ¥ ] r X ]
A e = T S B B i
(D ¥l | a2l | 28 | a8 | o :? B D el ot N N ol Nt o N N
N et vl el N N e N N o ol N N . N N Y N N N I N O
DEN==== === ===
y)
s * s
N4 _a “ =i =i [ [
L2 22 B p- h% “

Erkel’s setting of Istvan’s shock and horror at what appears before him creates a similar
effect as he shouts for the murderers to stop (‘megallj, megallj”’, see Example 26). Both
exclamations are relayed over diminished seventh chords aiding the depiction of these fearful
visions. In Erkel’s scene the horn foreshadowing motif (bars 103-109 (from Example 1) further

creates tension and musically connects the apparition to the final tragedy.
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Example 26, Ferenc Erkel, Bitori Maria, Act II, No.13 (scene v), 102-109
Istvan: There, therel Her murderer hovers over her! (Mdria disappears). Stop, stop! My stormy wrath will
dispel you, cursed murderer!!7s
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175 Istvan: Ott, ott! felette gyilkosa! (Mdria eltiinik) Megallj, megalljl —Sz6ryt haragom viharja sodorjon le, atkozott gyilkos!
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Example 27, Act I, No.13, Bordal

Bars Musical features Libretto
1-8 Orchestral introduction, Allegro, G
major
9-48 Melody from Example 23, G major | Miklds: Let’s sing about wine and love, the only
things that please the heart. Long live wine and
women — both chase troubles away.
Life is so short, it’s as fleeting as the deer we chase, it
jumps from the bushes as does the juice from the
cup (drains his glass). Cadenza: It was there and now
it’s gonell’s
49-64 Melody from Example 23, G major | Hunters: Let’s sing about wine and love, the only
things that please the heart. Long live wine and
women — both chase troubles away.17”
64-80 Orchestral interlude, G major,
diminished seventh chord (bar 76),
half cadence (iv-i) in G
80-91 Diminished seventh chords (bats Istvan (anxiously): A growing fear brews in my heart
89-92), ¢ minor, flute interjections, | (a vision of Maria murdered corpse appears)
horn foreshadowing motif (from (frightened): My God!17
Example 1), tremolo timpani
92-93 C minor, tremolo timpani Hunters (they jump to their feet): What’s wrong?!7
94-97 Diminished seventh chords (97), Istvan: Don’tyou see the bloodstained shadow of
tremolo timpani Maria?180
98-101 | Diminished seventh chords (98- Hunters: We see nothing]1s!
100), tremolo timpani
102-121 | Horn motif (bars103-109 and 112- | Istvan: There, there! Her murderer towering above
117 (from Example 1)), tremolo her! (Maria disappears). Hold on, hold on! — My
timpani, g minor ferocious wrath will dispel you, curded murderer! (he
falls back on a bed of grass) God save me from
delusion!82
122-138 | B major Miklés: Your highness, there is nothing there, it is
only your imagination. Away with it Come, sit, and
sing with us! Let’s sing about wine and lovely girls.183
139-144 | G major drinking song (Example | Mikl6s, Hunters: Let’s sing about wine and lovely
23) girls!84
144-151 | Bb minor, tremolo strings Istvan: Enough! We must return home! My heart is
calling]185

176 Mikl6s: Bort, szerelmet énekeljiink, mert csak ¢’ viditja sziviink. Eljen a bor és a szliz, mind a ketté gondot Gz.
Eletink rovid folyasa tgyis oly hamar tdnik, mint a szarvas, mely elliink a bokorbdl felszokik, vagy miként kupam leve
(kiissza kupdjdaf) mely volt s imhol elttne!

177 Vadaszok: Bort, szerelmet énekeljiink, mert csak ¢’ viditja sziviink. Eljen a bor és a sziz, mind a ketté gondot Giz.

178 Istvan: (szorongra) A kin itt benne egyre dul, szivem buézoénbe fal. (Mdria elétiinik azon helyzetben, melyben meggyilkoljik),
(folriad) Nagy ég!

179 Vadaszok: (felugrdlnak) Mi ez?

180 Tstvan: Nem latjatok Mariam véres arnyékat?

181 Vadaszok: Mi semmit sem latunk!

182 Istvan: Ott, ott! Felette gyilkosal (Mdria eltiinik) Megalljl — Sz6rny( haragom vihatja sodotjonle, atkozott gyilkos!
(gyepdgyra hanyatlik) Isten ments meg a kabulastol!

183 Mikl6s: Hercegem! ott semmi sincs, csak képzelet, el vele! J6jj, j6jj, danolj velunk, bort s szép leanyokat énekeljunk!
184 Miklés, Vadaszok: Bort, szerelmet énekeljunk —

185 Istvan: Most elég] Megytink hazal Hiv keblem sugallatal
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152-159 | G major Hunters: Your highness why is the merriment
overr186

160-167 | D minor, tremolo strings Istvan: Over it is! Do not question me, just follow
with hastel187

168-217 | G major Melody from Example 23 | Miklés: Well, we might as well finish our song and
drain our cups (they drink)188

Miklés, hunters: Let’s sing about wine and love, the
only things that please the heart. Long live wine and
women — both chase away etc. (they exit singing)!8

The blood-stained visions of Maria finally awakens Istvan to the repercussions of his
actions after ignoring Maria’s imploring for nearly two acts. In contrast to Weber’s opera, it is
only Istvan who sees the apparitions. They are not conjured by supernatural forces—a third
party—but derive from a psychological condition which means they constitute reality for Istvan
alone. His visions depict an opportunity for a historical figure to rupture the sequence of events,
which Istvan seizes when he demands they return to Leanyvar.

In understandings of the pastin reform-era Hungary, the kinds of apocalyptic imagery of
a nation ‘washed in blood’"” depicted a historically sinful community from which present
‘punishment’ in the form of cultural and political imperialism caused. As demonstrated in
Chapter 2, fears that Hungarian identity perches precariously on the cusp of oblivion stimulated
political reform, nation-building projects, and convictions to nurture Hungarian-language
literature and drama. The flawed hero who otherwise embodies traits considered virtuous in
reform-era understandings of historical Hungarian heroes, sparks the discord from which the
tragedy unfolds. His virtue as courageous, a passionate, successful warrior and protector of the
Hungarians, mirrors representations of Hungarian historical heroes from Arpad to Rakécezi.
Though these heroes are depicted as brave defenders of the Hungarians, their sins are

nevertheless lamented as bringing God’s wrath upon the community. Istvan’s heroism is

186 Vadaszok: Hercegink! Miért, miért? Hat a vigsag vég ért?

187 Istvan: Ugy van, ugy! Ne kérdjetek, csak sietve jojjetek!

188 Miklés: J6, ha hogy mar menni kell, énekiink danoljuk el, kitititve a kupank! (isgnak)

189 Miklés, Vadaszik: Bort, szerelmet énckeljink, mert csak €’ viditja szivink. Eljen abor és asziliz, mind a ketté gondot
Gz stb. (menve danolva mind el)

190 ‘Eoy orszag vérben 4ll.” Mihaly Vorésmarty, Sdzar (stanza 11), 1836 (see Chapter 2).
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similarly marked partially by his flaws. His conduct is thereby consistently presented in the finale
when he swears to avenge Maria’s murder. Not only does he realise the repercussions of his

flaws too late to cause a rupture in the plot, neither does he learn: there is no resolution or
atonement which might embody the hope for a break with a cyclic, sinful past. He is aligned with
Hungary’s historical heroes who neither disrupts the past to determine the future, nor atone. The
hunting chorus is heard a final time in the scena ultima where musical rupture further reinforces an

inability to disrupt cyclic understandings of the past.

Intrusion

Off-stage music in opera can serve various functions, commonly introducing information
which is vital to understanding following events, such as Alaide’s off-stage singing of the joys of
a simple life in Act I, scene ii of La straniera, or as a ‘catalyst to action’,”" such as the finale of Act
I of Norma, where the Druids plead for Norma to come to lead them following a sign of divine
wrath amidst the dramatic trio between Norma, Adalgisa and Pollione. Musical ‘intrusions’ can
also interrupt the narrative to remind the audience ‘of action taking place... beyond the world of
the stage’, such as the ‘gondoliet’ song opening Act I1I of Rossini’s Oze/lo (1816)."”

The function of the hunting chorus in the scena ultima of Batori Mdria is similar to the off-
stage women’s’ prayer, ‘Ein feste Burg ist unser Gott’ in Act V, scene ii in Meyerbeer’s Les
Huguenots. Both instances relay information (of the Catholic massacre of Protestants underway
and the return of the hunt, respectively), and both utilise a melody established previously as
representing a specific group of people. In Erkel’s opera the G major melody of the hunters’
chorus drinking song is established as a care-free celebration of the pleasures of wine and

women. In Les Huguenots, the Lutheran chorale ‘Ein feste Burg ist under Gott’ is patently

associated throughout the opera with Marcel, a character marked by his Protestant identity, and

191 Smart, ap. cit., 90.
192 4y,
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therein the chorale melody is also associated with the Protestant faith. Thereby, in the final act,
the off-stage women’s chorus represents that they belong to this religious group: it is clear which
group is being persecuted.

The massacre in Les Huguenots is recounted on-stage but takes place off-stage. The
protagonists understand the same fate awaits them if they do not renounce their faith, and they
choose to die together. They anticipate their martyrs reward in a united heavenly vision. Singing
the chorale as they anticipate a divine reunion in death, Marcel, Raoul and Valentine become
musically united with the off-stage slaughtered martyrs. The chorale material signifies a clear,
triumphant meaning.

In Bdtori Maria, as Maria is fatally injured, hearing the hunting chorus from off-stage
provides the information that Istvan has returned to Leanyvar. Maria, dying alone, cruelly hears
the blissfully ignorant hunters’ song as it is too late to be saved: she can neither choose to meet
or escape her fate, nor become united—physically or musically—with them. The off-stage
melody in Erkel’s opera creates a final emphasis on Maria’s foresight which throughout the
opera led to her futile attempts to create a rupture (through convincing Istvan of the danger she
faces) in the unfolding tragedy. The final intrusion of the hunters’ drinking song as Maria is dying
only exemplifies the ignorance and inability to break the cycle of tragedy rather than a break with
the past which might disrupt a cyclic understanding of history. Further, the musical interruption
constituting the fatal appearance of the murderers interrupts Maria’s preghiera in which she ties

her fate to Hungary (see Example 28).
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Example 28, Act I, No.14, Scena ultima

Bars Musical features Libretto
19-50 Maria’s preghiera. Andante, Eb major, Gb | Maria: Merciful father! Eternal blessings on
major you for saving your daughter from the claws

of death. Be my shelter, God! Look after me
and my poor country!193

51 Allegro, diminished seventh chords, (Arvai, S zepelik and the executioner enter before she
tremolo strings can finish her prayery the executioner stabs her, the
others help hin).

Maria (collapses, struggles to her feet): Murderers! 1
am lost! My Istvan, our last kiss was our final
kiss (she collapses; scared, the murderers grab the
children and take shelter in the adjacent room)'%

56-71 Sustained blocks of D tremolo strings Miklés, Hunters (from off stage): Let’s sing
against oscillating a/Bb in horn, bar 57: | about wine and love, etc.1%

hunters’ chorus (G major melody from | Maria: Poor me, poor mel1%

hunting chorus) heard from off-stage

72 Istvan and hunters enter Istvan: Good heavens!
Hunters: What is it?

Miklés: My sister is slain!
Istvan: Sheis slain? Poor mel!
Hunters: Dreadful!y?

75-86 Tremolo timpani; horn motif from
Example 1 (heard twice)

87 Lento, love duet theme (G major)

94 Chromatic motf (from Example 4)

98 Istvan (recitative): she’s dead but I swear your
murderers will die with youl!!%s

103 Tremolo timpani Hunters: (with their swords unsheathed)
Revenge on the murderer!!”

107 Presto, chromaticisms, tremolo timpani

113-119 Perfect cadences in ¢ minor (key of the
orchestral introduction/ overture)

193 Maria: Irgalomnak atyjal légy 6rékre aldott, halal karab6l megmentéd leinyod. Iégy ezentdl is nékem oltalmazé
Istenem, oltalmazz engem és szegény hazamat!

194 (Arvai, Szepelik, Baké @ végszavakndl bejinnek, mieldtt Maria elvégezné imdjdt, a bakd ledifi a misik ket segitségével). Miria:
((leomlik, erSlkidik filkeini) Jaj nékem, gyilkosok! O, Tstvan, a cs6k végsd vala. (dsszeomlik, a hirom gyilkos megrettenve a két
ermekkel az oldalszobdba menekszik)

195 Miklés, Vaddaszok (k#viil): Bott, szetelmet énckeljink szb.

196 Maria: Jaj nékem, jaj nékem!

197 Istvan: Nagy ég! Vadaszok: Mi ez? Miklés: Hagom megélve! Istvan: Meg6lve? Jaj nékem. Vadaszok: Irtéztatd!

198 Istvan: Meghalt tehat! de a Mindenhat6ra, meghal mindegyik, ki gyilkoldsodban résztvevel

199 Vadaszok: (kivont karddal) Bosszi a gyilkos fejérel

189



In Lucerezia Borgia, the intrusion of a mysterious unseen chorus in the brindisiin Act 11 (‘11
segreto per esser felici’) functions inversely to the off-stage hunters’ chorus in Maria’s death
scene. The carefree celebration in Donizetti’s opera establishes the ignorance of Lucrezia’s ill
intentions which will result in Gennaro’s death. Maria by contrast, is acutely attuned to the
danger of the royal court from the opening. When she is already mortally wounded, the drinking
song from off-stage emphasises her isolation. In this manner, Maria’s scene is similarin effect to
the finale of Anna Bolena, where the title-role, condemned to death, hears wedding bells and
festive celebrations depicting the King and Giovanna’s wedding as Anna faces the block. The
jovial off-stage sounds embody lost happiness and a world she no longer belongs to. These
scenes break the ‘fourth wall’ by narrating events through the title-role’s expetience of death.””
As Luca Zoppelli puts it, in such moments ‘character and spectator share the same vision; they
share a moment of reality, of “direct discourse” in the midst of the “indirect discourse” of
operatic language.”” However, the sound wotld and associated blissful ignorance of the G major
hunting chorus fail to musically rupture the tremolo strings and oscillating chromatic solo horn
(see Example 29), as in Anna Bolena, where the celebratory sounds from off-stage momentarily
halt the narrative. Maria’s death music and the intrusion coexist, and the audience momentarily

hears events relayed from Maria’s perspective alone.

200 Zoppelli, op. cit., 24.
200 7bid.,
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Example 29, Ferenc Erkel, Batori Maria, Act I, No.14 (scene viii), Lento, 54-58

Arvai, Szepelik, Executioner: (they enter at her last words, before she conld finish her prayer; the excecutioner stabs her, the others
belp hing)202

Maria: (she collapses, struggles to get on her feer)

You murderers, I am done with! My Istvan, our kiss was the last one.

(she collapses; scared, the three murderers grab the children and take shelter in the adjacent roons)?03

Hunters: (from offstage) Let’s sing about wine and love, etc.204
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202 Arvai, Szepelik, Bako: (a végszavaknal bejinnek, mielitt Maria elvégezné imdjt, a bakd ledifi a misik ketti segitségével)

203 Maria: (leomlik, erd lkidik folkelni) Jaj nékem, gyilkosok! O, Istvan, a csok végso vala. (dsszeomlik, a harom gyilkos megrettenve
a két gyermekkel az oldalszobdba menekszik)

204 Vadaszok: (kivil) Bott, szerelmet énckeljiink stb.

191



The premiere version demonstrates Erkel’s initial representation emphasized the theme of
revenge considerably by contrast with the abridged ending (as discussed in relation to reception,
Erkel withdrew the original version following the premicre). The original text is littered with
grisly references to Istvan’s vengeful plans (Istvan: I would rather go blind than see this horror!
Whete is the murderer? After him, slay him to pieces, feed his rabid cotpse to the dogs!).”” Erkel
set this exchange as a cwro furioso of some 40 bars (with repeat marks meaningit was double

length in performance)™”

characterised by tremolo semiquaver strings and orchestra interjections
at the end of each vocal phrase. This depiction anticipates the manner of musical references of
revolutionary rhetoric found in his second opera, Hunyadi Ldsz/o. In 1840, in the context of
contemporary understandings of tragedy, presenting such a vengeful conception of the otherwise
flawed-yet-virtuous hero was not favourably received (evidenced by the Honmiivész review and
the critics for the German press). Nevertheless, even in the abridged version, when Istvan

roclaims in the final moments Bosszi a oyilfos fejére!, ‘tevenge on the murderet!’; itis clear tha
procl the final ts Bosszii a gyilkos fejérel, ¢ ge on th derer!’, it is clear that

the depiction of history as a sinful cycle remained unbroken.

Conclusion

Bdtori Mdria deviates from the manner of national glorification found amongst the first
waves of small-language operas which draw on historical themes in the nineteenth century. The
struggle between royal authority and a flawed hero is broadly aligned with contemporary liberal
dramatic aesthetics. Depicting the title role akin in significant ways to tragic operatic heroines as
the catalyst to this clash meant Erkel could draw influence from historical tragedies comprising a
large percentage of the operatic repertoire on the stage of Pest’s Hungarian-language theatre.

However, presenting specifically Hungarian historical figures meant the lack of plot resolution

205 Istvan: Vakuljatok meg, szemek, hogy ezt ne lassatok! Hol a gyilkos? Utana, apritsatok {zekre, hanyjatok a kutyaknak
veszett testét! Act 11, No.14, finale, Premiére version.
206 Between bars 165 and 172, and bars 173 and 180 in the premiére version of the finale.
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related to broader implications in the reform-era. Erkel’s musical depiction of the relationships
between recklessness, ignorance, regal authority, and intrigue link contemporary discourse to
understandings of the past. Creating distinctions between oppressive power and Hungarian
ideals of historical heroes reflected an inability to break with the past.

Though Bdtori Mdria is similatly open ended and porous in political and social
relationships between the past, present and future to many examples from the French Grand
repertoire, Erkel’s work diverges from historiographical concepts such as Michelet’s influential
theses speculating the merits of rupture. The narrative is a series of fresh calamities: Istvan’s
lament for the troubled country informing the people that military struggles are ongoing; the
King’s shock and rage when he learns of Istvan’s mistress; Maria’s anxieties; the court’s
insistence that Maria must die; the King’s turmoil; Istvan’s visions of his ‘blood -stained’ wife; the
confrontation between the King and Maria, and finally, Maria’s murder. These moments do not
disrupt the past but relay a series of constant turmoil which characterised understandings of
Hungary’s history. The final ‘intrusion’ of the hunters’ drinking song as Maria dies only
exemplifies the inability to break a perpetual cycle. Erkel’s first opera reflects the uncertainties of
the future through a lament of past trespasses and lost glory, and the tragic repercussions which

resulted in a contemporary oppressed, threatened, condition.
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Chapter 5

“This is the Swan Song of the Censor!:

Defeat, Sacrifice and Revolution in Hunyadi LiszIo (1844)

Introduction

Hunyadi 1 dsz/d has historically enjoyed substantial popularity in Hungary, becoming a
mainstay in the repertoires of theatrical institutions across Hungarian-speaking regions of the
Habsburg Empire.' Between the 1844 premiere and the relocation of the theatre’s opera division
in 1884, the Nemzeti Szinhaz staged Hunyadi Laszli 250 times, making Erkel’s second opera the
most frequently performed piece in the repertoire throughout the theatre’s existence.’ Following
the quashing of the revolution, Hunyad; I.dsz/d even increased in popularity, and new
interpretations of the historical narrative and musical depiction evolved in the counter-revolution
and beyond.* Premiéred four years prior to 1848, ina climate in which ideologies wete
increasingly polarised and radical, Hunyadi I dsz/d expressed nationalist aspiration and
revolutionary fervour on account of the political anti-Habsburg message; musical markers
associated with historical revolutionary revolt; a close configuration with historical interpretation
in the reform period relating to historical defeat and universal liberty; and the depiction of a
catalyst to the mobilisation of the revolution: the ‘corrupt’ Hungarian aristocracy. Hunyadi Idszlo

inspired, or at least championed, revolutionary fervour approaching the 1848 uprising to such

! Tibor Tallian, ‘Keletkezés, sujet, fogadtatas’ in Agnes Gupesé (ed.), Szikrit dobott a nemszet szivébe: Erkel Ferenc hirom operdja
Bétori Maria — Hunyadi Laszl6 — Bank ban. Szovegkinyvek, tanunlmdnyok (Budapest: Rozsavolgyi és Tarsa, 2011), 238-240.
See also Dezsé Legany, Erkel Ferenc miivei és korabeli torténetiik (Budapest: Zenemikiadé, 1975), 37-39.

2 Replaced by the Magyar Kirdly Operahiz, the Royal Hungarian Opera, renamed as the Magyar Allami Operahiz, the
Hungarian State Opera in 1945.

3Tallian, ‘Keletkezés’, op. cit., 258.

4 Dezs6 Legany, ‘Erkel Hunyadi Laszl6ja: Erkel Ferenc sziletésének 160. évfordul6ja alkalmabol’, Magyar zene, Vol.11,
No.1-4, 97-108.
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degree that audiences interrupted theatrical performances demanding patriotic music including
pieces from Hunyadi 1.dsz/é.”

Situating Hunyadi I asz/d in relation to operatic depictions of sacrifice and execution,
divergencies and adherences further demonstrates how musical narrative relates to rhetoric
surrounding the representation of historical figures on stage. The opera’s marche funébre and
ensuing execution scene emphasise abuse of power through depicting mourning and victimhood
in the march. Simultaneously, willingly facing death is a display of exemplary martyrdom. The
chorus anticipates the revolutionary ‘storm’ whilst Laszl6 is tied to historical revolutionary
heroes musically through evoking the Raikdezi indulo. Exzsébet’s commanding figure and the
musical depiction of divine anger as she narrates her son’s execution means the potential for a
future restoration nevertheless undetlies the hero’s fate.

The following discussion explores how pre-1848 revolutionary rhetoric relates to the
function of defeat narratives, situating Hunyadi I dsz/s amidst this discourse. Scholars have
interpreted the role of historical defeats in nationalisms as mediators of anxieties. ° Such
chronicles perform dual functions: demonstrating collective endurance, whilst providing
direction, even driving contemporaty ‘collective action’.” I argue throughout this dissertation that
history functions as a mediator of existential fears in Hungarian nationalism. Gerd contends that
‘the nation’ in these contexts constitute a ‘secular deity’,’ in which nationalism functions as a
civic religion, a ‘nation-religion’ with ‘its own ritual, cult and offices’ demanding “*human
sacrifice” which anoints the Sacred Cause with blood.”” Demonstrating the relationships between
Erkel’s representation of the Laszlé Hunyadi narrative and discourse in Hungary approaching

1848 contextualises the tropes of victimhood, defeat, sacrifice, and resurrection.

