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Cselekmény

l. felvonas

1. kép

A szentpétervari Nyari kert tavaszi napfényében jarakel6k sétalgatnak, gyermekek jatszanak
katonasdit, dajkak, nevel6ndk, szolgalok tarsasagaban. Két katonatiszt beszélget az el6z6 esti
kartyapartirol és tarsuk, Hermann furcsa viselkedesérdl, aki megszallottan figyeli a jatékot, de
nem vesz benne részt. Tomszkijnak felt(inik Hermann rajongasa egy fiatal szépséq irant, aki
nem mas, mint Jeleckij herceg menyasszonya, az dreg grofnd feltve drzott nevelt lanya, Liza.
Tomszkij elbeszeli a grofnd torténetét: az dregasszonyt azért hivjak ,pikk ddmanak’, mert ifju-
koraban Parizshan hires szépségként megtudta az 6rddgi Saint Germain groftol a kartyak titkat,
harom kartyalap segitségével driasi 6sszegeket nyert; el is mondta a titkos kartyakat férjének
és baratjanak, ekkor azonban egy kisértet megfenyegette, hogy a harmadik alkalommal, amikor
elarulja a kértya titkat, meghal. Hermann feltdnd izgatottsaggal hallgatja a térténetet, tudataban
a harom kartya megfejtésének vagya tsszekapcsolodik a szeretett leany elnyerésével.

2. kép

Liza szobajaban baratndi csevegnek, muzsikalnak, zajonganak, Polina romancot énekel,
csak Liza szotlan és szomord. Magara maradva az ismeretlen ifjardl, Hermannral aimodozik,
aki hirtelen megjelenik az erkélyajtoban. A lany rémdlten probalja elkildeni a kBnydrgé
fiatalembert. A grofnd mar nyugovora tért, de meghallja a zajt, magahoz szélitja nevelt
lanyat, és szigortian aludni kiildi. Liza, a szabdjaba visszatérve, mar nem tud ellenallni
Hermann szerelmi ostroméanak.

Il. felvonas

1. kép

Vidam &larcoshél egy eldkeld szentpétervari szalonban. A katonatisztek, Csekalinszkij és
Szurin megint csak Hermann kiilonds allapotardl pletykalnak. Liza feltdnden hideg vélegényé-
hez, Jeleckijhez, aki forrg szerelmi vallomast tesz a lanynak. A gércsdsen izgatott Hermann kirf
a gondtalan vendégseregbdl; tarsai a titkos kartyak torténetével ugratjak. A tarsasag néhany
tagja pasztorjatékkal szorakoztatja a tobbieket: a szép pasztorlany, Chloé szerelmét a szegény
Daphnis (Polina alakitja) nyeri el, mig a gazdag, gégds Plutus (Tomszkij grof jatssza a szerepet)
hoppon marad. Liza titokban odaadja Hermannnak szabdja kulcsat és megsugja, hogy az Gt a

grofng lakosztalyan at vezet. A bali vendégsereg kdszonti a megjelend uralkodat, Nagy Katalint.



2. kép

Hermann elrejt6zik a grofnd szobajaban, hogy megtudja téle a titkos kartyakat. A balrdl haza-
érkez6 grofnd elkiildi szobalanyait. Vetk6zés kozben elmult ifjisagara emlékezik, francia
dalocskat dudol, elszunnyad. A varatlanul el6lépd idegent6l felriad, s mikor Hermann
hasztalan kBnydrgés utan pisztollyal probalja széra birni, meghal a rémdlettdl. Liza iszo-
nyodva talal ra a kétsegbeesett Hermannra és a grofng holttestére.

lll. felvonas

1. kép

Hermann a kaszarnyai szobéjaban Liza levelét olvassa. A lany véletlen balesetnek akarja
hinni a grofnd halalat, artatlannak hiszi Hermannt, s kdnydrog neki, hogy utazzanak el
egyiitt. A fiatalember azonban mér csak a kartyara tud gondalni. Nagy vihar tér ki, furcsa
zajok hallatszanak, megjelenik Hermann szobéjaban a grofng szelleme és elarulja a harom
nyer6 kartyat: harmas, hetes, asz.

2. kép
A hideg téli éjszakaban Liza gydtr6dve varja szerelmesét a Néva partjan. Megérkezik
Hermann, aki egy pillanatig a régi szerelemmel fordul a lany felé, de Ujra (rra lesz rajta
az Orlilt kartyaszenvedély és elrohan. A lany kétségbeeséseben a riano, jeges folyoba veti
magat.