5 Krisztina Lajosi, ‘19t Century Opera and Representations of the Past in the Public Sphere’ in Lotte Jenson and Joep
Leerssen (eds.), Free Access to the Past: Romanticism, Cultural Heritage and the Nation (Leiden: Brill, 2010), 243.

6 See Mock’s survey of defeat narratives in Steven J. Mock, Symbols of Defeat in the Construction of National ldentity (Cambridge:
Cambridge University Press, 2012), 31-49.

7 John Hutchinson, Nations as Zones of Conflict London: SAGE, 2005), 37.

8 Andras Gerd, translated by Matio D. Fenyo, Imagined History: Chapters from Nineteenth- and Twentieth-century Hungarian
Symbolic Politics (Boulder: Centre for Hungarian Studies, 2000), 4.

9 Get6, op. cit., 123.
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The Hunyadi Chronicles and Hungarian History

In 1456, Ulrich I of Celje (Slovenia), the cousin of the King’s mother and an influential
Royal advisor, died under unclear circumstances at the Nandorfehérvar (Belgrade) fortress where
Janos Hunyadi had recently defended Hungarian tertitory from an Ottoman advance. " King
Ladislas V, Duke of Austria and King of Hungary, Croatia and Bohemia, initially pardoned the
implicated Laszl6 Hunyadi, eldest son of the now deceased Janos, even honouring the excused
with a royal appointment. However, upon arriving at the Royal castle in Buda, I.aszl6 was
immediately arrested and subsequently executed by beheading in March 1457 in Buda’s Szent
Gyargy tér (Saint George’s Square).

In the Hungarian reform period, the social status of Janos Hunyadi became significant in
chronicling the Hunyadis, representing a rejection of aristocratic rights which had historically tied
Hungarian loyalties to the Habsburgs (see Chapter 2). Janos earnt his wealth, title and infamy as a
lesser noble: through military and strategic measures which protected the Hungarians from
Ottoman expansion as opposed to status through birth right. Rhetoric in the reform period
which now included voices from the new intelligentsia strata, rigorously challenged the
aristocracy’s power within Hungary’s feudal system."" As Krisztina Lajosi puts it: ‘Hunyadis were
representative of the nation and not appointees of the Habsburgs’. " From anti-feudal
perspectives, and especially with regards to the radicals who drew their ‘daily bread’ from the
French revolution, Janos Hunyadi was celebrated as a ‘fighter of independence and freedom’: a
protector of the Hungarians’ rights and independence from foreign threats in the form of

Ottoman invasions.

10Pal Engel, translated by Tamas Palosfalvi and Andrew Ayton (ed.), The Realm of St Stephen: A History of Medieval Hungary,
895-1526 (London and New York: I. B. Tauris, 2001), 297.

1'In the reform period in Hungary, the lower nobility largely comprised the new ‘liberal’ movement. See Chapter 3.

12 Krisztina Lajosi, ‘19th Century’, op. cit., 242.

13 Camil Muresanu, translated by Laura Treptow, Jobn Hunyadi: Defender of Christendom (lasi: The Centre for Romanian
Studies, 2001), 18.
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The legacies of the Hunyadi family are conjoined with the defence of Christendom. Since
the conversion from paganism under Istvan Iin the tenth century, Catholicism became an
identity marker differentiating Hungarian religious identity from both the Eastern Orthodox
Slavic peoples and Muslim invaders. " Janos Hunyadi, the General of Hungaty, earned the
sobtriquet Athleta Christi, ‘Champion of Christ’, for his defence of Christian Europe. The success
with which he defended Catholic territories against Ottoman invasions in the fifteenth century
were frequently understood in nineteenth-century Hungarian contexts as sacred missions
ordained by God. His campaigns were ‘legitimised’ by God’s ambassador on earth, Pope Calixtus
I1I, who supported this defence of Christian Europe financially.” As Andris Gerd argues,
Hungarian identities became so entrenched with Christianity that defence of ‘uniquely’ Magyar
language and culture was a holy mission: a defence of Christianity itself. '

Janos Hunyadi successfully thwarted the expansion of the Empire further into Europe in
the Siege of Nandorfehérvar in 1456, in which his counterattack led to Mehmed II’s temporary
retreat (Janos died of natural causes shortly after). Janos Hunyadi’s spouse, noblewoman
Erzsébet Szilagyi, became a mater dolorosa in Laszlé Hunyadi narratives,' and Erzsébet is
characterised in Erkel’s opera akin to the historical role the Virgin Mary in Hungarian identities."

The historical figure of Erszébet Szilagyi proved a powerful character when she rallied the

support of Hungarian aristocratic families to the cause of Matyas’s claim to the throne after he

14 Prince Géza and his son, who became the first King of Hungary (Istvan I), sought to establish relations with the Holy
Roman Empire, see Engel, op. cit., 25-48. Historians such as R. W. J. Evans have examined the role of Catholicism in
national movements in the reform period, and how competing loyalties and identities complicated discourse, especially as
in the aftermath of reformations and counterreformations. By the reform period, Hungary’s Christian population were
divided by Catholics, Calvinists and other denominations, and intermarriage laws meant there were still legal repercussions.
Nevertheless, Evans has argued that religion exerted comparatively limited influence as public life became secularised. See
R J W Evans, Austria, Hungary, and the Habsburgs: Central Europe, ¢. 1683-1867 (Oxford: Oxford University Press, 2000),
148-169.

15 Notrman Housley, Crusading and the Ottoman Threat, 1453-1505 (Oxford: Oxford University Press, 2012), 108. See
Chapters 3 and 5 for further context.

16 Get6, op. cit., 7.

17 See Tallidn, ‘Keletkezés’, op. cit., 243.

18 “Saint Stephen “put his country at Mary’s disposal; thus it is Mary’s country and Mary is the protector of the Hungarians’.
See Bva V. Huseby-Datvas, ““Feminism, the Murdeter of Mothers”: The Rise and Fall of Neo-Nationalist Reconstruction
of Gender in Hungary’ in (ed.) Brackette Williams, Women Out of Place: The Gender of Agency and the Race of Nationality
(Abingdon: Routledge, 2013), 168.
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was taken into custody of Ladislaus V following Laszl6 Hunyadi’s execution. ” Both
contemporary and subsequent artists and writers interpreted Ladislaus V’s unexpected death in
1458 as a divine punishment for the execution of Laszl6 Hunyadi, and as the ensuing peak of the
Hungatian golden age in the rein of Métyas as divine justice.” In Erkel’s opera, Erzsébet has a
central (arguably the leading) role in which her protests against injustice portray heras a
commanding force in the dramaturgy. In Hunyadi asz/d Exzsébet reflects both the historical
figure, and Catholic symbolism integral to Hungarian identity in her association with regnum
Marianum, ‘the kingdom and protectorate of the Virgin Mother’,” alongside concepts of
womanhood and motherhood in reform-era Hungary.

The younger Hunyadi son became King Matthias, or Matyas, I of Hungary and Croatia from
1458 until his death in 1490. Under his reign, the ‘Hungarian Golden Age’, Matyas cultivated a
court of humanist writers and painters equivalent with the Italian renaissance.” He also
reclaimed the legacy of Janos Hunyadi, referring to himself as ‘the only defender of
Christendom’.” Matyas was the last King of Hungaty before the defeat of the Hungarian Royal
army under his successor Louis II, who died in the battle of Mohdcs* leaving no heir. Hungarian
territories came under control of the Ottomans in Southern Hungary and Habsburg control
under Ferdinand Habsburg in the North. Historical figures emblematic of a series of historical
victories and defeats, the Hunyadi chronicles embody both the peak of the golden age, as well as
the beginning of events eventuallyleading to the collapse of an autonomous, powerful European
kingdom, dictating the political position of Hungary until 1867.

During the nineteenth century the Hunyadi chronicles became prominent themes in

historiographical accounts of Hungarian history, in drama, other literary mediums, and in

19 See Engel, op. cit., 297.

20 Rozsa Fever-Toth and (ed.) T. Klaniczay (eds.), Arz and Humanism in the Age of Matthias Corvinus (Budapest: Akadémiai
Kiadé, 1990), 9.

21 See Huseby-Darvas Williams, op. ¢it., 168.

2 Engel, op. cit., 299.

2 Engel, ap. cit., 303.

24 See Chapter 2.
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historical painting,” continually evolving as the century progtessed. These metamorphoses
demonstrate manipulations of the underlying theme(s) fundamentally through emphasis on
different characters. Eighteenth-century plays emphasise concerns with power structures:
opposing absolutism. As Krisztina Lajosi demonstrates, in the years approaching the revolution
the emphasis on the unjust betrayal of L.aszl6 Hunyadi was in vogue which later developed into
emphasis on the ‘remorse and horror of the traitor king’ in the immediate post-revolution
period.”
Synopsis

Egressy’s libretto for Erkel’s opera derives from a play by the lawyer, politician and man
of letters, Lérinc Toth. His acclaimed A &¢7 Ldsz/d, “The Two Laszlés’, of 1839, won a prize
from the Hungatian Academy of Sciences.” In alignment with this source, Etkel’s Hunyadi I dszlé
centres on the events culminating in the title roles’ demise, which in 1840s Pest-Buda became a
vessel for emphasis on historical abuses of foreign power, justifying through history
contemporary opposition to the Empire. Erkel’s opera also engages with discourse surrounding
the feudal system: demonising (aristocratic) unelected power as corrupt offers explanations for
national decline. Fears deriving from the spectre of nemzethali/and uncertainty amidst public
discourse are depicted in Erkel’s opera through contrasting representations of L.aszl6 as a martyr
and relating history to contemporary ideas of victimhood. Simultaneously, musical markers
linking revolutionary rhetoric surrounding communal legacy to sacrifice characterise the title-

role.

% For example: Viktor Madarasz’s, Hunyadi 1.ds3ld siratisa, Lamentation of Laszlé Hunyadi’ (1859; Béla Vizkelety, V.
Liszlo eskiitétele, Ladislaus V’s Oath’ (1861); Gyula Benczar’s Hunyadi Ldszl bicsija, ‘Laszlé Hunyadi’s Farewell” (1860),
and Bertalan Székely’s 1/ Lasz/o és Cillei Ulrik, ‘King Ladislaus V and Ulrik Cillei” (1870).

26 Prominent pre-revolution examples include Sindor Kisfauldy, Hunyadi Jinos (1814) and VOrOsmarty’s Czillei és a
Hunyadiak (1844). During the revolution, works such as Pet6fi A kirdly eskiije (1848)), “The King’s Oath’ is the central
theme, and in the aftermath of the revolution, plays such as Janos Arany’s “V Laszl6’ (1853)) focus on the King’s remorse:
‘the treacherous king became a symbol of Austrian tepression after 1848 Krisztina Lajosi, ‘19t Century National Opera
and Representations of the Past in the Public Sphere’ in Lotte Eliskov Jenson, Joseph Theodoer Eerssen and Marita
Mathijsen (eds.), Free Access to the Past: Romanticism, Cultural Heritage and the Nation (Leiden: Brill, 2010), 241.

27 Ujfalussy Jozsef, ‘A ‘Hunyadi ILaszl6’ és irodalmi elézményei’ in Bence Szabolesi and Dénes Bartha (eds.),
Zenetudomanyi Tanulmanyok I1: Erke/ Ferenc és Béla Bartok emlékére (Budapest: Akadémiai Kiado, 1954), 219.
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Act 1, subtitled Ci//ei halila, “The Death of Cille?’, is set at Nandorfehérvar (Belgrade) in
1456. The young Matyas (a breeches role) greets the gathered friends of the Hunyadis (men’s
chorus) who Laszl6 has summoned. They reference the ‘glorious name’ of Janos Hunyadi,
championing his victories over the ‘heavy yoke’ of the Turks; the setting reminds the audience of
his celebrated feat at Belgrade® which halted the Ottoman expansion further into Hungary for
seventy years.” The faithfulness to specific places in Hunyadi I dsz/é is akin to the French grand
operatic repertoire, such as Les Huguenots, the settings of which were familiar to the Parisian
audiences.” As outlined in Chapter 1, historical realism was ‘a precondition for the success of a
production’ in the Parisian theatres.” Hugo summarised this in his ‘seminal’ preface to Crommwell
(1827): “The place where this or that catastrophe occurred becomes a terrible and inseparable
witness of the tragedy; and the absence of this type of silent character detracts from the
completeness of the drama in the grandest scenes of history’.” The Hunyadi men swear to
protect Hungary in the name of Hunyadi, whose nation is now ‘orphaned’ since Janos’s death.”
Matyas sweats to follow his fathet’s precedent once he comes of age and protect Hungary. ™

Laszl6 artives from a patliamentary session at Futak (in today’s Northern Serbia), and informs

28 3sz atyadnak oly dicsé volt végtusdja, hol tizedszer katja altal mentve 16n kedves hazaja, és lehullt gbrbedt nyakunkrol
a t0r0k nehéz igaja. ...a bekormozott falak s e boltok roppant fvei dicsé nevérdl szélanak, arrél locsog az sz Duna, arrél
morognak a szelek, s6t a vidék tollasai az agg dics616l zengenek. (ActI, No. 1, scene i), Your father fought bravely to the
last, saving his beloved country for the tenth time, ridding out stooped back of the Turk’s heavy yoke. ...these sooty walls
reverberate his glorious name... and the bords of the forest sing, all saluting the old hero’s name.

2 See Bryan Cartledge, The Will to Survive: A History of Hungary (ondon: Timewell Press, 2006), 60.

30 Mary Ann Smart, Mimomania: Music and Gesture in Nineteenth-Century Opera (Betkeley: University of California Press,
2004), 102.

31 Simon Williams, “The Spectacle of the Past in Grand Opera’ in David Charlton (ed.), The Cambridge Companion to Grand
Opera (Cambridge: Cambridge University Press, 2003) 59.

2 Williams, op. cit., 59.

3 “Tell us why you sent for us? Have the badly beaten, defeated hordes of heathen set forth again to take revenge on our
orphan nation? They strive to wipe us out, now that Janos is dead, and with him collapsed the fortress of our land. If so?
Let the bald enemy strike and meet the Hungarian’s sabre. We buried the old Hunyadi but our faithful bosoms protect
our weary nation.” Sz6lj, miért hival? Talan ocsudva mar a tonkrevert pogany j6, hogy bosszut vegyen e gyamtalan hazan?
S hogy semmivé tegyen, hisz Janos meghala, és benne 6sszedtlt honunknak védfala. Ha tgy? johet batran a tar, mert fent
karddal varja a magyar, mert bar kimdlt az 6sz Hunyad, hé kebleink tartandanak roncsolt hazanknak védfalat. (Act I, No.
1, scene i).

3 De hogyha folvirigozand a most csak gyonge sarjadék, 6, akkor végrehajthatom, mi most szivemben langgal ég. S ha
majd megizmosul e kar, s forgatni bitja pallosat, helytall a h6s megtorlani, ki sérti a térvényt s hazat.

Once the weak offspring grows into full bloom, though, I will carry out then what burns my heart now with passion!
Once this arm gains manly power and wields the sword with craft, your hero is there to avenge whoever breaches law and
land. Act I, No.2, scene i).
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the men why he has gathered them: Ulrik Cillei has usurped the role of Governor previously held
by Janos Hunyadi (No.3). Cillei, who is en route to Nandorfehérvar accompanying the King, has
meanwhile agreed to send the heads of the Hunyadi sons to the Serbain Despot, Purad
Brankovié, but Laszl6 has intercepted the letter. The Hunyadi’s swear to avenge Cillei’s intrigue.

The setting changes to the castle gates on the Danube, and the King’s arrival is
announced by a march (No.4). Laszl6 greets the King on bended knee, offering the castle keys as
a sign of devotion. The King assures I.aszl6 of his faith that the young Hunyadi is best placed to
protect the fortress, and Laszl6 responds graciously, ‘I swear on my father’s name ...that this
country won by blood is my dearest treasure, for which I am ready to sacrifice my life’.  As the
King, Cillei and the Hunyadi’s proceed into the castle, there is a short standoff between the
Hunyadi men, who refuse to allow the German mercenaries in the King’s employ to enter the
castle, concluding with the mercenaries’ threat: ‘Perish with your castle, stubborn Hungarian
troops! You wait and see, Cillei will pay you back dearly’. Curiously, Erkel does not create the
expected manner of musical effect in this scenario: musical markers of nationality (or
‘foreigness’) do not characterise the split chorus. Nevertheless, dramaturgically, this exchange
establishes the hostility between ‘Hungarians’ and ‘foreigners’, and emphasises the Hunyadi
men’s fierce loyalty.

The King, fearful of the Hunyadis, requests council from Cillei, who seizes the opportunity
to ensure the assassination of the eldest Hunyadi son to secure his own elevation: “You must
concede me your power, and their blood will wash off your disgrace... [aside:] one step closer to
the throne I shall be!”” L4sz16 sings a meditative romance pining for his fiancé, Maria Gara
(No.7), the daughter of the Hungarian Palatine. He is interrupted by his faithful friend Rozgonyi,

who has received Cillei’s order, and arrived to inform Laszl6 of these developments. The

% atyamra eskiiszom nagy tnnepélyesen, hogy kincsem, mindenem e vérszerezte hon, s ha szikség, éltemet érette
aldozom. Act I, No.4, scene iv.

3 Vessz hat varaddal itt, nyakas magyar sereg, varj csak, mert Cillei ezért j61 megfizet. Act I, No.5, scene v.

37 Hatalmad sziikség kezembe adnod, s akkor vérok mosandja rit meggyaldztatisodat. ... A trénhoz egy fokkal most mar
kozelb leszek. Act I, No.6, scene iv.
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Hunyadi men are informed, just as Cillei enters under the pretence of inviting the Hunyadis to a
feast. The confrontation escalates: the performance directions read ‘Cillei charges at Laszl 6, who
halts the blow with his arm’.® The Hunyadi men storm the chamber and kill Cillei: he curses the
Hungatians as he dies.” Laszl6’s ‘sin” becomes a communal sin, and consequently, also a
Hungarian ‘curse’: a trope infiltrating historiographical thinking in the reform period (see
Chapter 2). The King hears the commotion and, realising his vulnerable position (‘I am standing
amidst ferocious tigers’), pardons the Hunyadi’s. The féted chorus meghalt a cselszovd, ‘the schemer
is dead’, closes the act. The King simultaneously reveals his hatred of the Hungarians as the

Hunyadis celebrate:

ActI, No.8, scene xii, finale con stretto:
Laszl6, Chorus:

The traitoris dead at last,
and no discord anymore,
long live King Laszlo,

long live our land and home!*

King:

You savage dissenters for death,
You will also pay with death,

and feel upon your necks

the weight of the headsman’s axe.*

Laszlo, Chorus:

The bloodthirsty beast is dead,

Our fathetland is saved!

The monster is dead,

Our fatherland is saved! Long live King Laszl6

142

The King becomes an allegory for a weak, corruptible, foreign ruler, easily manipulated by

Cillei and later, Gara. This interpretation became allegorical, through personation, of the

% kardot von, nekivag, mit Ldszl6 karjaval feltart, Act I,No.8, scene x.

3 Atok read, magyar! Act I, No.8, scene xi.

40 Meghalt a cselsz6v0, eltint a rat viszaly, €ljen sokd a hon, éljen Lasz16 kiraly!

#'Vad partiit6 csoport, halalért lesz haldl, nyakadra tettedért hohér pallosa szalll

42 Meghalt a vérszop6, megmentve a haza, meghalt a sz6myeteg, megmentve a haza. Eljen Laszl6 kiraly
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dynamic between Emperor Ferdinand V and his chancellor Klemens von Metternich. Meghalt a
cselszovd developed into a theme song of the revolution when Metternich resigned during the
European uprisings. The word ae/z0vd, ‘schemer’ was replaced with ‘Metternich’. According to
the Pesti Divatlap: ‘many were shouting the hated name of Metternich in reference to the song’s
text.”®
The second act, set at the Hunyadi castle in Temesvar (today’s Timisoara, Western
Romania) centres on the King’s oath to the recently widowed Erzsébet Szilagyi. The ladies
chorus inform the audience that the King is approaching their castle (No.9). Erzsébet’s
sorrowful cvatina quickly descends into a vision of her eldest son on the gallows (which
musically reoccurs in the seena ultima); she faints. The King’s arrival (No.10) is again marked by
the March material utilised in his previous entrance (No.4). He is greeted by the grieving
Erzsébet, begging for her son’s lives to be spated, to which the King concedes.* Maria Gara
(Laszld’s fiancée) and her father are present. Upon noticing the King’s lust for his daughter,
Gara seizes an opportunity to manipulate the King to his own ends, as Cillei before him. In
Gara’s aria, the audience learns of his intentions towards Lasz16, despite agreeing to his match
with Maria: ‘I promised you her hand, only to gain your confidence and seek the fathom of your
wicked heart, only to grab your throat upon your first sincere word, and give you over to the

hangman for your treachery.”” A love duet for Liszlé and Maria ensues (No.14), depicting an

idyllic partnership and conveying their blissful ignorance to intrigue.

4 “‘BElég az hozz4, a zenekar Rakdczyinduldja utdin nem sokara franczia dalt, a marseillest jatsza mi a legkit6robb harsany
tetszéssel fogadtatott, ugy szinte a tobbi darab is kilonésen a Hunyady Laszl6 operanak Bognar, Firedy és Wolf
kardalnokok altal rendkivili lelkesedéssel elénekelt elsé felvonasbeli hatalmas, buzdité finaléja, melly igy kezd&dik:
»-Meghalt a cselsz6v6!” — Mar ekkor megérkezvén a bécsi forradalom, s az austriai ministerium bukasanak hire, — a dal
sz6vegére vonatkozolag tébben Metternich gyilolt nevét kidltozak.” Pesti Divatlap, 19™ March 1848, 362.

4 Bar gondtalan ésszel vérbint kévetének, és e vér rokonom volt, akit megdlének, hés apjok erényét nézvén a kirdly, e
sunda merényért bosszut sohasem alll Act II, No.10, scene iii.