3. kép

Szentpétervar nemesi ifjisaga a kartyateremben jatszik. Jeleckij herceg, akivel Liza
felbontotta eljegyzését, a jatekba fojtja banatat. Megérkezik Hermann, &ltaldnos megle-
petésre jatszani kezd, felteszi a kartyan a harmast és a hetest, és driasi dsszegeket
nyer. Harmadik partira Csekalinszkij mar nem akar kiallni, ekkor Jeleckij herceg hivja ki
Hermannt. Hermann a vart sz helyett a pikk ddmat hizza, s a laprél az dreg gréfnd kacsint
ra. A fiatalember dsszeomlik a borzalomtdl, és lelovi magat. Oriilt tudatét a halal valtja meg,
s halalaban méar csak Lizara gondal.

Csajkovszkij,
az operaszerz0

Minden id6k legnépszerdbb orosz komponistéja latszolag konny( kezzel ontotta magabol a
miveket, valdjaban azonban nehezen, szorongva, gyakran gorcsds erdfeszitéssel kompo-
nalt. Akkor lendiilt csak bele, ha szivéhez igazan kdzelallo mfajban, stilusban és téméaban
alkotott: ha balettzenet irt, ha a galans rokokd aranykorba képzelte magat, ha zenéje
érzékeny lelk, szenvedd h6sdk bels6 konfliktusairdl szolt. Az opera nem volt kedvenc m(i-
faja, tobbre értékelte a szimfonia- és kamarazene-komponalast. ,Valahagy gdtldsos leszek,
nem érzem magam szabadnak, ha operdt irok. Azt hiszem, t6bb aperdba bele se kezdek ..."
A levél 1879-ben, ot opera, kdztik az Anyegin megalkotasa utan irddott.

Természetesen a gatlasok ellenére sem hagyatt fel a mifajjal, halalaig tovabbi &t opera
készilt el mihelyében, hiszen - egy masik levelébdl idézve - ,az operdnak megvan az az
oridsi elénye, hagy benne a zenével timegekhez lehet szdini”. Csajkovszkij alkotoi egyéni-
ségenek tudathasadasarol arulkodik ez utabbi megnyilatkozas. A zeneszerz6 tomegekhez
akart széIni, mikdzben élete jorészében menekilt az emberek eldl. Témegekhez akart szol-
ni, mikozben alkata és egyéni hajlama szerint kifinomult izlésd keveseknek tudott volna
egyenletesen magas mivészi szinvonalon alkotni, mig a ,tomegek” kedvéért nem egyszer
folyamodott banélis megoldasokhoz.

Csajkovszkij tisztaban volt operainak egyenetlenségeivel. Elsé két operajat, A vajddt (1867)
és az Undinét (1869) a bemutato utan elégedetlenségében megprdbalta megsemmisiteni.
A harmadik, az Opricsnyik (1870-T71) esetében is felmerdilt benne a visszavonas vagya, de
a mivet mar eladta a Besszel kiadonak. A negyediket, a Gogol elbeszelésre késziilt Vaku-
la, a kovdcsot (1875), amely gydnydri zenéket tartalmaz és részleteiben sajatosan orosz
karakter(, keletkezése utan kilenc évvel gydkeresen atdolgozta, cimét A cdrnd cipelldjére
valtoztatta.

1876-ban ¢riasi hatést tett ra Parizsban Bizet operaja, a Carmen; lelkesedésében 6 is azon-
nal hasonld operét akart komponalni, Francesca da Rimini tdrténetére. Ebbél a témabol
végil zenekari darab lett, elkésziilt viszont az ,anti-Carmen’, az Anyegin (1877-78).

Azt hihetnénk, Puskin verses regényében Csajkovszkij végre megtalalta a lirai jelenetek”
kifejezetten neki vald témajat és mifajat, s a tovabbiakban is ilyen jellegli operatémat

irta szovegkdnyvhoz felhasznalta Jules Barbier Jeanne drc cim( drémajat és Auguste



Mermet librettjat is, s a francia nagyopera mintajara létrehozott egy olyan darabot (1878-
79), amelyben épp a nagyszabasu tdmegjelenetek nem bizonyulnak eléggé hatasosaknak. A
kovetkezd opera, a Mazeppa (1881-82) megint orosz téma, irodalmi forrasa Puskin