4 Odafgérém ugyan, de csak azért, hogy bizalmad kicsaljam, és belassak gaz, alnok szld legmélyebb rejtekébe, hogy a
legels6 nyilt szavadndl torkon ragadjalak, és mint partit6t bakénak adjalak. Although they recklessly perpetrated a blood
feud, and it was my next of kin whom they murdered, honouring the merit of their heroic father, the king will never take
revenge for their insidious deed! Act I, No.13, scene v.

203



In the Act II finale, set before the church at Temesvar Castle, the King swears a sacred oath
not to avenge Cillei’s murder, and simultaneously secures 1.asz16’s journey to Buda: ‘My royal
oath is taken by the altar, and right away we set off for Buda’.* The solemnity of the scene is
aided by the stage directions pertaining to the conclusion of the scene: ‘they all freeze in a pious
gesture while the curtain rolls down; bells ringing from the church, people bow in awe’.* The
narrative function of this grandiose scene is to place emphasis on the King’s royal oath. As
Monarchs were believed to be ordained by God, revoking his oath became a grave sin on the
part of the foreign ruler. Eighteenth-century dramatists utilised this element of the plot
accordingly, a trend continued into the reform period, including T6th drama.* Additionally, the
King’s oath, which presents him as adored by the Hungarians, is likely to have contributed to the
leniency of the censor.”

In the third act, Palatine Gara manipulates the King, convincing him that I.aszl6 is
treasonous. The King finally revokes his oath and orders Laszld’s death. Subtitled, A’rmé@/,
‘intrigue’, the penultimate act is set in Buda in 1457, originally opening with a duet between Gara
and Laszl6, in which the former assures the latter of his (insincere) fatherly love, and convinces
Laszl6 to remain in Buda despite the latter’s suspicion that danger lurks. The King’s aria follows,
expressing his fearful disposition, and in the abaletta finally finding consolation in his hope of
winning Maria’s love (No.17). Gara enters: he convinces the King that Laszl6 is plotting against
the throne, and uses the prospect of the King’s marriage to Maria to ascertain the execution
order (No.18). The scene changes to the palace gardens.

The wedding guests (chorus) sing of the joys of joining the Hunyadis and the Garas in

matrimony. From the 1850s onwards, the magyar tinc, ‘Hungarian dance’, usually performed as a

4 De most templomba, kirdlyi eskiimet oltar elStt letenni, és legott Budara jottok. Act I, No.15, scene vii.

47 (ajtatos allasban maradnak mindnyajan, mig a karpit leg6rdil; a templombol t6bbféle csengetés hallik, arra az egész nép
meghajtja magat) Act II, No.15, scene vii.

48 See Jozsef Ujfalussy, ‘A ‘Hunyadi Laszl6’ és irodalmi elézményei’ in Bence Szabolesi and Dénes Bartha (eds.),
Zenetudomanyi Tanulmanyok II: Erke/ Ferenc és Béla Barték emlékére (Budapest: Akadémiai Kiadé, 1954), 221.

49 See Tallian, ‘Keletkezés’, ap. cit., 241.
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ballet, follows. Though this inclusion became standard practice during Erkel’s lifetime, his
authorship of the piece is unknown as Katalin Szacsvai Kim has demonstrated from a study of
the surviving sources.” As Erkel conducted his own operas at the Nemzeti Szinhdz until his
retirement, it is clear Erkel approved of the insert. Pest-Buda audiences expected such pieces in
the context of increasing demands for nationalistic display (this shift in the repertoire is outlined
below). The bride and groom arrive, and from 1847 onwards Maria sings a decorative cabaletta
(No.19) which Erkel composed for the rising star of the Nemzeti Szinhiz, Kornélia Hollésy. This
piece also includes a prominent flute role as an opportunity for the virtuoso Ferenc Doppler to
display his skill.”' In the final moments, Gara and armed guards storm the celebrations and arrest
Laszl6 and the Hunyadi men.

The Entr'acte, becoming known as Laszl6’s hattyidal, ‘swansong opens the final act. Laszl6 is
imprisoned in Buda. He still has faith in the King and believes a fair trial awaits him: “‘Without a
fair trial, they won’t take me to the gallows. I must see the king, and the glorious light of truth
will wane the shameful deed, and shed light on my innocence.”” This element of Lasz16’s
character—unwavering faith in the King’s oath—has often been interpreted as his hubris, a
necessaty flaw which secures the hero’s honour.” Maria, having bribed the guards, appears,
urging I.asz16 to flee with her to the safety of Temesvar. I.aszl6 holds fast in his faith in justice:
‘A sinner escapes his prison, but my heart has nothing to hide, and I face the law with the
greatest of calm.”” Gara and the guards storm the cell and Matia pleads with her father; he

banishes her to his palace, and Laszl6 again assures her the law will prevail.” Maria is forcibly

%0 Katalin Szacsvai Kim, ‘Az Erkel-mhely. K6z6s munka Erkel Ferenc szinpadi miveiben (1840-1857)’ (Doctoral
Dissertation, Liszt Ferenc Zenemivészeti Egyetem, 2012), 62; 79.

51 Szacsvai Kim, ‘Az Erkel-mthely’, op. cit., 69.

2 Kihallgatas nélkill, nem, nem viendenek vérpadra. Fel, fel a torvény elébe, és ott az igazsag dicsé fénye elsapasztja a
gonosztettet, és vilagot hoz artatlansagomra. Act IV, No.20, scene i.

3 See Uijfalussy, op. cit., 223.

5 az blnds, ki borténébol szokve tavozik: szivem tiszta, nyugton megyek a térvények elébe. Act IV, No.21, scene ii.

%5 (raises her) Don’tyou kneel for this heathen, and wipe off your tears! The sacred word of the law will clear me. (felemeli)
Fel e pogany el6l, t6161d le kénnyedet! A térvény szent szava kimentend engemet. Act IV, No.21, scene ii.
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removed singing the fateful words: ‘you will be mine beyond the grave’.” The finale opens with a
marcia funebre (No.22). The scena ultima opens as Erzsébet rushes to the gallows as Laszl6 is being
led to the scaffold in the King’s gift of a velvet robe. In Té6th’s drama, the execution is relayed to
Erzsébet,” but the Egressy-Erkel depiction rather reflects the histotically commanding figure:
Erzsébet conversely narrates the execution to the audience. The royal guards constrain Erzsébet
as she attempts to remove her son from the gallows by force. Thunder and lightning begin to
rumble and strike, reflected musically and textually: ‘Storm, strike! Wind, howl! let your thunder
shake the earth! let the whole wotld know that the son of Hunyadi dies innocent. Even nature is
ashamed, covering this deed with a shroud, and heavens took pity on him, shedding tears of
sorrow!”” She kneels and sings a preghiera; Lasz16 kneels on the block. The executioner
miscalculates the initial blows and the gathered people shout for mercy, but Gara orders a final
strike. Laszl6 dies and Erzsébet collapses.

The final scene uses spectacle to depict the themes of the opera: contemporary strife was a
result of a slumbering nation who is historically a victim of internal corruption and oppressive
foreign powers. After the executioner’s three failed attempts to execute the young Hunyadi, at
the command of Gara, the fourth—unconstitutional—strike is successful. By medieval law, three
failed strikes release the accused from his fate.” The intetvention of Gara, a Hungatian atistocrat
whose power is given by the foreign King, representing the ‘backwards’ order of feudalism tying
the Hungarian aristocracy to the Empire which was perceived as stunting Hungary’s
modernisation” (see Chapter 2), commands the executioner to strike again. Gara thereby

obstructs the divine power (depicted musically by the storm) of the unsuccessful strikes which

5 Matia: God be with you, my brave warriot! you will be mine beyond the grave. Isten veled hat, hés bajnokom! enyim
leendesz tdl a siron. Lasz16: menyasszonyom! enyim leendesz tdl a siron. God be with you, my dear bride! you will be
mine beyond the grave. Act IV, No.21, scene ii.

57 See Ujfalussy, ap. cit., 225 for a discussion of T6th’s literary narrative device in this scene.

58 O, mennyd6rogj, ordits, te fergeteg! dorgésed a foldet hogy rizza meg! Es tudja meg szerte a nagyvilag: artatlanul 6lik
Hunyad fiat. Lam, a természet is szégyenében gyaszkarpitot von e tett folébe. Es megszanta 6t legott a menny maga,
bavaban mint zuhog kénnyzapora. Act IV, No.22, scene v.

% Kirisztina Lajosi, ‘Opera and Nineteenth-Century Nation-Building: The (Re)Sounding Voice of the Nation’ (PhD
Dissertation, University of Amsterdam, 2008), 230.

6 Failed crops, unemployment and inflation in the 1840s exacerbated these perceptions. See Cartledge, op. cit., 190.
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had constitutionally granted Lasz16’s freedom. Revolutionary action in the nineteenth-century
Hungarian context becomes justified by presenting Hungary as historical victim and connecting
past defeat of an exemplary historical hero to contemporary revolutionary sacrifice as a medium
through which to fight oppression. The heroic depiction of Laszlé Hunyadi became an
instructive example as liberal nationalism meanwhile gained considerable political momentum in
the Diet, personified in Lajos Kossuth. “Young Hungary’, simultaneously, became increasingly
radical and emboldened.
ok

Hunyadi Ldsz/d was first performed on 27 January 1844. Erkel composed the basic layer of
Hunyadi 1.dsz/d alone: there is no evidence in the primary sources that other hands beyond
copyists aided his composition.” In the initial years of performances, Erkel did not make any
revisions to the work, save for the overture. First performed on 29 October 1845, the overture
quickly became a standalone piece, and the most frequently performed orchestral work by a
Hungatian composer in nineteenth-century Hungary.” In the late 1840s and during the 1850s,
Erkel composed inserts for individual performers: a cabaletta for Maria (No. 19) was added in
1847, an entirely new aria for Erzsébet in 1850 for guest performances of Anne de la Grange—

which she sang in Hungarian“—and a new insert enriching I.aszl6’s No.7 aria for Ferenc Stéger

in 1859.*

Repertoire and Reception
The contemporary impact of Erkel’s Hunyadi I dsz/d was marked by comparison to the

stony silence with which the majority of the Hungarian-language press met the initial

61 Szacsvai Kim, ‘Az Etkel-mihely’, op. cit.,, 61.

02 Tallidn, ‘Keletkezés’, gp. cit., 258. The overture is widely regarded as the first important symphonic work by a Hungarian
composer. For a discussion of the musical themes of the opera see my preface to Etkel Ferenc, Hunyadi Lds3ld Nyitdny-
Ouvertiire, 1845. Munich: Musikproduktion Héflich, 2019.

03 Tallidn, ‘Keletkezés’, op. cit., 248.

04 Szacsval Kim, ‘Az Erkel-mthely.’, op. ¢it., 62.
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performances of Batori Mdria. The reception of Erkel’s second opera was shaped against the
backdrop of an increasingly nationalistic repertoire, both musical and dramatic.

The years between the premieres of Erkel’s first and second operas were incredibly
challenging at the Nemzeti S3inhaz. Expanding the operatic repertoire was both ambitious in
terms of securing appropriate casts, and risky, since introducing works into the repertoire could
become a financial gamble, as with the decided failure of Etienne Méhul’s Joseph (1807)in 1843.%
Three grand operas debuted on the Hungarian-language stage between Bdatori Mdria and Hunyadi
Laszlo: La muette di Portici (A portici néma) on 14 August 1841, La Juive (A zsidind) on 6 August
1842, and Robert le Diable (Ordig Rébers) on 18 February 1843. As Tallian notes, the lack of a
constant primadonna during this period likely contributed to the decision to stage this particular
repertoire which have prominent tenor roles.” These works wete testing in terms of the
demands on the performers, who were often received as sub-standard, though I« Juive was
successful thanks in patt to Jozsef Wurda’s acclaimed interpretation of Eléazar.®” Despite
reservations concerning delivery, the novelty of this repertoire did elicit interest from the
audiences.” The distribution of Italian, French, German and Hungarian works otherwise
remained proportionately similar to the eatrly 1840s.” The two Donizetti premiéres at the Nemzet:
Szinhiazin 1841, Belisario of 1836 (Belizar) and Roberto Devereus: (Devereux Roberf) of 1838, did not
find their usual success, likely due to the lack of suitable cast.”

By 1843, following the uncertain period under interim directors, Endre Bartay (1799 -
1854) became director, exerting positive influences on both the financial security and the variety

in the repertoire both pertaining to drama and musical-theatrical and operatic performance.

% Istvan Barna, ‘Erkel Ferenc elsé operdi az egykori sajt6 tikrében’ in Bence Szabolesi and Dénes Bartha (eds.),
Zenetudomanyi Tanulmanyok I1: Erke/ Ferenc és Béla Barték emlékére (Budapest: Akadémiai Kiado, 1954), 200.

6 Tibor Tallian, ‘Schodel Rozalia és a hivatasos magyar operajatszas kezdetei’, (Akadémiai doktori értekezés, Budapest,
2011), 303.

67 7bid.

08 Amadé Németh, Az Erkelek a magyar zenében: Az Erkel csaldd szerepe a magyar zenei miivelddésben (Békéscsaba: Békés Megyei
Tanacs, 1987), 67.

0 Németh, Az Erkelek, op. cit., 67. See Chapter 3 for a sketch of the repertoire of the Pesti Magyar Szinhaz.

70 Gbid.

208



From the mid-1840s the portion of the repertoire comprising Italian operas featured less than
twice as often as French works, as opposed to the opening years, where Italian operas dominated
the operatic repertoire at the Pesti Magyar Szinhaz.” Aside from an almost complete
representation of Donizetti’s operas, Verdi’s operas began to be introduced: Nabueo on the 2
January 1847 (roughly 6 months after the Kinigliche Stidtische Theater in Pesth premiere), Ernani on
3 February 1847 (roughly 7 months following the Kénigliche Stiadtische Theater in Pesth), and the
Pest-Buda debut of Macheth took place at the Nemzet: S3inhiz on 26 February 1848.7
Simultaneously, performance standards at the Kanzgliche Stidtische Theater in Pesth in this period
declined, and existing financial strains exacerbated by the Danube flood of 1838 continued to
jeopardize the German theatre’s survival. The German theatre performed a tired repertoire
centred on familiar Italian pieces, and the comparably varied programme at the Nemzeti Szinhdz
drew in the surplus audience.”

Between the premicre of Bdtori Mdiria in 1840 and the 1848 revolution, the daily programme
of the Nemszeti Szinhdz shifted markedly from a young theatre seeking to establish repertoires of
classical and contemporary dramatic and operatic works performed in the Hungarian language,
to reflecting the passions which erupted into the uprisings. Akin to examples of theatre
programmes during revolutions, the stage of the Nemzet: S3inhiz echoed contemporary
revolutionary fervour. Gossett has described a similar relationship between context and demand
for individual (operatic) numbers in relation to choruses from Bellini and Verdi: ‘reprises were
often politically motivated’, ‘certain pieces were repeated ‘for reasons that had nothing to do with

the music.”” Numbers from Hunyadi I dsz/é including the Act I chorus ‘Meghalt a cselszove’,

71 1n 1843, there were 46 Italian, 27 French, 7 German and 3 original Hungarian works staged. See Németh, Az Erkelek,
op. cit., 68.

72 Ferenc Kerényi, ‘A Nemzeti’, op. cit., 322.

73 Barna, ap. cit., 200.

74 For example, see James H. Johnson, Listening in Paris: a Cultural History (Betkeley: University of California Press, 1995),
Chapter 6, ‘Entertainment and the Revolution’, 99-115.

75 The latter quotation marks here refer to Gossett’s citation of a critic writing for the Milanese journal Italia musicale in
the pre-1848 period. Philip Gossett, ‘Becoming a Citizen: The Chorus in “Risorgimento” Opera’, Cambridge Opera Journal,
Vol.2, No.1 (1990), 56.
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“The schemer is dead’ were adopted in the same way as other pieces with nationalistic
associations, such as the Rakdezi-induld, ‘Rakoczi March’, Rakoezi dal, ‘Rakoczisong’, the
Marseille” and Erkel’s setting of Kolcsey’s Himnusz.” Hungarian folksongs were sung, as well as
choral settings of poems, and Hungatian dance pieces.”™ Egressy’s settings of Vorosmarty’s songs
were also performed, such as Szdzaz,” and Foti dal (‘song from Fot’).” These pieces were
frequently sung before an evening’s performance, functioning as unofficial national anthems. An

excerpt from Vorésmarty’s poem indicate the themes these pieces expressed:

Drowning sorrow in wine,

As a child finds peace in sleep,
Is the state of Hungarians,
And has been for centuties.

If there was ever

A time to awake:

Hungary must do so now,

Or ever shall she sleep.8!

In steadfastness, sons,
Remain true;

If we are to overcome,

The dreadful dark shadows,
If we should spring up,
Bloom in our freedom,

We must not remain

In our unviability.s2

Out blood, our sweat,

Our death,

Whatever is required

We must sacrifice,

We must proclaim in silence
as ardently as in a storm:

76 As Bonis discusses, the Marseillaise was known since the 1790s in Hungary, and became a symbol of double significance,
evoking both the French Revolution so championed by the young liberals, and a revolutionary impulse of the gathering
Hungarian revolutionary movement: ‘Bz a zenedarab kétféle “rebellis” hagyomanyt egyesit: a francia forradalmi hangot
meg a magyar nemzeteit’. Ferenc Boénis, “Torténelmi jelképek a magyar zenében a nemzeti romantika koratél - Kodalyig’
in Ferenc Bonis (ed.), Kodaly emlékkinyy Magyar zenetSrténet tanulmanyok (Budapest: Puski, 1997), 21.

77 See Chapter 2 for a discussion of the relationship between Kolesey’s Himnusg and Vorésmarty’s Szdzar and Hungarian
nationalism.

78 Ferenc Kerényi, ‘Szinjatszas a polgari forradalomban és a szabadsagharc idején (1848-1849)" in Gyorgy Székely (ed.),
Magyar Szinhaztirténet 1. 1790-1873 (Budapest: Akadémiai Kiado6, 1990), 358.

7 See Gyula B. Bérczessi, Tollal-lanttal-fegyverrel: Egressy Béni élete és munfkdssiga (Budapest: szerz6i magankiadas, 19806), 131.
Chapter 2 discusses the use of history in Szdzas.

80 Fot is a city in the county of Pest.

81 Botban a b, mint a gyermek /Aluszik. /Magyar ember mdr busult sok /Szazadig. /Ideje hogy ébredezzen /Valaha:
/Most kell neki felvirilni /Vagy soha. Stanza 6.

82 H egyesség tartsa Gssze /Fiait, /hogy lekiizdje észak rémes /Arnyait: /Kinn hatalmas, benn virdgz6/ Es szabad,
/Bizton dlljon sérthetetlen /Jog alatt. Stanza 16.
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“Our Holy Country:
We paid with all we possessed.”’s3

Fti dal, Mihaly Vérésmarty, 5 October 1842.84

Performances of the international operatic repertoire could also become opportunities for
musical-theatrical nationalist display. In Rosina’s lesson scene in I/ barbiere di Siviglia, soprano
Kornélia Holl6sy sang words from Pet6fi.* Jozsef Katona’s patriotic, anti-oppression play Bank
bdnwas performed with increasing frequency, including on the eve of the revolution in March
1848.% The tise of the népszinmii repertoire, charactetised by presenting the plight of the serf
classes (see Chapter 3), increased in attendance from the mid-1840s. The premicre of Ede
Szigligeti’s Szikitt katona (“The Runaway Soldier’) in the autumn of 1843, which marked the birth
of the népszinmii repertoire, is credited in part to the garnering interest from new audiences who
formerly frequented the Kénigliche Stidtische Theater in Pesth. As Ferenc Kerényi shows in his study
of ticket sales and audience distribution in the pre-revolution period, audiences grew with each
petformance of Szokitt katona.”

The contemporary reception of Erkel’s Hunyadi I dsz/d in the press is decidedly more
extensive than with Bazori Maria. The audiences’ enthusiasm is corroborated in several accounts.®

The teviews frequently cite the historical theme® and the ‘Hungarian style’ of the music”

83 S vér, veriték vagy halal az, /Mit kivan, /Aldozatként rakjuk azt le /Zsimolyan, /Hogy mondhassuk csend s viharban:
/“Szent hazank: /Megfizettiik mind, mivel csak /Tartozank.”, stanza 17.

84 Mihaly Vo6rosmarty, Karoly Horvath and Dezsé Téth (eds.), Virdsmarty Mibdly dsszes miivei: 11: Kisebb kdoltemények
(Budapest:  Akadémai  Kiad6, 1960). Accessed 14 July 2018 wvia the National Széchényi Library:
<http://mek.oszk.hu/01100/01122/html/vers0304.htm>

8 Ferenc Kerényi, ‘A Nemzeti Szinhaz a polgari forradalom elGestéjén (1840-1848)” in Székely (ed.), op. cit., 322. Hollosy
became a new primadonna of the Hungarian-language stage, acclaimed for her interpretation of Maria Gara in Hunyadi
Liszd, see Tallian, ‘Keletkezés’, op. cit., 247.

86 See Laszlé Orosz’s foreword to Jézsef Katona, Bdnk bin (Budapest: Akadémiai Kiado, 2003), 10.

87 Ferenc Kerényi, ‘A Nemzeti’, op. cit., 314.

88 For example, the critic for the Ungar regarding the premiére wrote: ‘Ich habe in meinem Leben schon einigen ersten
Darstellungen von Opern beigewohnt, Abenden, wo die Komposieteure selbst ihre Werke zuerst in die Welt einfithren:
ich habe bei solchen Gelegenheiten Spobr, Marschner, Richard Wagner am Pulte sitzen geschen, Einige noch ungerechnet,
deren Werke zwar mit Sang und Klang tiber die Bretter geschritten, deren Namen aber dennoch tonlos verschollen — nie
aber ist mir ein so betdubender, nicht endenwollender Beifallsturm vorgekommen, als womit Hr. Er&/ heute bei seinem
Eintritte in das Orchester empfangen wurde.” Ungar, 29 January 1844, reproduced in Barna, op. ¢it., 205-2006.

89 See Barna, op. cit., 208.

0 “Ugyanezt ritka tgyességgel és megfontolassal tette a jelen szerzeményben is: az az, bar milly nagyszerd s nemzeti targyat
valaszta munkéjaul, csak ugy hasznala abban a nemzeti zene hangjait, mint j6 szakacs a fiiszert, mint j6 festész a maga s
ills helyén alkalmazott és hatast getjeszté amyéklatot.” Nemzeti Ujsdg, reproduced in Barna, op. cit, 202. ‘Nemzeties
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amongst the merits of the work. Critics comment on the psychological development of the
characters, intertwined in discussions of how history is employed and the use of ‘Hungarian’
musical style. The critic for the Honderi praised Etkel for both imbuing the work with ‘the
Hungarian spirit’, and simultaneously, elevating Hungarian music to a European ‘civilized’ level,
writing that Erkel ‘has made the first step on solid foundations on which to build the Hungarian
Hall of Fame!””' and praised the ‘purity’ of the ‘national” melodies.” The consetvative fashion
magazine-turned-forerunning-literary-journal, the F/etképek,” found the musical depiction
praiseworthy in its coherence and success in creating psychological and dramatic effect:
“fluttering with fire which unites with solemn dignity.”” Erkel’s musical illustration of Erzsébet
Szilagyi was generally praised, although the radicals characteristically criticised Schodel’s
interpretation (who premiéred this role and performed it for several years).” The Hondersi again
relays Erzsébet’s depiction in psychological terms: ‘[the cantabile,No.11]leads into a vision,

gradually unfolding with intensifying dreadfulness, whose psychological depth is greatly

szempontbol végre, — melly mint magyar zenénél itt kiilénds figyelmet érdemel — olly siikerilt szileménynek vallhatni
jelen dalmiivet, hogy azt batran sorozhatjuk legjelesb hazai zene-kincseinkhez. Azonanda buskomolysag, azon, hogy ugy
mondjam, 6r6mgyaszos kedélymélység, melly a’ magyar zenének kival6lag sajata, haromszini fonalkint huzédik keresztiil
az egész mlvon.” Fletképek, 27 January, 1844, 197.

91 “Ugy van. E. F. tette az elsé talpkévet ama szilard alapzatba, mellyre épiilend egykor a magyar zenedicsGség’ vallhallajal’
Honderst, 17 February 1844, 205.

92 ‘Nincs egy szam, egy helyzet, s6t mondhatni nincs egy recitativ, egyetlenegy hang sem, mellyet nem fuvalna 4t a valodi
koltészet’ melege, és — mi az operanak egyik f6érdeme — olly 4t meg at magyaros a szellem, melly annak lényegébe fonodik,
hogy alig van szam, mellyben — kivalt ha azt részletesben bonczolni akarjuk (mire azonban t6bbszori hallas kivantatik) —
anemzeti dallamok’ hol tiszta, hol fatyolozott, de mindig nemes és tObbnyire eredeti szézataira ne ismerjink.” Honderi, 24
February 1844, 238.

93 The Fletképek (‘Images of Life’) was first established as the Magyar Fletképek (‘Tmages of Hungarian Life’) in 1834 and
became simply the E/etképek in 1844 when the focus shifted from fashion to literature. Practically every leading Hungarian
journalist, literary critic, and writer contributed in the five years of the journals existence, including many of the individuals
introduced in Chapter 3 such as Bajza, Toldy, E6tvos and Pet6fi. See Albert Tezla, Hungarian Authors: a Bibliographical
Handbook (Cambridge: Harvard University Press, 1970), 709.

%4 B’ miben szellem, er6 és szendély valtig 6lelkeznek; lyrai 6mlengés dramai hatalyhoz, dbraindos kéj nyugodt csendhez,
csapongd tiiz innepélyes méltdsaghoz csatlakozik.” Eletképek, 27 January, 1844, 197.

% ‘De mi volt f6leg oka annak, hogy Schodelné kevés stiketrel éneckelt? Igazan én szantam ezt a’ szép hangot olly
er6tetésben hallani, minét szerepe megkivant; és jovend6re nem fogom csudalni, ha kedv nélkdl 1ép f6l ¢ szerepben, mert
az épen haladatlan. — Molnar Leopoldina éneke aranylag legjobb vala.” Regé/d Pesti Divatlap, reproduced in Barna, op. cit.,
204, ‘A’ masodik szakaszban Hunyady 6zvegyének aggilya ‘s reménydus lelkessége szivb6l fakadt ‘s szivhez térd, az anya
‘s két fia harmasdala elbajol... Az el6adast tekintve, leginkdbb Schodelné asszonynak (Hunyady 6zvegye) kell k6szénni a’
hatas siikerét, ki mévészileg dramai el6adasaval, ‘s az egésznek, hogy ugy mondjam, egyontett felfogasaval diszt ada 2’
minek, valamint a’ md alkalmat nyujtott hangja hatalmanak miivészi diszét nagyszeriileg kifejthetni.” Fletképek, 27 January,
1844, 197-198. ‘Schodelnénk olly felségesen énekli, hogy alig tudnank nevezni a most él6k kézt egy masodik mivésznot,
ki e remek dalt annyi bens6ség, annyi sajatsaggal el6adni birna. A hangm®’ elrendezésére nézve azon észrevételink van,
mikép (noha lélektani val6saga igy is tOkéletesen helyt all) e kedves cavatinat megel6z6 visio” nagyszeriisége aligha nem
gatolja egy kissé a szelid dallam hatasat.” Hondersi, February 24 1844, 243.
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dramatic.” The Eletképek characterised the scena uitima in similar terms: “the crown of the opera is
the mother’s despair, harrowing pain ...that moves the earth and sky, the storm of the heart and
soul ...[is] boneshaking dramaturgy.’?” The funeral march and scena ultima are praised as ‘a
valuable piece in the wasteland (pariag) of Hungatian music’.”

Criticisms of Adolf Pecz in the title role relate to ideas regarding the depiction of national
heroes. According to the (liberal-radical, pro-drama) Pes# Divatlap he ‘did not reflect the spiritual
position of the young hero enough’.” This is hardly surprising considering the pro-drama natute
of the journal. Imre Vahot, one of the ‘radicals’, who believed ‘making our national heroes sing
on the stage’ was sacrilege (see Chapter 3), edited the paperin question. The hasty conditions
under which the premicre of Hunyadi Idsz/d was rehearsed, reminiscent of the circumstances
surrounding Bdtori Miria when the primadonna on which the title role was modelled was missing,
undoubtedly also effected the reception of the title-role in Hunyadi I dsz/d. Pecz was a guest
singer at the Nemzet: S3inhdz in the first three months of 1844, and was invited to sing the role of
Laszl6 when Zsigmond Joob suddenly left the theatre for guest performances in Vienna.
Exacerbating the already demanding circumstances was Pecz’s scant knowledge of Hungarian.'”

2101

The Act1 finale was widely praised for its ‘animating national essence” and this number

became a frequently performed stand-alone piece (‘meghalt a cselsz6v ™ discussed above). The

% “11. szam. Erzsébet j6 s egy (6/8 ttetli Es-moll andante) anda szinezetll, nemzeti szdzatu cantabilében fejezi ki fia £616tti
aggodalmat s kiralydbani reményeit, melly késébb egy fokozatos hatasu s iszonyusdgdban mindig néveked6 latmanynak
ad helyet, mellynek lélektani mélysége nagyszerten dramai. Erzsébet’ félelmei 6nmagukat felcsigazvan, 4julva roskad
hoélgyei’ karjaiba a gyiszold anya. Erzsébet magihoz j6, Onbiztatisai meg Ovéi dltal megvigasztaltatva, fokonkint
lecsondesiil, s reményeit, vigaszit, megnyugvasat fejezi ki ama gyonyori (4/4 itetl, nyugodt tempdju Es-dur) egészen
nemzeties cavatinajaban’ Honderdi, 24 February 1844, 242-243.

97 ‘Korondja € miinek az anyai keserv és kétségbeesés, ezen 6nmagit marczangolé fajdalom, ezen foldet ‘s eget mozditd
kin-tengerének zuhanya, a’ lélek és sziv, szeretet és gyotrelem, remény és rettegés € hajmereszté viharzata, ezen
szivszaggatd és velt raz6 dramaisag.” Fletképek, 27 January, 1844, 197.

9 ‘A’ gyszindul6 becses darab a’ magyar zenészet ¢’ parlag nemében.” Fletképek, 27 January, 1844, 197.

9 “Tekintve az el6adast, az meglehetés nehezen ment. Pecz ur a’ czimszerepet vivé, Schodelné Szilagyi Erzsébet’ képében
énekelt; Udvarhelyi Garat ad4, és nem tuda; Fiiredi’ szép hangjanak talan magosan is jar6 énekkel kelle kiizdeni. Az el6adas
olly valami erétetett vala, mint a’ zene maga; Havi és Pecz egyforman roszul, tigyetlenill forognak a’ szinpadon; énekok,
els6¢ olly gyonge, ugy kell red vigyazni, mérsékelni, hogy minden magosb cottandl cs6t61tokét ne mondjon, Pecz uré pedig
ollyan hang, mintha orrbdl énekeltetnék, legalabb semi esetre sem tiszta mellhang.” Regéld’ Pesti Divatlap, 4 February 1844,
158. Sce also the review of the g ‘hés ifjunak lelki helyzetét nem eléggé hiven tikr6zi” 17dg, 31 January 1844,
reproduced in Barna, op. cit., 202.

100 Tallian, Schodel, op. cit., 300.

101 ‘Részletekre térve, kilondsben kiemelend6 a’ megnyito férfikat, mellynek természetes jellemzetessége, s’ az elsé
szakaszt bezar6 kar, mellynek lelkesité nemzeties lényege féérdeme.” Fletképek, 27 January, 1844, 197. Even the radicals
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temple scene in Act IT was also generally deemed effective.'” The ‘swan song’ (the Entr'acte of
ActIV) was initially met with scepticism, thought it had been published eatlier (prior to the
opera’s premiere) with modest success.'” During the revolution, however, it became partt of the
‘revolutionary programme’. The Eletképek viewed the piece as frivolous and unfit for the gravity

of the hero in his moment of peril:

This piece of music paints the psychological state of the ill-fated [hero], the
suspicion of the fate waiting for him; the grave, mournful speculation is
replaced by the heroic, majestic and incorruptible courage which assures his
ascendance to heaven. Only thus could Laszl6 Hunyady [sic] die: through
heroically determined force. Therefore, the end of this piece [the hattyiidal,
‘swan song’] is too cheerful, it is almost reminiscent of dance music.104

As outlined in Chapter 3, anti-opera drama advocates condemned presenting Hungarian
historical figures on the stage because it would denigrate their stature as national heroes. Imre
Vahot even identified Janos Hunyadi in his outrage that a composer would ‘make him sing on
the stage’ (see Chapter 3). The critic writing for the Fletképek, though without rejecting
presenting Hungarian historical heroes, nevertheless thought the title role should be depicted
musically with the upmost solemnity, as in the stately funeral march.

The German-language press characteristically received Hunyadi 1ds/d with more attention to
composition than the Hungarian-language press, who focused on the dramatic and psychological

depiction of Hungary’s historical heroes. The German papers nevertheless also generally agreed

acknowledged the effectiveness of the piece in reviewing a performance on 19 October: ‘Ismét nagy kézonség elétt
adatott, s a koztetszés kitdrése az elsé felvonasnak legmagyarosabb szellemi befejezésekor még mindig a legmagasabb
fokon all. Lam, mit nem tesz a magyar clem és melddia’ (‘[The work] was once again given for a large audience, and the
rapture of praise at the first act’s most Hungarian ending was still of the highest level. Well, see what the Hungarian
element and melody can achieve’. Pesti Divatlap, 27 October 1844, 62.

102 A’ templomi jelenet zenéje harangkisérettel igen hatasos.” Eletképek, 27 January, 1844, 197.

103 Erkel Ferencz [sic|, Hattyidal a Hunyadibo! (Pest: Wagner J6zsef, 1843). See also Mona Ilona’s study cataloguing works
and editions published in Hungary: Magyar zenemiikiadik és tevékenységiik, 1774-1867 (Budapest: MTA Zenetudomany
intézet, 1989), 67; 72.

104 “Csak Hunyady Laszl6 hattyudalara van még egy észrevételem, mellynek vége nem igen kielégits. E’ zenedarab a’
szerencsétlennek lelki dllapotjat festi, azon sejtést, milly sorsnak menend eléje; a° komoly-gyaszos toprengést hésies
magasztaltsig ‘s a’ megtorhetlen batorsag éghez szarnyalasa valtja fel; csak igy halhatott Hunyady Lasz16: hésileg elszantan,
erGtudattal. S igy véve, eme darab vége kissé nagyon is vigszerii, melly szinte tinczra emlékeztet.” Eletképek, 27 January,
1844, 197-198.
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that Erkel’s work was original, ‘genuinely national’."” Der Spiege/ praises also the Act I finale,and
the ActII church scene, though viewing the choral writingas ‘too timid in approach to
originality’.'" Again, the scena ultima is praised amongst the work’s highlights.'” Interestingly Der
Spiegel critic found a lack of melody, viewing the themes as mechanically applied, though praising
the instrumentation.'” Der Ungarviewed the Act I finale as beautiful,'” but found the scena uitima
‘pootly arranged’, and claimed the wild enthusiasm of the audience for this number was due
largely to the libretto: ‘there is far too much overt romanticism that nothing is left over for the
sensitive application of art.”'" Der Spiege/ disagreed, finding the scena ultima ‘shattering’
(erschiitternde).""" The reviewer for the Pesther Tageblatt found the choirs well-crafted and solo arias
effective, but the oath scene ‘did not seem grandiose enough’'” (Act I, No.11).

References to the psychological and ‘heroic’ depiction of the title-role and Erzsébet
Szilagyi’s grand aria in the final scene littering the Hungarian-language press are generally absent
from the German papers. The effectiveness for the Hungarian papers was the dramatic impact,

of effective implementation of Hungarian musical markers, political implications, and the

depiction of the historical hero.

105 “Diese Hauptidee, durch frappante Episoden gehoben, diente dem ausgezeichneten Kompositeur als Folie zu einem
originellen, echt nationalen Tongemilde, desgleichen die vaterlindische Tonmuse noch keines produzirte’ Spiege/, 31
January 1844, 71, reproduced in Barna, op. cit., 205.

106 ‘Mégen rigorose Kontrapunktisten das stereotype Appliziren eines Originalthemas in fast jedem Effektausdruke nicht
ganz adequate finden’ zbid.

107 “das erschutternde Finale des vierten Aktes, bildeten die Glanzpunkte und mehrere dieser Nummern mussten
wiederholt werden.” zbid.

108 ‘Der hie und da auffallende Mangel an Melodie wird vom gediegenen Saze, von der trefflichen Instrumentirung und
von einem wohlthuenden, ans Herz gehenden elegischen Typus, welcher alle Nummern durchflutet, und von den
meisterhaften Ensembles tiberdekt.” 7bid.

109 ‘das sehr schéne Finale des ersten Aktes” Ungar, 29 January 1844, reproduced in Barna, gp. cit., 2006.

110 “Es liegt viel zu viel blutige Neuromantik darin, dass etwas auch fiir den wohltheund sanften Eindruck der Kunst tibrig
bleiben sollte.” ibid.

T Gbid.

112 ‘Die Eidesleistung im 2. Akte diinkt uns nicht grandiose genug, und diirfte auch in dramatischer Bezichung nicht sehr
rihmenswerth sein.” Pesther Tageblatt, 30 January 1844, reproduced in Barna, ap. cit., 207.
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EREDETI UJ OPERA
Erkel F. javara.
PECZ UR VENDEG
N EAVILAEI SzINRAR

Pest, Szomhaion.‘ Januir 27-6n, 1844
ERKEL FI'RENCZ javara.
ELOSZOA:
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Méris leioya ~ — — — — —MolasrLeopoldira. P aszuép, Katondk, 'ranmmu, Huda 1357,
Regy dik szakasz VERPAD Bzemélyei:
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Kisérel, Nép, ordk, Bako, Torténik: Budan.
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Playbill for the premicre of Hunyadi Lasz/d.
Theatre History Collection, National Széchényi Library.
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Operatic Models

Kornél Abranyi, Erkel’s first biographer and his friend and colleague at the Music
Academy, propagated a myth surrounding the conception of Hunyadi I.dsz/d. According to
Abranyi, Erkel and his librettist Béni Egressy spontaneously met in Kigy6 Street in Pest as the
latter was taking the libretto of Hunyadi I dsz/é to the director of the Nemzeti S3inhdz, Andras
Bartay. Erkel appatently seized the text and completed the work in a matter of months.'”
Newspaper reports of Erkel’s progress on a second opera on the Laszlé6 Hunyadi narrative from
as eatly as October 1840 contradict this statement.'* The portion of the conception-myth which
has proved more complex for musicologists, however, is Abranyi’s claim that Erkel sought to
build upon his ideal of Hungarian opera in Bitori Mdria by modelling a French Grand-style
opera.'”

Itis likely that Halévy’s La Juive exerted some influence on the structure and the pacing
of the narrative, and also on the two tenor model for the title role and King Ladislaus V. Erkel
studied La Juive in the summer of 1842 in preparation for the Nemzet: S3inhdz premiere and was
already familiar with the work since at least 1836 when it was staged during his employment at
the Konigliche Stidtische Theater in Pesth. As Tibor Tallian notes, the four numbers with French titles
in the autograph score correspond to scenes in La Juive: The Air de Gara (No.13) in Erkel’s work
and Eléazar’s grand aria and air ‘Rachel, quand du Seigneur’ (Act IV, No.22); both conclude the
central acts with grand finales including a Morcean d’ensemble: the temple scene marked Andante

religioso in Hunyadi I asz/d, and “Vous qui du Dieu vivant outragez la puissance’ in Act IIT (No.18)

113 See Korél Abtanyi, Erkel Ferenc élete és mitkidése (Rulturtirténelmi korrajy) (Budapest: Buschmann F. Kényvnyomdaja,
1895), 31.

114 “Szorgalmas Egressy Benjaminunk ismét egy uj nemzeti opera textusan, mellynek czime ,,Hunyady Iiszl6” dolgozik.
(Zenéjét Erkel ur fogja késziteni.) Igen ohajthat6é volna, hogy Egr. ur szép tehetségeit ne csak ismeretes elémunkalatok
utanzasara forditnd, hanem szorgalmasan forgatna a’ magyar torténetek évkonyveit, s azokbol kevésbbé ismertt targyakat
is szemelne-ki eredeti operdinak szamara.” Honmiivész, 22 October 1840, 688.

115 See Abranyi, op. cit., 31.

116 See Tibor Tallian’s discussion: Tibor Tallian, ‘Erkel, Az operarendezé. zenei mise en scéne a Hunyadi Laszléban’ in
Olga Somotjai (ed.) “..De még szebb a szinhiz” Irisok Belitska-Scholtz Hedvig emlékére (Budapest: Argumentum, 2010), 103-
104.
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of Halévy’s work. Erkel marked L.4sz16’s ‘swan song’ ‘entre act’ [sic] in the autograph score, "
which corresponds with the opening to Act II of La Juive (No.8). A marche funébre in both works
precede the finale. In terms of other French Grand models, the tragedy unfolding around a hero
whose life is threatened, heightened dramatically by two women, is a familiar scenario in works
such as Robert le diable (Robert and Isabelle and Alice) and Les Huguenots (Raoul and Queen
Marguerite and Valentine)."®

The main argument against these models in Erkel’s conception of Hunyadi Idsz/d is that
the drama unfolds almost exclusively in relation to the protagonists and their personal turmoil. '
Whereas a prime feature of French Grand Opera is the duel-narrative approach situating private
drama amidst a backdrop of conflict between peoples, '™ in Hunyadi I dsz/é the histotical events
largely focus on the private sphere: the thwarted engagement between Laszl6 and Maria; the
King’s self-doubt and inner turmoil; the schemes of Cillei and subsequently Palatine Gara, and
the psychological development of Erzsébet’s character. The function of the chorus is initially
similar to works such as Les Huguenots, in that it depicts tensions between communities, but later
becomes largely an extension of the protagonists, musically and dramaturgically.

In this regard, Hunyadi 1.dsz/o is closer to the Donizetti’s historical operas which were
frequently staged at the Nemzeti Szinhaz. Anna Bolena (1830) was purchased (and chosen by
Schodel as her benefit piece), but the staging did not come to fruition, '™ and Marino Faliero
(1835), first staged at the Hungarian-language theatre on 7 April 1840,'* are two likely models.

Both title-roles are depicted sympathetically, as victims of oppressive circumstances (patriarchal

and political, respectively) who are each betrayed simultaneously by their spouse and confidant.

17 Ferenc Erkel, Hunyadi 1ds3ld, Autograph score, Act 111, National Széchényi Library, Music Collection, Call number
Ms. Mus.4./3

118 Tallian, ‘Erkel, Az operarendez&’, op. cit., 103-104.

119 7bid.

120 For example, discussed Simon Williams, “The Spectacle of the Past in Grand Opera’ in David Chatlton (ed.) The
Cambridge Companion to Grand Opera (Cambridge: Cambridge University Press, 2011), 70. This is particulatly true for the
works Abranyi singled out as apparently models for Erkel’s Hunyadi Lasz16 (La Muette de Portici, Guillanme Tell, and 1es
Huguenots).

120 Tallian Schodel, op. cit., 89; 469.

122 Németh, op. cit., 30.
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Their executions in the final moments of each opera are thereby construed as not only unjust,
but as tragic: evoking the audience’s sympathy through an emotional and psychological
involvement with the protagonist.

On the level of individual numbers, in Hunyad: 1 dsz/d several arias are conspicuously
Italianate in structure and musical language. The opera opens with a two-part cavatina for the
breeches role of Matyas. Laszlé’s meditative aria contemplating his fiancée in Act I (No.7) is a
one-movement andante in D major, and largely characterised by the manner of oscillating
arpeggiated accompaniment found in operatic depictions of arias recounting love. Laszl6 and
Maria’s two-part duet in A major (A/legro non tanto, allegro moderato (cabaletta), No.14) is modelled
on love duets found in examples such Bellini’s I Puritani (Act 1, scene iii) or Donizetti’s Lucia di
Lammermoor (Act 1, scene i) in which the voices generally imitate each others’ phrases or sing in
thirds, sixths or octaves. Erzsébet’s extensive sortizais modelled on a Rossinian /a solita forma
(andantino, molto allegro ed agitato, doppio meno (as the tempo di mezz0), allegro moderato (cabaletta) (No.9).
The King’s reflective two-part aria (andantino (a minor), cabaletta (A major) (No.17) facilitated
depicting both the troubled King but also his fearful and weak nature as he puts his hopes in
Maria after one fleeting meeting, by way of comfort, instead of addressing the discord in his
kingdom in the abaletta. Gara’s air (No.18) is a one-movement a/legro moderato. Despite its title, it
is a pezzi chinsi in Bb major expressing joy in his successful manipulation of the King: depicting
his character as a 2-dimensional villain without the psychological complexity akin to what Erkel
attempts in representing the King. Gara’s music is nevertheless littered with bokdzd cadences
(literally ‘ankle-ing’, supposedly from the tradition of ‘ankle-clicking’ in the recruiting dance
tradition from which the verbunkos derives, but akin to the English word ‘capering’), found
commonly in contemporary verbunkos pieces, in which a thythmic dotted figure melodically

oscillates akin to a turn.'” As Krisztina Lajosi discusses, referencing verbunkos traditions in

123 See Shay Loya’s definition in his Liszt’s Transcultural Modernism and the Hungarian-Gypsy Tradition (New York: University
of Rochester Press, 2011), 16.
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depicting Gara is a ‘double symbol’, in that it references both the character’s nationality and
social class, and ‘his passionate desire to govern the country’.' This also heightens the
distinction between the easily manipulated King’s weak, indistinct, musical personality which
depends on the characters with whom he shares the stage, and the commandeering depiction of
Gara who is patently ‘Hungarian’ and aristocratic.