killonds pszeudo-historikus elbeszélése; a darab nagy része Csajkovszkij operatermésé-
nek legjavaba tartozik. Hulldmhegy utan hulldmvdlgy: A vardzsiond (1886-87) témajaban,
Ugy tlinik, Csajkovszkij érdeklgdését leginkabb a Tatjanahoz hasonld Nasztaszja figuraja
keltette fel. Talan nem véletlen, hogy A vardzsiond megbukott, bar maga a zeneszerz6 leg-
jobb operajanak nevezte. A kilencedik opera (1890) alapja ismét Puskin-novella: a Pikk
ddma. Ebben sikertilt Csajkovszkijnak szerencsés egyensulyt kialakitania a hagyomanyos
drémai helyzetek és a szaméra oly fontos szubjektiv lira kozott. S az operai oeuvre befe-
jez6 darabja, a Jolanta (1892), bar nem orosz téma, leplezetleniil vallalja a csajkovszkiji
belsd vilagot, mely érzékenységbdl, elzarkazasbol, szenvedéshdl, szépség es szeretet utani
vagybol all, és bizik a megvaltasban, a szerelem hozta boldogsagban.

Hatalmas a kiilinbség Csajkovszkij operai termése és a kortars ,0tdk” szinpadi miivei
kéz6tt, bar mindannyiuknak Glinka volt példakepiik. Muszorgszkij, Borogyin, Rimszkij-Kor-
szakov operaiban az orosz torténelem és tarsadalom alapvetd kérdesei allnak a kdzép-
pontban, akar aprolékosan realista, akar idealizalt az 4brazolasmad. Az 6 operaikban
tébboldall a néz6pont: Borisz carnak a maga szempontjabol ugyanugy igaza van, mint a
népnek (Muszorgszkij: Borisz Godunov), Koncsak ugyanolyan hiteles hés, mint Igor (Borogy-
in: Igor herceg), az arulo Griska Kutyermaban is érzi és szanja a néz6-hallgatd az emberi
nyomordsagot (Rimszkij-Korszakov: Rege a Idthatatlan Kityezs vdrasdrdl).

Csajkovszkij ezzel szemben egyoldall és szubjektiv, tébbnyire egyetlen hdsének, illetve
inkdbb hdsndjének erzésvildgan keresztll szemléli és lattatja az eseményeket. Amiben
0 nagy az operaszinpadon, az az érzelemvilag viharainak, a szerelem és szenvedés lelki
konfliktusainak a zenébe Ontése, a csondes tragédiak abrazolasa és bedgyazasa az orosz
mindennapok kdrnyezetébe. Nala a korus, a nép nem is lehetne fészerepl, mint Muszor-
gszkijnal vagy Borogyinnal, mindGssze zenei-szinpadi hattér vagy dekorativ tarsasagi kor-
nyezet. Csajkovszkijt torténelmi operaiban sem foglalkoztatja hatalom és nép konfliktusa;
az § igazi terllete az emberi lélek lirgja.

Lukécs Gydngyi, Svetlana Aksenova




Szerelem, szenvedely, halal

A Pikk déma a harmadik Csajkovszkij-md, amit Puskin ihletett, és itt tvolodott el leginkabb
a zeneszerz( az iradalmi forrastol. Puskin novellaja ironikus-csufondaros tarsadalomrajz
a szerény szarmazasu becsvagyo fiatalemberrdl, aki minden eszkdzt megragad a gyors
és biztos meggazdagodas, a nagy kartyanyereség érdekeben, gatlastalanul kihasznalja a
grofnd szegény nevelt lanyanak szerelmét, s véqil az driiltek hazaban kot ki, mig Liza
férjhez megy egy masik ifjuhoz.

Mogyeszt Csajkovszkij, a zeneszerzG Gcese és allando munkatarsa 1888-ban librettot ke-
szitett az elbeszélésbdl, ramantikus melodramat formalva Puskin ironikus karcolatabdl.
Hermann a librettoban alapjaban véve nemes lelkd, jobb sorsra érdemes ifju, akit Liza
iranti, tarsadalmilag reménytelen szerelme hajt, s a kartyaszenvedély csak fokozatosan
lesz (rra rajta. A drdma végsd koncepcidjat maga a zeneszerzd alakitotta ki, s Hermann
mellett Liza figurajat is atformalta. Liza az idedlis orosz n6 megtestesitGjeve valt, aki az
igazi szerelemert életét dldozza. Mogyeszt librettoja nyitva hagyta a lany sorsat, a grofné
halala utan Liza nem is jelent volna meg tobbet; nagyjelenete és dngyilkossaga a téli éjsza-
kaban a zeneszerz6 leleménye (a szdveget is maga irta), melynek megvaldsitasahoz dcese
akarata ellenere ragaszkodott. Szamara a Pikk ddma két ember, Hermann és Liza tragedi-
aja volt. Az operaban tehat forrd és szenvedélyes torténetté alakult Puskin tavolsagtarto
elbeszélese; ugyanakkor Csajkovszkij e mlivebdl a tarsadalomrajz, st tarsadalomkritika
sem hianyzik.