The scena ultima makes use of several conventions: a storm, a funeral march, and a
preghiera. The final section of Erzsébet’s aria, and the final scene of the opera, however deviates
from a cabaletta, returning to the agitato in which her visions first unfolded in her Act II sortita. In
this way, Erkel intensified the drama, denying the release or resolution a abaletta fulfils.
Erzsébet’s lead role in the spectacle of the execution bears similarities with scenes such as the
finale of Bellini’s I/ pirata (1827) or Donizetti’s Marino Faliero (1835). However, unlike Imogene,
who mentally cracks under the emotional strain of Gualtiero’s execution in I/ pirata, or Elena,
who confesses, screams and collapses as her husband faces the axe in Marino Faliero, Exzsébet
commands the scena ultima. Structurally, she is assigned a formally clear aria, and dramaturgically,
she demands her son’s release several times. Her visions in her Act II sor#ita unfold to reveal her
prescient sense of apparent danger as opposed to Imogene’s fragility throughout the second act
of 1/ pirata, where she emotionally unravels several times in the final scene (Act 11, scene iii,
further discussed below). Musical markers of madness in Erzsébet’s aria are contained in a
manner which reveals her, rather, as a character able not only to withstand her nightmare
unfolding before her with her sanity intact, but who indignantly attempts to derail the execution
until the final blow of the axe: this, despite her panic.

The musical depiction of Laszl&’s character deviates from both the sortitas of bel canto
heroes familiar on the stage of the Nemzeti S3inhaz despite in some ways bending to the

conventional meditative and love arias (No.7 and No.14, mentioned above), and the airs of

124 Krisztina Lajosi, ‘Nineteenth-Century National Opera and Representations of the Past in the Public Sphere’ in Lotte
Jensen, Joep Leerssen and Marita Mathijsen (eds.), Free Access to the Past: Romanticism, Cultural Heritage and the Nation (Leiden:
Brill, 2010), 243-244.
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French Grand heroes. Laszl6 is also the only character assigned a reoccurring motif, which
further distinguishes him from the other protagonists in the opera. Simultaneously, strategic
reoccurrence of material tied to the fate of the hero foreshadows the finale. Unlike Erkel’s use of
musical foreshadowing in Bdtori Mdria, in which the title-role is even characterised by her fears, in
his second opera, Erkel used reoccurrence of funeral march material to ‘foreshadow future
developments in the narratives of their operas that no fictional agent could know.”'”

Tallian suggests that I.aszl16’s lack of a sortita proper is a response to the pro-drama radicals’
outrage at the idea of Hungarian heroes singing arias. ™ However, it is possible that Erkel
depicted Laszl6 rather through stately as well as historical-revolutionary associations rather than
through vocal conventions in order to differentiate him from his Italian or French-language
counterparts, and further, to reflect contemporary understandings of heroism in reform-era
Hungary. Erkel’s depiction of Laszl6 is understood in Erkel scholarship as a two-dimensional
hero," and his depiction of this role was received by pro-theatre critics as portrayed without the
fitting gravity the historical figure should command (outlined above in relation to contemporary
reception). However, I contend that this deviation from emotive display anticipated from the
audiences’ familiarities with contemporary operatic heroes rather epitomises Laszl6’s exemplary

historical conduct and strength of character in line with contemporary understandings of

Hungarian heroism.

125 Nina Penner, ‘Opera Singing and Fictional Truth’, The Journal of Aesthetics and Art Criticism, Vol.71, No.1 (2013), 84.
126 Tallian, ‘Keletkezés’, op. cit., 240. See Chapter 3 for a discussion of the artistic polemics surrounding representing
Hungarian history on stage.

127 See Tallian, ‘Keletkezés’, ap. cit., 256.
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Historical Heroes and Revolution

To arms, if you are men! And women, dig a vast grave between Veszprém and
Fejérvar, in which you will bury the Hungarian name, the Hungarian honour, the
Hungarian nation — or our enemies.

Lajos Kossuth, 1848128

Prior to organised political forms of nationalism in Hungary, two broad tropes emerged
in literature and discourse in relation to historical heroes and defeat narratives, which Vermes
terms ‘agony’ alongside ‘inflated self-esteem’.'” Even priot to the nyelvijitis, sactifice was a theme
tied to the (universal) defence of Christendom in Hungarian literature. ™ By the reform petiod,
historical chronicles ‘implied that transcending the dark periods had constituted heroic feats in
their own right.”””" In revolutionary rthetotic in pre-1848 Hungary, however, the ‘great and heroic’
deeds of individual heroes become part of a popular understanding of the nation, in which
Hungarian liberty relates to world freedom.

In the reform period the belief that communal fate of the Hungarians was tied up with
the fate of mankind on a grander scale emerged in liberal-radical discourse. In Ger4’s words:
“The cause of national freedom reached biblical proportions’.* Historical epics, notably Janos
Arany’s"™ Toldi of 1846, encompass these understandings, evident already in Vorosmarty’s
Zaldn futdsa (1825, see Chapter 2), linking historical endurance to ‘universal significance — the
struggle of peoples around the wotld against tyranny and despotism’.'” Nevertheless, historical

defeat and sacrifice emphasised the fundamental desire to challenge the structure facilitating

128 “Fegyverre tehat, a ki férfid! Az asszonyok pedig Veszprém és Fejérvar kozott assanak egy irtézatos sirt, mellybe vagy
amagyar nevet, magyar becstiletet, a magyar nemzetet — vagy ellenségeinket eltemessiik.” Lajos Kossuth, Kossuth Hirlapya,
19 September 1848, 313.

129 Gabor Vermes, Hungarian Culture and Politics in the Habsburg Monarchy 1711-1848 (Budapest: Central European University
Press, 2014), 170.

130 This phenomenon is more fully outlined in Chapter 2.

131 Get6, op. cit., 124.

132 Get§, op. cit., 39.

133 Janos Arany (1817-1882) was a widely-read poet in the nineteenth-century, particularly in the post-revolution decades.
He is particularly known for his ballads.

134 Janos Arany, Toldi. Koltdi elbeszélés (Budapest: Rath Mér, 1840).

135 Janos Arany, translated and introduced by Anton N. Nyerges, Epics of the Hungarian Plain from Janos Arany (Cleveland:
Classical Printing, 19706), Introduction.
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oppression, while simultaneously finding pride in withstanding subjugation as ‘captives’ in the
reform period.

Approaching the 1848 revolution, these dimensions of historical interpretation also
meant writers shifted how they represented historical heroes. The Schillerian interpretation of
the tragic hero as a symbol of freedom and self-determination'” which had been influential in
literary circles in Hungaty,"”” now had an alternative understanding as related to both the
individual and wider society. The failures of the individual hero have societal implications: with
his fall comes a communal threat."” Chapter 2 introduced tropes in historical interpretation in
reform-era literature in which the trespasses of historical figures relate to contemporary
stagnation, and the spectre of a future national apocalypse. In radical-revolutionary
understandings, the fear of nemzgethali/became justification for revolution, and further, became
part of the discourse which glorified self-sacrifice for Hungary and for liberty. The concept that
each individual’s actions embody a potential to harm society in these contexts became a dynamic
in revolutionary discourse, in which fate lies in each individual’s conduct: a popularideal of
society.” Accordingly, in the 1840s, positive heroes feature in historical plays and novels less
frequently than earlier in the reform period, ‘reflecting the crisis of the liberal interest unifying
approach within the historical framework.”"* In other words, appeals to popular mobilisation
emerged against the tradition of glorifying the feats of specific historical heroes.

“Young Hungary’s’ self-proclaimed inspiration from the French Revolution, in which
Hungarian liberty from Vienna was linked to the freedom of mankind was transformed into

Magyarized slogans, exemplified by Pet6fi’s Nemzeti dal, ‘National song’. For the ‘radicals’, dying

136 See Sabine Roeht, ‘Freedom and Autonomy in Schillet’, Journal of the History of Ideas, Vol.64, No.1 (2003) 119-134.

137 Ferenc Kerényi, ‘Szinjatszds a polgari forradalomban és a szabadsigharc idején’ in Gyorgy Székely (ed.), Magyar
Szinbaztirténet 1. 1790-1873 (Budapest: Akadémiai Kiado, 1990), 254.

138 ibid,

139 ‘Ezeknél azonban fontosabb, hogy a reformkori Magyarorszagon az univerzum a tarsadalommal, a néppel egylitt értett
tarsadalommal volt azonos; innen is a magyar irodalom népiesség iranti vonzédasa.” Ferenc Kerényi, ‘Szinjatszas’, op. cit.,
255.

140 Ferenc Kerényi, ‘A Pesti Magyar Szinhaz épitése és megszervezése’ in Gyorgy Székely (ed.), Magyar Szinhaztorténet 1.
1790-1873 (Budapest: Akedémiai Kiad6, 1990), 301.
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in the revolution even became desirable. The Café Pilvax, the chosen meeting place of Pet6fi and
the revolutionary ‘circle of ten’ was described by Albert Nyariin 1847 as ‘the temple of freedom,
whete inspired youth came to sactifice to the god of freedom.”'* Sacrifice for the ‘religion’ of
nationalism was a means to secure the legacy of the nation through posterity: literally dying for
the nation’s survival, whilstat the same time securing symbolic immortality through an enduring
legacy. The shift from chronicling the deeds of individual historical figures to such figures
embodying a future in the hands of the populous, is exemplified by Pet6fi’s words which
signalled the 1848 revolution.

On 15 March 1848, Peté6fi read his Nemzeti dal to the revolutionary crowd. This poem was
prepared as a preface to his speech in which he declared the ‘12 demands’ outlining political
reforms subsequently taken to Vienna and briefly instated as ‘the April laws’ (see Chapter 2).

On your feet now, Hungary calls youl!
Now is the moment, nothing stalls you,
Shall we be slaves!'#2 or men set free
Thatis the question, answer mel!

By all the gods of Hungary

We hereby sweatr

That we the yoke of slavery

No more shall wear.

Magyars, once more our name and story
Shall match our ancestor’s in glory

The centuries of shame and hurt

Can now be washed away like dirt.

By all the gods of Hungary

We hereby swear,

That the yoke of slavery

No more shall wear.

And wheresoever we may petish
Grandchildren those graves will cherish
Singing our praises in their prayers

To thank us that our names are theirs.
By all the gods of Hungary

We hereby swear,

That we the yoke of slavery

No more shall wear.143

141 Lasz16 Demre, The Radical 1eft in the Hungarian Revolution of 1848 (New York: Columbia University Press, 1976), 15.
142 'The wotd rabok is often translated in Nemszeti dal as ‘slaves’, however, it should be noted that a more faithful
interpretation is akin to the English words ‘prisoners’ or ‘captives’.

143 Talpra magyar, hi a hazal/ Ittaz id6, most vagy sohal/ Rabok legylink vagy szabadok?/ Eza kérdés, valasszatok! —/
A magyarok istenére/ Eskusziink,/ Eskiisziink, hogy rabok tovabb/ Nem lesziink!/ A magyar név megint szép lesz,/
Meélt6 régi nagy hiréhez;/ Mit riakentek a szazadok,/ Lemossuk a gyalazatot!/ A magyarok istenére/ Eskuszunk,/
Eskusziink, hogy rabok tovabb/ Nem lesztink!/ Hol sifjaink dombotulnak,/ Unokéink leborulnak,/ Es aldo imadsag
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Sandor Pet6fi, Nemszeti dal (stanza’s 1,4 and 5), Pest, 13 March, 1848.'*

The cantor-like repetitions of ‘A magyarok istenére, /Eskusziink, /Eskuszink, /hogy rabok
tovabb Nem lesziink!” (‘By all the gods of Hungary, /We heteby swear/ That we the yoke of
slavery, /No more shall wear!’) depicts fate as a collective, using verbs conjugated as plural
pronouns: eskisziink, “we swear’; nem lesziink, ‘we will not be’. The phenomena of ‘integrating the
selfinto the collective narrative’, employed by pre-revolution French intellectuals and
reverberating throughout East-Central Europe was, as Svetlana Slapsak puts it, ‘a quick and
clever way of convincing the public of the existence of a community’.'" In Nemzeti dal, the
phrases ‘And wheresoever we may perish, Grandchildren those graves will cherish, Singing our
praises in their prayers, To thank us that our names are theirs’, of the final stanza potently relates
revolution to sacrifice of individuals for the collective. The revolutionary martyrs would
apparently live eternally in the continuation of the ‘nation-religion’.'*

Erkel’s Hunyadi 1dszlo, despite a narrative centred on the tragic demise of one man, the
curious deviations from operatic models on the one hand, and the use of specific musical

markers on the other, links the title role to the revolutionary deeds of the past: a trans-historical

depiction of defeat in which the hero’s ‘exemplary conduct’ is instructive to the collective. The

mellett/ Mondjék el szent neveinket./ A magyarok istenére/ Eskisziink,/ Eskuszink, hogy rabok tovabb/ Nem
lesziink!

14 Sandor Pet6fi, Petdfi Sdndor dsszes Roltemeényei 1-2 (Budapest: Szépirodalmi Konyvkiad6, 1959). Here I use the decidedly
literal translation by George Szirtes, as opposed to the various artistic versions, in an effort to more cleatly represent the
themes of this work, accessed 3 Octobert, 2017 via < https://hungarytoday.hu/march-15th-sandot-petofis-nemzeti-d al-
national-song-hungatys-famous-poem-62245/> Erkel and several of his contemporaties set this poem to music, see Ilona
Mona, Magyar zenemiikiadik és tevékenységik, 1774-1867 (Budapest: MTA Zenetudomanyi intézet, 1989), 76, 116, 314, 322,
357, 363.

145 Svetlana Slapsak, “The Cultural Legacy of Empires in Europe’ in Marcel Cornis-Pope and John Neubauer (eds.), History
of the Literary Cultures of East-Central Europe: Junctures and Disjuncturesin the 19" and 20" Centuries Volume 1 (Amsterdam and
Philadelphia: John Benjamins Publishing, 2004), 309. See also Davidhazi’s study which examines the use of plurality in
Fetenc Toldy’s study of literary history: Péter Davidhdzi, ‘Kétségben apokalipszis és feltimadas kozott (A nemzethalal
vorosmartys latomasa Toldy irodalomtérténetében)’, A/fild, Vol.53, No.1 (2002), 43.

146 Pet6fi’s untimely death fighting amongst the revolutionary army propelled his status to that of a national martyr,
reaching cult status in the following decades. In the pre-revolution context many radicals hailed Pet6fi as ‘saviour of the
people’. The mythology and martyrology which surrounded his death took on new roles in the post-revolution climate.
Alice Freifeld, Nationalism and the Crowd in Liberal Hungary, 1848-1914 (Baltimore: Johns Hopkins University Press, 2000),
310.
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chorus in the first act reinforces revolutionary musical markers. The final spectacle of Laszl6’s
execution, depicted rather as a crucifixion, further linked heroes from the past to contemporary
revolutionary rhetoric through an unbending adherence to freedom and death rather than
escaping and living as a captive. His entrances are marked by a flugal horn call associated with
the Radkdezi induld, a stately procession-like instrumental introduction instead of a sor#ita; an
entr’acte musically recounting his life, and a funeral march before his execution. In this way,
Laszl6 is connected to revolutionary heroes who followed his exemplary conduct after him,
linking a specific historical hero to Hungarian heroism and to the deeds of Hungary as a
historical nation.

As Ferenc Bonis has demonstrated, the motif Erkel associates with Laszl6 (see Example
1, bars 1-2 and 10-11, flicorni) is evocative of the Rakdezi induls,'" a piece performed frequently
during the 1848 revolution. The Rakdezi induld is most strongly associated with the early
eighteenth-century anti-Habsburg uprising led by Prince Ferenc Rakéczi I1 (1676-1735), who led
an ultimately unsuccessful peasant revolt lasting between 1703-1711 against the Habsburgs
(opposing first Leopold, and subsequently Joseph I who took the throne in 1705)." This is
further emphasised by the frequent use of piccolo trumpet to announce Laszl6 through the
chromatic triplet motif, mimiking a #irggatd, or “Turkish pipe’, an archaic reed instrument
historically linked with the Siege of Vienna of 1529 (when the Ottoman army reached furthest
into Europe). The #irogaté has a distinct ‘garish’ sound, which made it suitable for military

encampments. It became known as ‘Rikoczi’s instrument’. ' Assigning this motif largely to brass

147 See Bonis’s analysis in Ferenc Boénis, “T'orténelmi jelképek a magyar zenében a nemzeti romantika koratol — Kodalyig’
in Ferenc Bonis (ed.), Koddly emlékkinyy, Magyar zenetérténeti tanulmanyok (Budapest: Piski, 1997) 13. The Rékéczi
indulé became famous in Europe when Berlioz used it in part I of his La damnation de Fanst (1846) to depict a passing
troupe of Hungarian cavalry.

148 See Paula Sutter Fichtner, The Habsburg Monarchy, 1490-1848: Attributes of Empire (Basingstoke and New York: Palgrave
Macmillan, 2017), 54-55.

149 See Iaszlé Marosi, ‘A History of Hungarian Military Music from 1741-1945" (DPhil Dissertation, Florida State
University, 2002), 27. Much information about the origins and history of the Tdrogatd remains unknown. In the second
half of the nineteenth century, an instrument maker Vencel Jézsef Schunda created what is now known as the ‘modern’
version of the instrument. Tdrogatd exhibition, Museum of Music History in the Institute for Musicology of the Hungarian
Academy of Sciences, Budapest.
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instruments and evoking the revolutionary, anti-Habsburg Rikdezi theme creates a distinct

‘Hungarianised fanfare’ to emphasise both I.aszl6’s historical significance, and the pride in

identifying the contemporary community with heroes from history.

Example 1, Ferenc Erkel, Hunyadi LaszI6, Act I, No.3, scene ii, Bars 1-11.
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Laszl6’s orchestral introduction is hence an amalgam of a ‘Hungarianized’ fanfare that is both

stately and comprised of musical symbols evoking shared history and rebellion against

oppressors. This is further illuminated when compared with the King’s orchestral introductions.
The King’s arrivals are unsurprisingly announced by marches. However, these entrances

utilise verbunkos elements. As Krisztina Lajosi suggests, this stylistic turn:
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might be interpreted as a symbolic musical representation of the king’s
hypocrisy. He seems to be in tune with the Hungarians when he promises not
to revenge Czillei’s death, but he never takes his oath seriously.!%

The stylised use of verbunkos marches for the King by contrast to the specific historical-
revolutionary association assigned to Laszlé upon his entrances on the stage might further be
read as pitting a generic oppressor with a weak sense of self (evidenced by the manner in which
his advisors manipulate him) against a distinctive hero with a strong musical—Hungarian—
identity. Further, Laszl6’s introductory music, in place of a sor#ita, is stately: slow, in g minor, and
with fanfare-like use of brass. By contrast with the King’s jovial musical announcements in E
major, Lasz16 is distinguished by a regal depiction against the obligatory musical announcement

of the insincere King,.

The other underlying musical manner through which Erkel depicts revolutionary rhetoric
is by characterising the Hunyadi men’s chorus with storm material. As Gossett notes, despite the
more substantial and dramatically impactful role of the chorus in the nineteenth century, it is still
frequently the protagonists on whom the tragedy centres and through whom it unfolds."”" This is
true not only in works which employ the chorus as ‘picturesque’ backdrops familiar from gpéras
comiques,” but also in politically charged works which involve choruses of warring peoples, such
Rossini’s La donna del lago (1819) and Guillanme Tell (1829), Bellini’s Norma (1831), Meyerbeer’s
Les Hugnenots (1836),and Verdi’s Nabuceo (1842). These developments, nonetheless, mean the
chorus became involved in the narrative. As Parakilas puts it, ‘they intrude into the music in

places whete choruses scarcely intruded before.”'>

150 Krisztina Lajosi, ‘Opera’, op. cit., 184.
151 Philip Gossett, ‘Becoming a Citizen: The Chorus in “Risorgimento” Opera’, Cambridge Opera Journal, Vol.2,No.1 (1990),

152James Parakilas, ‘Political Representation and the Chorus in Nineteenth-Centuty Opera’, 19%-Century Music, Vol.16,
No.2 (1992), 188.
153 Parakilas, op. cit., 195.
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Erkel’s use of the chorus in Bdzori Mdria and Hunyadi 1.dsz/6 relates to these broad shifts.
In his first opera, the chorus aid in setting the scenes: the opening chorus establishes the
prosperity of the Hungarian people as tied to Istvan’s military success; they joyfully celebrate
Maria and Istvan’s wedding (which throws Maria’s contrasting anxiety into sharp relief); the
women’s chorus establish Maria’s romanza and the men’s hunting chorus depicts the blissfully
ignorant backdrop prior to Istvan’s visions. The instances where the chorus function as part of
the action itselfis the oscillation between the hunter’s chorus and Istvan’s visions, and the
musical intrusion of the hunting chorus which dramatically frames Maria’s death. In these
instances, however, the chorus still represents an extension of the protagonists: namely, they
represent the hero’s hubris rather than any political or dramaturgical personality of their own.

In Hunyadi 1.dsz1d, the chorus similarly aid in the depiction of events or moods otherwise
governed by the protagonists: the women’s chorus opening Act II preparing Erzsébet’s sortita;
expressing joy in the morcean d’ensemble (the King’s oath scene closing Act II); the celebratory
wedding chorus in the Act III finale expressing joy at Laszl6 and Maria’s imminent union; and
subsequently horror at Lasz16’s arrest (No.19); and finally they play a marginal role in the seena
ultima vocally (though contributing visually to the scene’s spectacle), asking for mercy,
subsequently singing ‘Alas, Good God!” at the final strike of the axe.

In ActI, however, the men’s chorus express a measure of independence, representing
the Hungarians’ interests and devotion to the Hunyadi family in the opening scene, and creating
contrast between the King’s (foreign) mercenaries as opposed to the respect and loyalty
motivating the Hunyadi men’s defence of the young Laszl6 (Act I, No.5). Not only do the
Hunyadi men physically partake in the plot, in killing Cillei, but they also musically anticipate
rebellious action against corrupt power. Following the revelation that Cillei has been made
Palatine, and subsequently learning of his plot to assassinate the Hunyadi sons, the chorus

becomes dramaturgically commanding through a musical tempest. They become what Parakilas
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calls a ‘sounding image of solidarity between the individual who stands for a group and the group
that stands with the individual.”™

Storms in opera prior to Hunyadi I dsz/o are usually intertwined with some form of ‘divine
wrath’, prepating for a deux ex machina."” Programmatic orchestral works such as Haydn’s Seasons
(1800) and Beethoven’s ‘Pastoral’ Symphony (1808) and the ‘cult of nature’ in early romanticism
also connect musical tempest themes with divine power. As Richard Will puts it: ‘storms provide
the means for God not only to water the earth and rid the air of vapours but also to frighten
sinners.”" In Rossini’s Guillanme Tell a storm is also a cleansing element, from which the
protagonist emerges victorious against the Austrian oppressor (Gesler). Despite the diverging
dramaturgical functions, Erkel’s storm material betrays influence from Rossini’s orchestral storm
sequence in its chromaticisms, scalar flurries in the strings, percussive tremolo, and sustained
brass.” In Hunyadi I ds3/é, ptiot to the execution scene (whete the storm features prominently
both textually and musically), the Act I men’s chorus channel revolutionary impulses through
tempest material. Dramaturgically, the storm in the execution scene in Hunyadi I dsz/dis more
aligned with tragic works such as the finale of Bellini’s I/ pirata, where the storm functions
primarily as a reflection of inner turmoil as Imogene mourns and hallucinates visions of her dead
husband. Though in the scena ultima of Hunyadi Idsz/é there are significant similarities with the I/
pirata (this was probably a model, further discussed below), the use of storm in the opening act
deviates from the dramaturgical function of such influences. The storm opening I/ pirata
establishes both the setting of the Sicilian shores and the emotional turmoil of Gualtiero. In
Verdi’s Nabneo a storm aids in depicting both the biblical narrative and the military invasion

which opens the opera, and later, divine wrath (Nabucco’s ‘Non son piu re, son dio’, Act 11,

154 7bid.

155 Prominent examples include such as in the examples of Gluck’s Iphigénie en Tanride (1779), Mozart’s Idomeneo (1780),
and Spontini’s La Vestale (1805). More recent examples are further discussed below.

156 Richard Will, “Time, Morality, and Humanity in Beethoven’s “Pastoral Symphony”, Journal of the American Musicological
Society, Vol.50, No.2 (1997), 271-329.

157 Gioachino Rossini, Guillanme Tell, Act IV, scene ii, No.21. See also the detailed analysis of Rossini’s orchestration in
Guillanme Tell in William Edward Runyan, ‘Orchestration in Five French Grand Operas’ (DPhil Dissertation, The
University of Rochester, 1983), 85-159.
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scene ii). However, the functionis transformed in the hands of the Hunyadi men—the
representatives of the Hungarians—depicting judgement as in the hands of ‘the people’. What
Rodney Stenning Edgecombe terms the ‘storm-of-judgement motif ™** becomes the ‘chorus-of-
judgement’, when they serve civilian justice in murdering Cillei. Utilising an operatic idiom found
across repertoires also aids in linking revolutionary rhetoric to universal significance in the
manner of how storms were used to depict divine wrath generally.

The tempest material is first introduced in the response from the Hunyadi men to

Laszl6’s announcement that Cillei has been made palatine to the King (Example 2).

158 Rodney Stenning Edgecombe, ‘Conventions of Prayer in Some 19%-Century Operas’, The Musical Times, Vol.146,
No.1893 (2005), 49.
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Example 2, Ferenc Erkel, Hunyadi L4szIo, Act I, scene ii, No.3, Bars 47-52

Chorus: Impossible! We cannot bear such thought! Cillei was sent upon us as God’s worst punishment,
governor he is not for any one of us, this murderer of all things good, nurturing sin in his bosom, whose
dark soul had been possessed by the devil before he was born. Noble redeemer of out nation, our dear
father Hunyadi, how often he was exposed to the treachery of this rogue. 15

Allegro feroce in tempo
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159 Kérus: E Cilleit, kit ostorul killd6tt reank az ég ura, helytartonak nem Ssmeri kéziliink egyik is soha, ki minden jonak
gyilkosa, bln fészkel undok kebliben, kinek lelkét az 6rd6gok mar birtak anyja méhiben. Honunk megvalté bajnoka,
atyank, az érdemes Hunyad, hany {zben volt kitétetett ez undok rit armanyinak. Sz6lj, még mi hir?
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The wave-like rise and fall of the choral lines (enforced by lower woodwind), and the ascending
flurries in the strings partially erupt when the chorus express their injustice. These effects re -
ignite more fully in the chromatic ‘swells’ in strings which give way to the woodwind oscillations
as the scene unfolds, now intertwined with fragments of the Réikdezi-Laszlé motif (see Example
3, bars 93 and 94, upper woodwind). The chorus unites as a gathering force, expressing

indignation musically depicted in the form of an erupting tempest.
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Chorus: A thousand deaths and curses upon Cillei! We won’t bear him for even a moment where here we

Example 3, Ferenc Erkel, Hunyadi L4szIo, Act 1, scene ix, No.8, Bars 88-99.
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160 Ko rus:

Pokolra most vele! Vért szomjazott, tehat 6 filjon bele!
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The use of the chorus in Act I musically ties the fate of the hero to the Hungarians. As

Parakilas has argued, roles of the chorus representinga people can encompass ‘a political destiny
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of its own, not just a stake in the destiny of the ruler’.'” The unlawful execution of Liszl6
represents a broader injustice of corrupt, manipulated foreign power and internal (aristocratic)
intrigue relating to Hungary historically and contemporaneously. In Hunyadi Lasz/d a trans-
historical depiction of rebellious protest against corrupt power is tied musically to an operatic
device associated with divinity. Justifying revolutionary activity in the 1840s however,

necessitated depicting Hungary as historical victim.

Victimhood
Victimhood based on historical defeat and contemporary subjugation in the Empire
arguably developed into the primary trend in artistic expressions of suffering following the failed

revolution and the enforced restrictions on civil liberties that ensued. This was evoked in works

162 16!

by artists such as Balint Kiss'* as well as in Etkel’s 1861 opera Bank Bin.'” The compatison of
Hungarians in Habsburg Hungary to ‘captives’ (rabok) in Nemszeti dalproved powerful
revolutionary propaganda, and prevailed post-revolution. Novelist and literary critic Pal Gyulai,
writing on renewed censorship enforcement (briefly abolished following the initial success of the
revolution), even declared ‘the nation suffers proudly in her chains. She does not crawl in the
dust’.'" In the reform period the theme of rabok functioned as a metaphor through which to

justify opposition to the Empire, and to emphasise victimhood. The preoccupation with

victimhood underlying Hunyadi 1 dsz/d and other artistic endeavours prior to 1848 were

161 James Parakilas, ‘Political Representation and the Chorus in Nineteenth-Century Opeta’, 197-Century Music, Vol.16,
No.2 (1992), 189.

162 (1802-1868). Kiss’s wotk became popular prior to the revolution, in patticular his Jablonczai Pethes Janos biicsija leanydtol,
Janos Jablonczai Pethes’s Farewell to his Daughter’ of 1846. Held in the Hungarian National Gallery, see
<https://mng.hu/ collection?kereses=Kiss>. He was dismissed from curating following his revolutionaty activity, but
continued to create scenes from national history.

163 See Alice Friefeld’s work examining the legacy of defeat of the Hungarian revolution of 1848-9, analysing the seemingly
paradoxical phenomenon of the continuing celebration of this defeat in twentieth-century Hungarian culture. Alice
Freifeld, “The Cult of March 15: Sustaining the Hungarian Myth of the Revolution 1848-1999” in Maria Bucur and Nancy
M. Wingfield (eds.), Staging the Past: The Politics of Commemoration in Habsburg Central Europe, 1848 to the Present (West Lafayette:
Purdue University Press, 2001), 255-285, and Chapter 6 which discusses Bdnk bdn in these contexts.

164 Quoted in Peter 1. Hidas, The Metamorphis of a Social Class in Hungary during the Reign of Young Franz Joseph (New York:
Columbia University Press, 1977), 27.
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nevertheless presented as part of a package which acknowledged the potential for creating a
community without such suffering, whereas in the aftermath victimhood equated with despair.
The dramatic opening scenes in Act I, Cillei halila “The Death of Cillei’, resultin a
subsequent loss of momentum in the following two acts, but critics generally deemed this
necessaty in securing the audience’s sympathy toward the title-role.'” This also allowed Ertkel
musically to suggest the spectre of his tragic fate from the opening in using material from the
tinal marche funebre in the death of Cillei, linking the opening—though justified—trespass with the
hero’s tragic fate. The sombre instrumental introduction characterising the title role also
foreshadows the procession of the funeral march, functioning as both a forewarning and
connecting the hero to prestige: a figure commanding commemorative respect. Further, the
reoccuring Rakdezi-like fanfare announcing Lasz16’s entrances is also often combined with the
funeral march allusions (see Examples 4, 5 and 6) in which this motif appears in an inverted

version in upper woodwind and precedes, or is preceded by, the funeral march material.

Erkel first utilises the march material when Rozgonyi, the messenger charged with delivering
a message from Durad Brankovic¢ to Ulrik Cillei, instead warns Laszl6 of their plot to assassinate
the Hunyadi sons. The chotus sing O, ég/ Rettentd!, ‘Heavens! It is horrendous!” under material

trom the marche funébre (see Example 4), and a temporary shift to the march key (eb minor).

165 See Tallian in Gupcesé (ed.), op. cit., 229.
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Example 4, Ferenc Erkel, Hunyadi L4dszI6, Act 1, scene ix, No.8, Bars 79-80

(Laszl6: My friends! Listen and abhot! Cillei persuaded the king to order that my family and all my friends
are wiped out from the face of the Earth. We ate invited to the king tonight, where we are to be slain in the
midst of a joyous feast, raising a cup to cheer.)

Chorus: ‘Heavens! It is horrendous!’166
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166 Taszl6: Baratim! halljatok és széryedjetek! Cillei rabirta a kiralyt, hogy csalddom és minden baratai a f6ld szinérdl
eltéroltessenek. Meg lesziink hiva ma este a kiralyhoz, hol zajgé 6r6m kézott, csillogé pohart iritve fogunk kardélre
hanyatni. Kérus: O, ég! Rettentd!,
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Following this revelation, Cillei enters, inviting Ldsz16 to a royal celebration in honour of
the Hunyadi defence of Nandorfehérvar. I.aszl6 replies with ‘Festivities you say? A funeral
rather! Where dogs will growl and chew at our bones’ accompanied again by material from the

later funeral procession (see Example 5).

Example 5, Ferenc Erkel, Hunyadi LiszIo,Act1,No.8, scene x, Bars 126-133.

Lasz16: Is that so? Festivities you say? A funeral itis, Cillei! A burial, where dogs will growl and
chew our bones. I will not go.'”’
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167 Lasz16: Ugy! tnnepélyre? Temetségre hisz, Cillei, temetségre, hol ebek fogjik morogni csontjaink fol6tt a halotti dalt.
En nem megyek.
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This material again functions as word painting when the Hunyadi men kill Cillei in defence of
their lord (see Example 6), now with a timpani roll which will also announce his execution in the

scena ultima.
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Example 6, Ferenc Erkel, Hunyadi LzszI6, Act I, No.8, scene XII, Bars 206-208.

Chorus: We killed Cilleil168
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Beyond wordpainting (‘a funeral it is, Cillei!”), such moments are disruptive devices,
anticipating the tragedy of the fourth act. The continuing occurrence of these references creates
emphasis on the looming calamity as a determined fate, and the hero as a victim of historical

intrigue.

168 Kérus: Megoltik Cilleit!
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Aside from the procession-like introduction in place of a sortita, the hattyidal entr’acte is the
other unorthodox medium through which Erkel depicts the title-role. Stephen Meyer, in his
study of prison scenes in rescue operas—where incarceration is always resolved happily with a
reunion—notes that the prison was where ‘the hero or heroine’s deepest fears and desires were
most fully explored.”'” Lisz16’s incarceration shares some featutes of rescue opera prison scenes
in that it functions as an orchestral introduction opening an act, begins in a minor key (a), and is
narratively essentially a result of a lustful, oppressive force seperating a couple from (re)union
(Ladislaus V and Gara, respectively)."” Lasz1d’s prison aria conforms to eatlier models in his
contemplation alluding to the terror of confinement (‘I am confined among horrid walls!’). Erkel
utilises some musical references to the lament tradition: verbunkos lassi features such as bokdizd
figures."”" However, the lack of plot resolution in Hunyadi I 4s3/é, and a lack of the kinds of
musical markers of ‘terror’ common in these scenes'” depicts the defining trait of Lasz16:
remaining steadfast in his courage. His faith in the King’s justice, his unbreakable valour (‘I bear
with restraint the fear of death’) and his pity for Maria (as opposed to the ‘nostaliga orlonging’:
‘Oh Maria, my beautiful bride! Your heart is breaking under the immense pain!’)'” deviate from
the two-mood model of rescue opera prison arias.

The orchestral introduction accordingly does not evoke musical markers of terror, but
rather recounts his life through musical means. Rather than introducing the terror of the prison,
Erkel uses the en#r'acte to fashion a musical chronicle of the title-role’s life. The orchestra ‘re-lives’
through a musical mosaic of the themes accompanying these memories as they previously

occured. Example 7 below outlines the use of previous material in the entr’acte:

169 Stephen Meyer, “Tetrror and Transcendence in the Opetatic Prison, 1790-1815’, Journal of the American Musicological Society,
Vol.55, No.3 (2002), 478-479.

170 Meyer, op. cit., 485-493.

171 The lament and verbunkos lasssi are connected in Hungatian traditions, discussed in relation to Istvan’s sortita in Bdfori
Moria (see Chapter 4). Bokdzd figures are briefly defined in reference to Gara’s air.

172 “the prison soundscape ...features more widely disseminated musical indicators of terror, such as diminished chords,
tremolandos, dotted thythms, and sudden shifts in texture and dynamics. ... The sense of darkness and depth ...is often
conveyed by chromatically descending bass lines, and composers frequently employ echo effects and grand pauses in
order to depict the vast empty spaces of the prison. Meyer, op. cit., 493.

173 0, Mariam! szép menyasszonyom! Eltépi sztid a nagy fajdalom!
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Example 7: Structure and themes in Hunyadi LiszIo, Act 111, No.20, scene i

Bars 1-8 Andante sostenuto A minor

Bars 9-41 (repeat of opening in major mode) D major, G major

Bars 42-92 Rakdezi theme (Allegroy tristamente e ritennto; a tempo) D major, B major, d minor
Bars 92-117 pinr mosso, Love duet No.14 Laszlé and Matia A major

Erkel does not assign Laszl6 a formal extended aria, confining his aria to a single section
andantino. The anticipated musical shift occurs rather with the physical appearance of Maria. In
earlier models of prison arias, the prisoners lament their incarceration and their hope of freedom
is often their solace. Laszlo, conversely, is offered freedom when Maria urges him to flee with
him, but refuses on moral grounds. Sinners escape, he contends, and he would prefer to face
death rather than compromise (‘A sinner escapes his prison, but my heart has nothing to hide,
and I face the law with the greatest of calm’)."™ The relationships between law, justice, unlawful
prisonment, and steadfast belief in righteousness—even to the point of sacrificing oneself—
culminate in this scene. This manner of opposing injustice and oppression through personal
sactifice also betrays the legacy of German historical plays championed by the liberals and
radicals in Hungary (for example, Goethe’s Egmont, see Chapter 1). Prison aria models faciltated
the Egressy-Erkel representation of the title-role as heroically courageous and unbending in his
beliefin the King which is simultaneously his h#bris and exemplary historical conduct. The
divergence from preceeding examples exhibits a hero who does not need to find solace inlove
nor hope: his consolation derives from his resoluteness.

The musical divergencies from the rescue opera prison aria are also reflected narratively.
Imprisonment in rescue operas is ‘variably a grim passage to a better future, in which the tensions
between the prisoner and the external wortld are reconciled or overcome’.'” Laszl6’s unjust
incarceration is not overcome in Hunyadi L dsz/d. The tragic fate awaiting him: the struggle between

the ‘external world’ and individual stife remain in tension. This reflects the recent reform-era

174 1 4sz16: az binds, ki bortonébdl szokve tavozik: szivem tiszta, nyugton megyek a toérvények elébe. Act I1I,No.20, scene
175 Meyet, op. cit., 479.
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literary representations of historical heroes tied to the people at large. Laszlé’s fate, in the context
of revolutionary rhetoric, is tied to the people’s freedom.

Despite initial reservations regarding Laszlé’s hattyidal, this piece ultimately proved
engaging in the revolution. When Erkel conducted Laszl6’s ‘swan song’ upon the news of the
Vienna uprising in March 1848 (following Metternich’s resignation on 13 March), audience

members heckled ‘this is the swan song of the censors!”'™

Sacrifice

If Rome and Athens had failed to produce martyrs willing to die for a more
glorious future, they [Rome and Athens] would not be tombs of tyrants, nor
the altars of freedom of the people. ... Our souls are uniting in the light of a
better wotld and smile at the free home, for which my death has broken its
chains.

Lorine Toth, Hunyad: 1aszlo.17

Defeat narratives ate a feature of modern national identities.'™ A community’s survival
despite historical defeat implies the strength of an identity that sustained itself amidst existential
threats. Simultaneously, the exemplary conduct of historical figures can function as inspirational
models during periods of stagnation: states which apparently stem from forgetting the ‘old
virtues’ that these figures embody."” As outlined in Chapter 2, in the context of eatly nineteenth-
century Hungary, heroes from past golden ages can inspire the present community to revive the
‘lost virtues’. Examples range from the virgin redeemer in the figure of Joan of Arc, to the

military hero in Taras Bulba found in Russian and Ukrainian nationalisms." Sacrifice is a leitmotif

176 ‘Az Erkel Fetencz altal vezétlett zenekar Hunyady Laszl6 Hattyudalat is eljtsza, - s ekkor tobben kidltozak: “Ez most
a censorok hattyudalal”” Pes#i Divatlap, 19th March 1848, 361-362.

177 Ha Réma s Athan nem lat vértandkat, kik halni készek egy dicsGbb jovéért, nem lesz tyramok sitja, s népszabadsag
oltara. ... Lelkeink egy jobb vilag sugarin egyesiilnek s mosolygva néznek a szabad hazara, mellynek halalom térte lanczait.
Laszl6 Hunyadi to Cilley Ulrik, Lotine Toth, Hunyadi 1dszld. Torténeti drama (Pest: Eggenberger Jozsef és fia, 1846), Act
II1, Scene ii, 162. English translation my own.

178 Anthony D. Smith, Myzhs and Memories of the Nation (Oxford: Oxford University Press, 1999), 10.

179 Smith, Myths, op. cit., 67.

180 See for example, Susan Dunn, ‘Michelet and Lamartine: Making and Unmaking the Nationalist Myth of Jeanne d’Arc’,
Romantic Review, Vol.80, No.3 (1989), 404-418, and Edyta M. Bojanowska, Nikolai Gogol: Between Ukrainian and Russian
Nationalism (Cambridge: Harvard University Press, 2007), 257-259.
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in these contexts, and such narratives often liken historical trauma to a ‘crucifixion’, and
subsequent revival as ‘national resurrection’. Following the tripartite partition of former Polish
territory, for example, an idealised vision of Poland emerged in the eatly nineteenth century, a
‘pure’ nation sacrificed by necessity to achieve ‘universal freedom’ upon future resurrection is
demonstrated in artforms such as the poetry of Adam Mickiewicz (1798-1855)."' In French
historiography, Michelet viewed the historian’s duty to build on the pastas ‘an act of piety

> 182

towards those past generations on whose sufferings and sacrifices the present had been built’.

This was steeped in his ideas about history as resurrection:

[historiography] denied death by a virtual resurrection of the past, one in which

the historian fused his identity with that of his countrymen, both living and

dead.!83
Each generations’ death, in Michelet’s view, was spiritually resurrected in the form of a ‘grand
progressive movement’ toward universal liberty." As outlined in Chapter 2, in Hungary
understanding the pastas a cycle was largely interpreted as an unbreakable relationship between
the failures of the past in relation to contemporary discontent. However, when revolutionary
ideas began to gain momentum with the March Youth in the 1840s, they adopted the mantra of
‘liberty or death’, encompassing contemporary understandings of Hungary’s past into an ideal of
dying for freedom for Hungary and all mankind.'®

In opera, execution scenes are often directly related to religious sacrifice, necessary for

the communal ‘health’, or preservation of accepted values and norms. In Spontini’s La vestale
(1807), the deviation from religious rite for earthly love means the community prepares for a

sacrifice to regain the social order (alongside the broader evolution of the genre to focus on a

181 Alan Davies, The Crucified Nation: A Motif in Modern Nationalism (Sussex: Sussex Academic Press, 2010), 13.

182 Jules Michelet, translated by Flora Kimmich, Lionel Gossman and Edward K. Kaplan, foreword by Lionel Gossman,
Jules Michelet on History (Cambridge: Open Book Publishers, 2013) 9.

183 See Thomas N. Baker, ‘National History in the Age of Michelet, Macaulay, and Bancroft’ in Iloyd Kramer and Sarah
Maza (eds.), A Companion to Western Historical Thonght (Oxford: Blackwell, 2002), 192.

184 Michelet, Jules Michelet, op. cit., 9.

185 Getd, op. cit., 124. See Chapter 2.
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single couple and the increasing importance of the chorus in dramaturgy).'® Similatly, in Bellini’s
Norma (1831), the violation of sacred oaths meant the heroine must sacrifice herself to restore
the social directive. Her community sees her deviation as such a profound sin that she even
considers infanticide to maintain the concealment of her transgression (in Act II, scene 1). Her
final self-sacrifice is a rectification of sin which brought divine anger against the collective.
Pollione is so moved by her brave selflessness that he joins her in sacrifice, admiringly. In
Halévy’s La Juive (1835), sacrificing her life to retain her (believed) identity and prove loyalty to
her father is the only way Rachel can oppose an unjust and prejudicial system, and the resulting
lessons in tolerance come at the price of personal anguish for the oppressors and victims alike. "’
Whilst emphasising injustice, abuse of (foreign) power, and victimhood is presented

instrumentally (through the funeral march), Laszl6’s execution is depicted dramatically and
musically through Erzsébet. Erzsébet’s anxiety from her first entrance, pre-empting and
prematurely mourning her son drive her to beg mercy from the King (Act I1, scene iii, No.11)
and pray for divine intervention (Act IV, scene v, No.22). The interplay between earthly and
divine establishes Erzsébet’s double image as both a mortal, suffering, mother, a victim of
injustice, and water dolorosa: protector of the Hungarians, demanding divine justice. Erzsébet’s
role as mater dolorosa in the passion-like execution sacralises the hero’s sacrifice. Furthermore, this
depiction connects the past, present and future of Hungary through divine fury at earthly
injustice on the one hand, and historical-national sin to Christendom and universal redemption
on the other.

The anticipation created by the previous musical suggestions of the marche funébre—depicting

Laszl6 through procession and revolutionary musical markers upon his entrances and the final

186 See Patrick Barbiet’s discussion in La vie quotidienne a I'Opéra au temps de Rossini et de Balzac (Patis : Hechette, 1987), 94.
187 Erkel likely conducted these wotks already before 1837, at the Kinigliche Stidtische Theater in Pesth, where during this
petiod La vestale was performed once, Nomma 23 times, and Ia Juive 14 times. As second conductor, it is likely Erkel
conducted at least some performances of the latter two. The works wete all later conducted by him at the Nemzeti Szinbdz.
See Amadé Németh, Ag Erkelek a magyar zenében: Az Erkel csaldd szerepe a magyar zenei mivelidésben (Békéscsaba: Békés
Megyei Tanacs, 1987).
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emphasis on his steadfastness in his ‘swan song’—climaxes in his final walk to the scaffold in the
procession of a funeral march (Act 4, scene iv, No.22). This is likely modelled on prominent
orchestral examples such Beethoven’s Symphony No.3 (second movement, 1804), and Chopin’s
Piano Sonata No. 2 (third movement, 1837)." Marches in this genre: slow, melancholic and
commemorative, provided examples for creating effective tension and solemnity befitting the
gravity of historical tragedy, functioning as a grave znfermezzo in which the audience can reflect on
the (historical) events in Hunyadi Ldsz/o. However, though likely influenced by the kinds of dotted
thythms found commonly in this genre, Erkel utilises dotted rhythms akin to verbunkos traditions
to accompany Laszl6’s journey to the executioner. The turn-like melodic nature of these figures in
Erkel’s funeral march are akin to bokdzd cadences common in contemporaty verbunkos pieces.'™
This rhythm grows obsessive as the procession develops, suggesting the prisoner is laboured by
chains with each step: emphasising victimhood. The pzanissimo and maestoso indications of the A
section (see Example 8, bars 1 to 8, repeated) contribute to creating an atmosphere of sombre
dignity. Triplet figures in brass and timpani evoke further stately, fanfare-esque, etfects, evocative

of public funeral processions."”

Example 8, Ferenc Erkel, Hunyadi LaszIo, Act IV, scene iv, No.22, Marcia Funebre, Bars 1-4
(overleaf)

Saint George’s square, in Budal¥!

(Backstage 1dszlo is led toward the scaffold, wearing the King’s gift: the purple velvet robe. The wind blows, and
the skies are foreboding.)

188 Erkel was deeply familiar with Beethoven’s works throughout his life (see Chapter 1), and also with Chopin’s piano
works. Erkel even performed the Hungarian premiere of a Chopin work in his early career as a pianist (the playbill
unfortunately does not state the piece). See Amadé Németh, Az Erkelek a magyar zenében: Az Erkel csaldd szerepe a magyar
genei mivelddésben (Békéscsaba: Békés Megyei Tanacs, 1987), 45.

189 See Shay Loya’s definition in his Lisgt’s Transcultural Modernism and the Hungarian-Gypsy Tradition New York: University
of Rochester Press, 2011), 16.

19 See the chapter ‘Choral Lament and the Mourning Public’ in Olivia Bloechl, Opera and the Political Imaginary in Old Regime
France (Chicago and London: The University of Chicago Press, 2017), 53-84.

91 Gyorgy terének egy része Budan, Hatul a szin mélyén gyaszmenet alatt kisértetik Laszlé a vérpad felé, rajta a Kiraly
ajandékozta barsonyruha. Szélmoraj hallik. Az id6 els6tétil. Saint George’s Square stands in front of the royal palace in
Buda, and accurately reflect the location where Liszlé was executed. Today, a plaque commemorating Laszl6 Hunyadi is
erected in the square, adjacent to the National Gallety in the castle district of Buda.
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Contemporary models (both operatic, discussed below, and orchestral) resolve in their B
sections (modulating through Db major and Bb major in bars 15-18 and 23-26 in Chopin’s
march, and modulating through Eb major when the second theme is introduced in bar 17, in
Beethoven’s third symphony). Laszl6’s walk to his fate markedly intensifies in the following
section (see Example 9). The B section pivots briefly (for six beats, bars 9-10) through B major
before returning to eb minor. The tension finally resolves, though remains harmonically
ambiguous, in ascending chromatic sextuplet flurries in the strings (bars 16-19), before the
solemn opening material returns. The texture becomes increasingly monophonic: the repeated
bokdzd figures unite orchestral forces, now suggesting conviction, a sole focus on spiritual
freedom amidst imminent death. This contrast of the fortissimo material in the B section (bars 9 to

16) encompasses a spirited approach to death: pride in sacrifice for the ‘nation-religion’.

Example 9, Act IV, scene iv, No.22, Marcia Funebre, Bars 9-12 (overleaf).
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Operatic precedents for funeral marches derive from rescue operas and more recent Italian
and French works. The funeral marches found in Rossini’s I.a gazza ladra (Act 11, No.15) and
Spontini’s Ia vestale (Act 111, No.17), both of which Erkel had conducted (see Chapter 3), are
likely models: minor keys (c and f respectively), solemn tempo, percussive tremolo, and fanfare
figures, though these models also employ choruses who lament the fate of the protagonist,'”
whereas Laszl6’s march is purely instrumental. In Iz vestale, divine intervention resolves the
tension of the funeral march when the sacred flame re-ignites (Act I1I, No.21), saving Julia from
execution. Rossini’s opera resolves happily when Ninetta is found innocent of the crime she had
been accused, and so the tension built in the march scene resolves in the ‘cacophony’ of the
finale."” In creating a similar effect, Erkel musically establishes the tension of Liszld’s grave
prospects. However, the lack of musical and narrative resolution accentuates the impact of the
preceding material. In Hunyadi 1 .dsz/d the musical intensity only subsides momentarily before re-
building with even greater ferocity into a tempest (discussed below). Whereas previous models
disrupt the narrative to reflect and emphasise the tragic situation of the heroine, in Hunyad:
Ldsz/d the use of anticipatory musical gestures lead up to the spectacle of the sacrifice. Laszld’s
march also bears some parallels with the Act I1I funeral march in Donizetti’s Do Sébastien in the
solemnity and tonality. However, akin to Bellini’s I capulet e i montecchi, where Romeo hears
Julietta’s funeral march as a zempo di mezzo in the finale (Act 2, scene ii), both funeral marches
take the form of a choral blessing on the deceased. Dramaturgically, the march in Hunyadi 1.dsz/é
broadly diverges from operatic examples by functioning as a device through which to depict
victimhood, rather than to anticipate a resolution: whether happy, as in the former examples

discussed, or tragic, as in the latter.

192 Chotus: ‘Infelice, sventurata, si rassegna alla tua sorte. No, crudel non ¢ la morte quando ¢ termine al martir.’, Gioachino
Rossini, Ia Gazgga Ladra, Act 11,No. 15; Chorus: ‘Dieux clément, pardonnez les larmes, que nous arrachent nous arrachent
ses malheurs par donnez les larmes que nonsarrachent ses malheurs’, Gaspare Spontini, Ia vestale, Act 111, No.17.

193 T use this term as understood in broadly Rossini scholarship, particularly with reference to ssresfa sections. Melina Esse
has argued that such busy-textured moments as in Iz Gazza Ladra are not simply for dramatic effect, but to ‘allow us to
hear the social implications of Rossini’s noisy bodies more clearly’. Melina Esse, ‘Rossini’s Noisy Bodies’, Cambridge Opera
Journal, Vol.21, No.1 (2009), 51.
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Despite other structural similarities with La Juzve, the funeral march in Erkel’s opera differs
markedly from Halévy’s, which is meditative and centres largely on the relative major (A; tonic is
F# minor), with gentle arpeggiated oscillations in the string accompaniment. The fanfare-like
figures rather reinforce a plagal cadence (see Example 10, bars 20-21): foreshadowing moral
triumph as opposed to the grave commemorative function of such figures in Hunyadi Ids/d and

the aforementioned orchestral examples.

Example 10, Fronmental Halévy, La Juive, Act V, No.24, Marche Funébre, bars 18-21.1%
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More recent likely influences include the Act IV funeral march of Nabuco, as Fenena and
the Israelite prisoners are led to be sacrificed. This is scored for a banda, which Verdi’s left largely
to assistants: local ‘banda interna’ capabilities and forces would have varied in performances.'
Erkel’s march by contrast employs extensive textual forces and layering. Dramaturgically, the
image of persecuted peoples led to death serve a similar function to Laszl6’s walk to the scaffold.
The modulations and cadences are likely influenced by the Verdi example (g minor, b minor, eb
minor, g minor). However, similar to the deviation from instrumental models of Beethoven and

Chopin, Erkel’s divergence is the increasing tension in the B section, as opposed to the

194 Fronmental Halévy, La Juive, Piano reduction score (Paris : Maurice Schlesinger, 1835).
195 See David R. B. Kimbell, Verdi in the Age of Italian Romanticism (Cambridge: Cambridge University Press, 1981), 327.
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modulation anticipating the final resolution in Nabueo (beginning with D major in bar 10, Eb
major bar 17, returning to g minor at bar 23).

In Hunyadi 1.dsz1o, facing death as an innocent and betrayed man ensures corrupt power
is emphasized: execution is preferable to fleeing. L.aszl6 rejects this opportunity in the opening of
the final act when Maria Gara bribes the guard to free her fiancée so they can escape to the
Hunyadi castle in Temesvar. Textually the lack of resolution, and musically the almost obsessive
repetitions of rhythmic structures depict the steadfastness of the hero’s exemplary courage. This
final emphasis on the hero’s pride and conviction in righteousness at the cost of his own life
underlines the historical integrity of a nation wronged by corrupt foreign powers. The ‘liberty or
death’ slogan of the revolutionaries is paralleled by Iasz16’s steadfastness when faced with the
scaffold: willingly dying as a martyr rather than fleeing as though in guilt. Laszl6’s final words

demonstrate his belief that justice transcends earthly power:

(o the gallows) Hungarians! Hear my last words! I shall die innocent! I'll face my
only judge in a few minutes, and he’ll read my soul: that all my thoughts and al
my deeds were devoted to my nation until the very last moment!1%

Approaching the revolution, historical defeat became a symbol of historical strength.
Endurance despite past defeat meant the possibility for revival, most directly fought for by
liberal revolutionaries. In the failed aftermath, defeat became synonymous almost exclusively
with oppression and art became preoccupied with lamenting injustice. By the 1840s, fear for the
survival of Hungarian identity, and a subsequent preoccupation with preserving longstanding
traditions, became justification for revolutionary sacrifice. During the nationalistic programme
staged at the Nemzeti S3inhaz during the revolutionary year, Erkel’s opera was utilised to vindicate
and even inspire rebellion, whereas in the aftermath, portraying suffering becomes cathartic:

expressing newly reinforced victimhood but now apparently without the potential for change

19 Lasz16: (a vérpadon) Magyarok! halljatok végszavam! En artatlanul halok meg! Az latja lelkem, kinek birdi széke el6tt
leendek néhany perc mulva, hogy tehetségem, gondolatom, mindenem e pillanatig a honévalal Act IV,No.22, scenaultima.
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that the years leading to the mid-century revolution embodied. In 1844, an interim year in which
liberal nationalism was established and radical-revolutionary rhetoric was cultivated (namely in
the Pilvax circle by revolutionaries such as Pet6fi), Erkel’s second opera was still indebted to the
transhistorical understandings established in the reform period. The constellation of anti-
Habsburg parallels in the plot and the musical markers of Habsburg resistance nevertheless
meant when revolutionary fervour took hold of the Hungarian-language theatre’s repertoire,
Hunyadi 1dsz/d featured centrally as a display of nationalist resistance to political oppression.
Erkel’s two pre-revolution operas illuminate the brief shift in historical understanding in

Hungary from indissoluble cycle to anticipating (revolutionary) rupture.

Mater dolorosa: Resurrection

Gather, Hungarians, as will the resurrected people gather on the Day of
Judgment, and onto our enemy!

Lajos Kossuth"’

In Hungary, the mother-son relationship is dubbed ‘typically Hungarian’ since the period
of ‘national awakening’."” In the Hungatian reform period, the ‘mother image’ was steeped in
Christian symbolism, utilised prominently in promoting national consciousness. The mother
figure became a supplementary force to (masculine) heroism. As Eva V. Huseby-Darvas puts it:
‘motherly powers were seen as a major force in national awakening as a political socialization
centred mainly on language’."” In Hunyadi I dszl6, Exzsébetis charactetised by her concern for
her sons and attempts to secure their safety throughout the opera; her motherly dedication

defines her character. In Hungarian nationalisms the mother figure also functioned as ‘a

197 ‘Gyiiljon Ossze az egész magyar nép, mint Gsszegyllend itélet napjakor a feltamadott emberiség, s rajta az ellenségrel!’
Lajos Kossuth, Kossuth Hirlapja, 19 September 1848, 313.

198 Fiya V. Huseby-Darvas, ““Feminism, the Murderer of Mothers”: The Rise and Fall of Neo-nationalist Reconstruction
of Gender in Hungary’ in Brackette F. Williams (ed.), Women Out of Place: The Gender of Agency and the Race of Nationality
(Abingdon: Routledge, 1996), 163.

199 Yiya V. Huseby-Datvas, op. ¢it., 168. See also Anthony D. Smith, Nationalism and Modernism (Abingdon: Routledge,
2013), 207.
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supplementary hero’. Though secondary to their male counterparts, women nevertheless ‘emerge
from [the shadow of men] and provide help in the case of emergency’.””

Musical depictions of a storm utilised previously in allusions to revolutionary forces again
erupt temporarily in Erzsébet’s Act 11 sortita, in which visions of her son’s death become

prophecy when they unfold (and musically reoccur) in the scena ultima. Erkel thereby establishes

the relationship between mater dolorosa and divine fury (see Example 11).

Example 11, Ferenc Erkel, Hunyadi LdszIo, Act 11 scene ii No.9 Bars 111-117 (overleaf)

Erzsébet: Alas! He is kneeling, his eyes bandaged, above him the executioner ruthlessly wields the terrible
axe! Halt, you murderer! He is innocent! He must not die! Heavens! Good heavens! The sacrifice is madel
(collapses).201

200 Fiya V. Huseby-Datvas, op. cit., 164.
201 Erzsébet: Hah! Térdel ott a vérpadon, bekétve homloka, s f616tte villog sz6rnylen a hohér pallosa. Gyilkos, megallj!
Artatlan 6! Megdlni nem szabad! Jajl nagy ég! nagy ég! Lehullt az aldozat! (fildre omiik).
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In the scena ultima, Exkel again makes this connection clear by holding back the most overt
tempest depictions until Erzsébet enters the execution scene. In the scena ultima, Exzsébet
remains steadfast in her conviction to save her son, attempting twice to push past the guards and

physically save Laszlé. A brief outline of the scena ultima’s structure and musical devices follows:
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Ferenc Erkel, Hunyadi LaszI6, ActIV,No.23, scena ultima

Bars 1-3 Introduction (brass fanfares; forzando triplets in lower strings and
woodwind; sextuplet runs; timpani and tambourine tremolo. Fortissinp.
Eb minor)

Bars 4-8 Erzsébet’s entrance (recitative)

Bars 8-12 Orchestral storm

Bars 12-13 Erzsébet (recitative); guards push her away

Bars 14-17 a tempo; orchestral storm introduction returns

Bars 18-20 Erzsébet (recitative)

Bars 21-32 Orchestral storm (chromatic swells; brass fanfares; woodwind reinforce
vocals)

Bars 33-42 Storm subsides: meno mosso, poco dinzinuendo. Pianissimo.

Bars 43-92 Erzsébet’s Preghiera, moderato.

Bars 93-98 tempo di Marcia Funebre; march material; chromatic storm swells

Bars 99-105 Return of A section of march; Erzsébet sings funeral march melody

Bars 106-118 Guards push Erzsébet away from the gallows
Bars 118-134 Laszl6 addresses the absent King (recitative).

Bars 135-166 molto allegro ed agitato: return of Erzsébet’s vision material (from Act II)
Bars 167-168 Executioners strikes

Bars 176-182 Laszlo recitative declaring he is now legally released from his sentence
Bars 183-185 Chorus: ‘mercy, mercy!’

Bar 186 bar of silence

Bar 187 Gara: ‘strikel’; orchestral storm returns

Bars 187-204 descending sequences of cadences in Eb minor: final unanticipated E
(end) major chord.

In her sortita, the storm abruptly subsides when Erzsébet hallucinates the executioner
striking (example 11, first beats of bars 113 to 116). When she enters the execution scene with O,

mennydirig, ‘thunder, strike!”*”

(See example 12), the storm momentarily halts, a musical ‘parting
of the seas’ (see Example 12, bar 25-27), before her words conjure a tempest of furies (bars 28-
31). This reflects the interplay between the historical figure of Erzsébet Szilagyi, and her
depiction as mother of sorrows: both a commanding and a sacred figure, who in Erkel’s opera,

can conjure as well as command the elements, raising supra-natural furies in her motherly

SOffOw.

Example 12, Ferenc Etkel, Hunyadi L4szIo, Act IV, No.22, scena ultima, Bars 21-31 (ovetleaf).
Erzsébet, guards, offstage: Lds3lo, Gara, the people

22'The word ‘to thundet’ (mennydirig/ mennydirigni) is hete conjugated in imperative form (i.e. a command), most closely
translated as saying ‘thunder!” as a command in English.
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Erzsébet: (amidst thunder and lightening) Strike and howl, storm, blow wind! let your thunder shake the
earth! let the whole world know that the son of Hunyadi dies innocent. Even nature is ashamed, covering
this deed with a shroud, and heavens take pity on him, shedding tears of sorrow!203
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203 Erzsébet, drok, kiviil: Ldszlo, Gara, nép. Erzsébet: (gyaszban a szinte rohan; nagy villamlas) Hol van 6? Hol fiam?
bocsassatok, hogy tépjem ki 6t a héhér kezébsl! O, mennydordgj, ordits, te fergeteg! dorgésed a foldet hogy razza meg!
Es tudja meg szerte a nagyvilag: artatlanul 6lik Hunyad fiat. Orék: (visszataszitjak) Erzsébet: Bocsassatok a kiralyhoz! Orok:
El innen! Erzsébet: (iszonyi dirgés és villimlas) O, mennyd6rdgj, ordits, te fergeteg! dorgésed a foldet hogy razza meg! Es
tudja meg szerte a nagyvilag: artatlanul 6lik Hunyad fiat. Lam, a természet is szégyenében gyaszkarpitot von e tett f61ébe.
Es megszanta 6t legott a menny maga, biviban mint zuhog kénnyzapora.
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The storm in the finale of I/pirata (see Example 13) also temporarily subsides in Imogene’s
vocal entrance. However, the subsiding storms in Imogene’s and Erzsébet’s entrances diverge
considerably, reflecting the characters respectively. Whereas Erzsébet halts as well as conjures
the storm (emphasised by the use of imperative conjugation), in I/ pirata, the storm only
tentatively returns as pianissimo low-pitched tremolo (see Example 13, bars 50-52) without
regaining momentum. When Erzsébet commands the storm to subside in her entrance at the
gallows, it dies away immediately, and when she demands ‘thunder, strike! Wind, howl!” (see

Example 12), the full ferocity of the orchestral storm immediately returns.

Example 13, Vincenzo Bellini, 1/ pirata, Act II, scena iii, Bars 42-52.
Imogene: If only I could scatter the clouds that aggrieve my mind.

Imogene
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Furthermore, the storm is a depiction of Imogene’s troubled mind (‘If only I could scatter
the clouds that aggrieve my mind’), whereas in Erkel’s opera, the storm depicts divine anger at a
(historical) injustice. The chromatic orchestral flights are steeped firmly in the energetic rhythmic
repetitions evoking steadfastness—conviction in righteousness—over hysteria. The chromatic
scalic passages (see Example 12, bars 27-31) become an emphasised rhythmic driving-force,
evoking ritualistic percussive effects implying the imminent sacrifice and the divine anger this
invokes. These musical effects are reinforced by the fanfare-like obsessive rhythms in the brass
(throughout Example 12) which also connect the title role to the regal and the commemorative,
inherent to the depiction of Laszl6 throughout the opera.
In I/ pirata, funeral march figures intrude into Imogene’s aria. However, this is a narrative
device: signalling imminent execution of Gualtiero (see Example 14). In Hunyadi Lasz/d, Exzsébet
sings melodically in tandem with the march, connecting the sacralised image of the mater dolorsa

with Hungary’s historical suffering emphasised in Ldszl10’s march which preceded Erzsébet’s atia.
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Example 14, Vincenzo Bellini, 1/ pirata, Act 11, scena iii Bars 68-77.

Imogene: Listen to the groans of the surroundings
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Imogene is tormented by her suffering, and loses her grip on reality as the women’s chorus lament

her deteriorating mental state (see Example 15).



Example 15, Vincenzo Bellini, /I pirata, Act 11, scena iii, Bars 166-175.
they are erecting the fatal stage for him

Imogene: let me see of whatlI flee...

Women’s chorus: alas. ..
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unbearable strain which translates into a physical collapse (Erzsébet only collapses when the
execution is eventually undertaken), but rather a passionate opposition to injustice. In the
building orchestral storm, this could also be read as an outer reflection of Erzsébet’s inner
turmoil. However, helplessness does not triumph in quelling Erzsébet’s efforts to oppose
injustice, which is where she diverges from the traditional mater dolorosa figure to embody the
‘supplementary hero’ figure of Hungarian mothers. Even in her most hysterical moments, she
does not buckle under the emotional strain like her operatic counterparts, but holds steadfast in
demanding her son’s release until the final blow of the axe. She begs the executioner to stop:
repeating the word megdllj, ‘stop in stepwise ascents which return to a pedal note sung over
constant oscillating accompaniment driving the narration (see Example 16). This does not
suggest the kinds of musical markers associated with operatic ‘madness’ in the manner of

‘extravagant virtuosity’.”” Rather, Erzsébet’s emotional turmoil only imbues her character with

ever-more determination to halt her worst fears unfolding before her.

204 Again, imperative form is used here, the English equivalent of which is ‘you, stop!”.
205 Susan McClary, Feminine Endings: Music, Gender and Sexnality Minneapolis: University of Minnesota Press, 1991), 92.
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Example 16, Ferenc Erkel, Hunyadi LaszIo, Act IV, No.22, scena ultima Bars 145-148.

Erzsébet: You slaughterers, stop! Stop! Stop!206
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Victimhood again interacts with strength in the face of adversity and the heroes’ proud
sacrifice as opposed to compromising justice. The funeral march material returns (bars 94, 96,
and 98-101) amidst the tempest (bars 95 and 97) as Erzsébet fearlessly faces the guardsmen,
demanding her son be released (see Example 17). Simultaneously, she vocally reinforces the
funeral march material, and again emphasises victimhood through her distress (see Example 17

bars 100-101, ‘where is he? Where is my son? Let me grab him from the headman’s hands!’).

Example 17, Ferenc Erkel, Hunyadi LdszI6, ActIV, scena ultima,No.22, Tempo di Marci funebre,
Bars 83-101 (overleaf).

Erzsébet: Almighty God! My son! Where is my son? Let me grab him from the headman’s hands! Allow
me to the king 207

207 Erzsébet: Nagy Isten! fiam! Hol van 6? Hol fiam? Bocsassatok, hogy tépjem 6t ki a hohér kezébdll Bocsassatok a
kirdlyhoz!
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When the storm temporarily subsides in the form of Erzsébet’s preghiera (again her physical
actions dictate the storm), this again suggests the kinds of relationships between sacrifice and
victimhood found in revolutionary rhetoric. The contrast between Erzsébet’s prayer material
with the previous and subsequent attempts to save her son from the scaffold encompass the dual

desire for action whilst emphasising victimhood.

270



Example 18, Ferenc Erkel, Hunyadi LdszIo, Act IV, scene ii, Bars 90-97.
Erszébet: (kneels for prayer) Mighty God of heaven and earth! Look at my terrible pain!
(Give my heart enough strength under my immense gtief not to bend.

My child is dragged to the gallows, to be slain, though he is orphaned and innocent.
Metciful God! you cannot let deceit overcome honesty).208
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The executioner’s initial three miscalculated attempts to strike not only heighten suspense
but emphasise injustice and suffering through the elapse of time between the opening of the
scene: the funeral march; Erzsébet’s demands, fury, prayer and strength; evocation of furies in

the forceful orchestral depiction of the storm, and the association with divine wrath; the tension

28 Brzsébet: (letérdel, és imidkozik) Ah! menny és fold hatalmas Istene! tekintsed szérmyid fajdalmimat! O, adj er6t
szfvemnek, és ne hagyj leroskadni e nagy kin alatt. Vérpadra hurcoljak gyermekemet, meg6lni artatlanul az arvat, a
blntelent. J6 vagy te, Isten! azt nem engedheted, hogy drmany gy6zzo6n az igazsag felett.
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of the initial strikes of the axe; and the fleeting hope of a deux ex machina before the final
brutality. The ‘divine intervention’ of the three initial strikes initially undermines the earthly
corrupt, oppressive, power: such authority is not absolute. The momentary possibility of a just
resolution is anticipated. When the three initial strikes of the axe miss their target, Laszl6
embraces divine and medieval law alike. He addresses the absent King with ‘Majesty! I am
innocent. Lord God knows and so distracts the headman’s axe. I am unscarred!’

The final spiral-like descent in orchestral forces amidst the lament of the chorus (‘the
people’) and Erzsébet (see Example 19, bars 200-203) suggests the hopelessness of the
anticipated deus ex machina both dramatically and figuratively. A false ending with a cadence in the
funeral march key of ebis followed by a final, unanticipated, E major chord which concludes the

opera, offering a beam of hope that sacrifice may yet be repaid.

Example 19, Ferenc Erkel, Hunyadi L4szI6, Act IV, scena ultima, No.22, Presto, Bars 188-204
(overleaf).

Laszl6: Majesty! I am innocent. Lord God knows and so distracts the headman’s axe. I am unscarred!
Chorus: Mercy! Mercyl Gara: (shouting) Strike again! (#he sound of the striking axe on stage)

Erzsébet: Alas! Alas! My son! (collapses) Chorus: Alas! My God!2»

209 Laszlé: Kiraly! artatlan vagyok! Im, az Ur latvan azt, elvevé a baké erejét, és én bantatlan vagyok!” Kérus: Kegyelem!
kegyelem! Gara: (bangosan kidlt) Nagd! (a vigis hallik a szinpadon). Exzsébet: Jaj, jaj! O, fiam! Kérus: Jaj, jaj! Istenem!
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Earlier tragic operas which utilise a similar descending orchestral effect depicting a musical
resolution mirroring the narrative, whether in in major keys (such as Anna Bolena: Eb major), or
mirroring the final shock such as in Norza (e minor), contrast with the curious ending in Hunyadi
Ldsz/o. The uncertainty surrounding the future of Hungarian identity in the reform period
differentiates historical representation in Hungary from examples such as Donizetti’s and
Bellini’s historical-tragic operas which explore the consequences resulting from variously
oppressive power-hierarchies. Erkel’s opera diverges from Meyerbeer’s and Auber’s operas,
which variously champion the status quo of a strong authority. The first wildly successful
Hungarian-language opera, Hunyadi I isz/d contrasts starkly with the manner of glorifying
historical golden ages found in comparable ‘peripheral” examples. The new revolutionary voices
establishing themselves in the 1840s in Hungary meant representing historical heroes and
sacrifice began to behold new meanings connecting martyrdom with liberty. These pluralities and
transitionary crossovers meant that, although Hunyadi I dsz/d primarily presents Hungary as a
historical victim characterised by valour and virtue, the opera nevertheless offers a glimmer of a

future Hungarian resurrection.

Conclusion

In Hunyadi 1dszlé, the role of Hungary as historical victim of injustice and corrupt power is
established as beyond the control of the hero, who, to be sure, is unwavering in his loyalty to the
King. Material which will culminate in his walk to the scaffold anticipates and emphasises the
theme of victimhood. This almost excessive mourning in the allusions to the marche funebre
material is contrasted by invocations of ‘the furies’, or the tempest material in the Act I chorus
and Erzsébet’s Act I aria. The final eruption of the storm in the scena ultima connects divine
anger with earthly injustice, and relates Hungarian identity to ‘divine’ fate: the fate of humanity.
These musical tropes link suffering with the ability to withstand historical defeats, whilst

simultaneously glorifying sacrifice for the ‘nation-religion’ and mankind.
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The revolutionary undercurrents in Hunyadi I dsz/d relate to representation of the
Hungarians, embodied in the Hunyadi men’s chorus, and to historical Hungarian heroes through
referencing the Rikdezi induld. However, exploring the rhetoric which emerged in the 1840s from
the radical fringe of the liberal-nationalists, but which quickly gathered popular support, reveals
how tropes of sacrifice not only relate to liberty, but to victimhood, which in turn situates
contemporary political subjugation in a trans-historical understanding of ‘the nation’ as a
historical victim of intrigue. The divergencies of Erzsébet from similar operatic scenes
demonstrate her forceful characteras a ‘supplementary’ hero, in relation to contemporary
understandings of womanhood and motherhood in Hungary. Although she fails to derail the
execution, her character is able to bear emotional strain which is unbearable in her operatic
counterparts, embodying the manner of ‘inflated self-esteem’ Vermes identified as Hungarian
pride in withstanding histotical catastrophes.”’ Including the young Maty4s in this account of the
Hunyadi chronicles—King of the Hungarian golden age—alludes to the strength of the
communal identity which may yet revive. The divine anger conjured in the tempest material
further implies the possibility of a future return to the powerful past: divine justice in the form of
a ‘national resurrection’. Nevertheless, the marginal role of Matyas in this representation (and
contemporary examples which artistically depict the Hunyadi theme) ensures the focus remains
firmly on the tragedy resulting from intrigue.

Hunyad;i I dsz/d mediates contemporary fears beyond political allegory of anti-Habsburg
thetoric. An inherently paradoxical celebration of a defeat narrative is steeped in contemporaty,
ambiguous understandings of history. Rather than a cyclic understanding of Hungary’s past, this
opera tentatively encompasses the hope that the term of punishment might expire, and that a
new golden age might ensue. First however, the ‘nation-religion” demanded sacrifice,

championed in discourse from Kossuth’s speeches to Pet6fi’s poems. Hunyadi 1 isz/d sheds light

210 Vermes, op. cit., 170.
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on the radicals’ willingness to die for the ‘nation-religion’. Artistic depictions of historical defeats,
briefly pivoting between the reform period into an absolutist decade via a revolution, could
present contemporary turmoil as a single chapterin a grander scheme of events. A newly-forged
interpretation of the past which encompassed the possibility for a rupture, or a resurrection, was
nevertheless significantly shaped by prior cyclic imaginings of Hungary’s history. The
revolutionaries emphasised and even cherished the possibility of individual death and
collective—nation—death which attempting to create a break with the past would bring, what
David Lederer frames as utilising the ‘populist legend of self-sacrifice’.”' Defeat narratives such

as Exkel’s Hunyadi 1.dsz/o could imbue suffering and sacrifice with purpose.

211 David Ledeter, ‘Honfibi: Nationhood, Manhood, and the Culture of Self-Sacrifice in Hungaty’ in Jeffrey R. Watt
(ed.) From Sin to Insanity: Suicide in Early Modern Enrope (Ithaca: Cornell University Press, 2004), 132-133.
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Musical Monuments of Hungarian History:

Conclusion

The fears which drove ‘national awakening’, the language revival, nation-building, and
the 1848 revolution, are recognised in historiography concerned with Central-Eastern Europe.
However, this study is the first examining the role of opera in these processes. The reform era—
violently discursive, fearful and, increasingly, desperately hopeful—is a period which had an
enduring impact relating to musical traditions, history and identity. Voids in both Anglophone
and Hungarian-language scholarship concerned with deciphering early nineteenth-century
traditions in Hungary means Erkel’s operas have previously been understood through simplified
versions—or even separately—from these contexts. This study has sought to rectify this
disjuncture. I have attempted to demonstrate how Bdzori Mdria and Hunyadi 1 dsz/lé relate to
artistic polemics, reform projects, political radicalisms and anxieties surrounding identity and in
relation to the past in complex, sometimes ambiguous and contradictory, ways.

As the century wore on, Erkel composed (with the aid of his sons to varying degrees), six
further operas between 1861 and 1885." Currently, this repertoire is accessible only through the
autographs and surviving performance materials held in the music collection of the National
Széchényi Library. As with Erkel’s earlier operas, these materials are often puzzling, and it is
currently unclear which versions of these works were performed, and when. The Erkel Critical
Editions will undoubtedly clarify many of these issues and increase the accessibility of these
works. This study establishes a step towards improving the understandings of nineteenth-century
Hungarian musical traditions in Anglophone scholarship, upon which future studies can build.

An operatic tradition in Hungary began in earnestin 1840s Pest-Buda at the Newzeti

Szinhaz, with the premicre of Erkel’s Bdfori Maria. The liberals and radicals in the opera war

1 See Appendix I
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variously found opera problematic—even dangerous—these operas nevertheless engaged with
liberal aesthetics and revolutionary rhetoric. Barely any study aside from the critical editions has
so-far examined Bdtori Mdria. 1t is my hope that situating this opera in a broader context and in
relation to Erkel’s celebrated second opera has demonstrated that such largely forgotten works
can shed new light on how history is negotiated amidst political tensions. Bdtori Mdria, steeped in
contemporaty interpretations relating to Arpad history, presents a historical episode in which
attempts to break with the sinful past are unsuccessful. In a period which inherited a fear of
nemzethaldl verging on hysteria, the lack of resolution reflects both contemporary tragic opera and
the more specific obsession with a cyclic punished past, present and future.

Hunyadi Idsz/o overtly relates to radical political aspirations and accordingly featured as
part of the revolutionary programme staged at the Nemzeti S3inhdz during 1848. Presenting a
defeat narrative in a manner which at once glorifies martyrdom and signifies a sliver of hope for
the future, Hunyadi I asz/d embodies some of the contradictory rhetoric which finally exploded
on 15 March, 1848. Though Hunyad: 1 isz/é is still wildly popularin Hungary today, there are
barely any studies discussing the cultural implications of this musical narrative. Examining this
work through contemporary interpretations of the medieval past and hopes for future liberty,
this study has sought to provide new perspectives. Revolutionary fervour relating Hungary’s
liberation to the freedom of mankind grew from the trope of nemzethaldl, an enduring anxiety
stemming from imperialism. Hunyadi Ldsz/d anticipates a break with the past, yet which is still
steeped in contemporary victimhood. The strikingly contrasting natures of Erkel’s pre-revolution
operas illuminates the rapid shifts through which revolutionary activity grew out of political
reform, and the role of historical interpretation in these political developments.

Erkel’s first resounding success has traditionally been understood through the familiar
framings of how opera ‘becomes’ national. Though pieces from Hunyadi Ldsz/o were utilised in
revolutionary programmes precisely because of their ‘national” musical markers and a context in

which audiences were primed for receiving these pieces as nationalistic, I have sought to
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demonstrate that this opera relates to contemporary political rhetoric in complex ways. In the
case of Batori Maria, a relative though not fervent—by no means revolutionary—success, this
long-neglected work can nevertheless complicate how ambiguity can function in historical
narratives. The uncertainties embedded in the historical representation in the first Hungarian
language opera partially prevented a response akin to that which the anti-Habsburg, anti-
aristocratic rhetoric of Hunyadi Ldsz/é inspired. It is nevertheless these kinds of non-conformity
to traditional understandings of ‘national’ opera which can aid understandings of ‘peripheral’
repertoires. Such works can enrich contextual readings beyond viewing ‘national” operas as a
handful of curiosities, explained through a symbiotic relationship between a style understood as
national, and coinciding with a national movement which fostered a receptive audience.
ook

In the introduction, and throughout the case studies, I have argued that the
amalgamation of specific historical-political tropes relayed through various musical devices in
Erkel’s operas resulted in a repertoire which is in some ways distinct. Primarily, this resulted
from a set of political circumstances which pivoted on the edge of the legacy of despair and the
new optimism of Young Hungary in the 1840s. The fact that Erkel’s pre-revolution operas were
composed several decades earlier than the first successful operatic endeavours of other
Habsburg minority peoples differentiate these works from the examples of Czechs, Croatians, or
Slovenians. The lack of Anglophone studies relating to other examples which might point to
similarities, or equally, further distinctions amongst such examples, highlights the necessity for a
more thorough, encompassing understanding of operatic traditions in which ‘peripheries’ form
constituent parts of the puzzle as a whole.

Neglected operatic repertoire such as Erkel’s can challenge understandings of how
operatic devices can relate to history; how discourse caninform or respond to concepts of
historical representation; how political factions and artistic polemics can both relate to and shape

nation-building efforts; how anxieties surrounding identity can inflect understandings of the past
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in relation to the future as well as artistic representation of historical eras, events, and figures.
Encompassing multiple operatic influences and historiographical currents, Bédzori Mdria and
Hunyadi 1.dsz/o are steeped in the specific contexts and contemporary thought relating to identity
of reform-era Pest-Buda. Nevertheless, the distinctive aspects through which history is relayed
on the new Hungarian-language stage is tied up with transnational influences, which became
reimagined, filtered through new and competing perspectives. These case studies contribute to
understandings of how histories, identities, and anxieties interpolate. Further studies unravelling
how neglected traditions diverge and interact with historical and operatic trends are critical to

progress knowledge of the hybrid, transnational genre of opera.
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Appendix I:
Select List of Ferenc Erkel’s compositions

Bitori Mdria, ‘Mary Bathory’

Opera in two acts, libretto by Benjamin Egressy after Andras Dugonics’s Bdtori Mdria (1793).
Premicre: Nemzeti Szinhdz 8 August 1840, overture in 1841, and revised version including the
No.8 cabaletta (1852) and a duet for Istvan and Maria (No.6), premiered in 1858.

Hunyadi LaszIo, ‘Ladislaus Hunyadi’

Opera in four acts, libretto by Benjamin Egressy after Lérinc Toth’s Hunyadi Idsz/o (1839).
Premiere: Nemzeti Szinhdz 27 January 1844, overture in 1845, and revisions until 1885 including
(with insertions and re-composed numbers for specific performers: The ‘La grange aria’ (No.12b,
composed for Anne de la Grange’s guest appearance, and a subsequent rearrangement likely by
Sandor Erkel with the approval of Ferenc Erkel), Maria’s No.19 cabaletta (1847) and cadenzas
(1862-1804).

Erzsébet, ‘Elizabeth’
Opera in three acts in collaboration with Karoly Doppler and Ferenc Doppler (Act IT by Erkel),
libretto by Jozsef Czanyuga. Premiere: Nemzeti Szinhdz 6 May 1857.

Bank bin, ‘Palatine Benedict’

Opera in 3 acts, libretto by Benjamin Egressy after J6zsef Katona’s Bank bdn (1819).
Orchestrated in collaboration with Gyula Erkel and Sandor Erkel.

Premicere: Nemzeti Szinhdz 9 March 1861, revisions made throughout the 1860s, and for the
Kolozsvar premiere (1866), the Arad premiere (1860).

Revisions to the libretto by Kalman Nadasdy and to the music by Nandor Rékai, staged in 1940.

Sarolta, ‘Sarolta’

Comic opera in 3 acts. Setin a village in Moson county, Hungary, 1146 (in twentieth-century
revivals, this is usually changed to the fifteenth-century, and King Geiza 1 is substituted by King
Matthias I). The plot centres on a farce between the King, Sarolta (the daughter of the village
cantor), and a Knight of the King, Gyula, concluding happily with the marriage between Sarolta
and Gyula.

Libretto by Jézsef Czanyuga. Orchestrated in collaboration with Gyula Erkel.

Premicre: Nemzeti S3inhdz 26 June 1862.

Dozsa Gyérgy, ‘George Doza’

Folk music drama in 5 acts, libretto by Ede Szigligeti after M6r J6kai’s Ddzsa Gyorgy (1860).
Collaboration with Gyula Erkel and Sandor Erkel.

Premicre: Nemzeti Szinhdz 6 April 1867.

Brankovics Gyérgy, ‘George Brankovic’

Folk music drama in 4 acts, set in the 15" century in Brankovic’s castle, and in the camp of the
Sultan. The daughter of Brankovic, Mara, has fallen in love with an unknown man (the Sultan).
Brankovic breaks his oath to the Sultan and sides with the Hungarians under General Hunyadi.
The Hunyadi’s attack the Sultan’s camp, where Mara awaits, having been kidnapped by (but is
now faithful to) the Sultan. Brankovic is fatally wounded and dies as the curtain falls.

Libretto by Lehel Odry and Ferenc Ormay after Karoly Obernyik’s Brankovies Gyirgy (1850).
Collaboration with Gyula Erkel and Sandor Erkel.

Premiere Nemzeti Szinhdz 20 May 1874.
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Névtelen Hosok, ‘Unknown Heroes’

Comic opera in 4 acts, set in a market town during the 1848 war for independence. Ilonka is
promised to Tamas Csipkés but loves Elek Andorffi. They are separated when Andorffi is
recruited to join the Honvéd army (the revolutionaries). She disguises herself as a soldier to be
reunited with Andorffi, and to escape the prospect of her promised marriage, but is captured by
the enemy. The fourth act concludes happily when Ilonka is released, re-joins Andorffi, and they
marry.

Libretto by Ede Té6th. Collaboration with Gyula, Sindor, Elek and Lajos Erkel.

Premicre: Nemzeti S3inhdz 30 November 1880.

Istvan Kiraly, ‘King Stephen’

Opera in 4 acts, setin Visegrad (Northern Hungary), approaching the mid-1000’s. Based on
tensions between Istvan I, the first crowned King of Hungary, and the succession of his son
Prince Imre, amidst power struggles between the Pagans and the Christians. Istvan’s bride
(Crescimira) is persuaded by Péter (younger brother of Istvan, who loves Crescimira) to poison
her husband. Imre dies, and the curtain drops with Istvan hopeful about the uncertain future of
Hungary.

Libretto by Antal Varadi after Lajos Dobsa’s E/sd Istvan kirdly (1861). In collaboration with Gyula
Erkel.

Premiere: Kiralyi Operahaz 14 March 1885.

Choral works

Szozat, ‘Appeal’ from Mihaly Vorosmarty’s Sdzaz, 1843

Hymnusz, ‘Hymn’, from Ferenc Kolcsey’s Hymnus, 1844

Kari kirdal, “The Circles roundel’, text by Janos Garay, 1844

Gydszdal, ‘to the death’, lyricist and exact date of composition unknown. Performed in memory
of Count Istvan Széchenyi in Gy6r in 1860, the retirement of Ede Szigligeti from the Nemzeti
Szinhaz, and for Lajos Kossuth’s death in 1894.

A haldlnak éjszakdja, “The Night of Death’ author of the text unknown, 1856

Magyar Cantate, ‘Hungarian Cantata’, text by Ede Szigligeti, 1867

I Magyar Kirdly-himnusz ‘1% Hungarian Royal Anthem’, text by Ede Szigligeti, 1873

II. Magyar Kiraly-himnusz ‘2™ Hungarian Royal Anthem’, text by Mor Jokai, 1892, performed on
the occasion of Erkel’s conducting ‘farewell” concert.
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