Napldjanak es leveleinek tanUsaga szerint Csajkovszkij mély atéléssel meriilt el kompona-
l4s kozben a Pikk dama szenvedélyeinek vilagaban. Kénnyezett Liza Ill. felvonasbeli ario-
s6janak papirra vetésekor, és sirt Hermann blcsuaridjanak megkomponalasanal is. ,Magya,
lehet, hogy nagyot tévedek, de azt hiszem, a Pique dame egy remekm(” - irta 1890 mérci-
usaban fivérének. Mas érzést valtott ki belle a gréfng haloszobajaban jatszédo rész (1.
felvonas 2. kép): ,Néhdny helynél - ilyen a negyedik jelenet, amit ma hangszereltem - olyan
rettenetes félelem fog el, olyan rémiilet és olyan vad ijedtség, hagy biztos vagyok benne, a
kdzdnség is hasonloképpen fog érezni...”

Ez a kép valéban félelmetes hatasu: olyan, mint egy jo horrarfilm, hossz(, feszilt 4llo-
képekkel és hirtelen vagasokkal - mindez zenében megjelenitve, részben naturalisztikus,
reszben elvont, nagyon is artisztikus eszkdzokkel. A Grofng halaljelenetének szerves zenei
elézményei vannak az operaban: Tomszkij 1. képbeli balladdja eleve démanikus aurat van
az Oregasszony figuréja koré, és ez az elbeszélés az ereddje Hermann kiilonds megszallott-

saganak, amely egyre félelmetesebbé teszi az amugy szanalomra méltd ifju alakjat. Mar az
|. felvonas végi nagy szerelmi kettdsben, melynek izzo szenvedélye Puccini nagy szerelmi

duettjeit juttatja a hallgatd eszébe; van valami riasztd és beteges Hermann kitoréseiben.
Liza ezt akkor még a szerelem szenvedélyének tulajdonitja, a néz6 tudataba azonban mar
beivadott a titkos kértyaknak az az ord8gi motivuma, amely pokkent haldzza be fokoza-
tosan Hermann egész lényét. A Glinkatol - és nem Wagnertél - tanult vezérmotivum-rend-
szert Csajkovszkij mesterien szdvi be az opera szimfonikus folyamataba, és mesterien

hasznélja hdsei pszichikai abrézoldsara. Amikor a lll. felvonas 1. képeben, a grofnd szel-
lemének megjelenésekor Hermann egyszerre hallucinal és viziondl, a hatas ereje hasonld

a Borisz Godunov 6ra-jelenetéhez. Megddbbentd hatast az is, ahogyan Liza raébred arra,
hogy szerelmén 6riilt mania lett urré.

Csajkovszkij joggal kompondlta bele a mUibe a lany dngyilkossagat; az emberi sorsok ki-
(ttalansaga e kettds halal utan érthetd meg és élheté &t a maga mélységében - még a

kdzdnség azon tagjai is at kell, hogy érezzék a tragédiat, akikhez Puskin novelldjanak ta-
volsagtart ironiaja kizelebb all, mint Csajkovszkij operjanak kiizvetlen szenvedglye. Ugy

tdnik, férfi és ng kapcsolatanak ilyen reménytelensége nagyon halas témanak bizonyult

Csajkovszkij szamara. Bizonyos tekintetben halasabbnak, mint az Anyegin, ami nem azt

jelenti, hogy a Pikk ddma jobb m(i volna, mint az Anyegin, de mindenesetre operaszer(ibb.
Csajkovszkij itt még azt is termeészetesnek tartotta, hogy a maguk helyén hatasosan alkal-
mazza az operai konvenciokat: Mozartbal és az olasz-francia hagyomanybdl ugyanolyan

ligyesen meritett, mint Bizet-b6l. A Pikk ddma mindegyik jelenetében kiemelked6 moz-
zanat a kdrnyezet megteremtése: a nez6-hallgato ott érzi magat a szentpétervari kert

jarokeldi kdzt (1. felvonas 1. kép), a nemesi szalonban, ahol a mindennapi zongoras-énekes

hazimuzsikalas folyik (1. felvonas 2. kép), az eltkelé maszkabal forgatagaban, ahol a ven-
dégeket valasztékos

rokoko zenével szorakoztatjak (11. felvonas 1. kép), a hideg, komor téli éjszaka maganyaban

(IlI. felvonas 2. kép), a felfokozott hangulatd jatékkaszindban (111, felvanas 3. keép).

A ket féhds tragédiaja az orosz fGvarosi élet nemesi vilaganak mindennapos eseménye-
iben szdvddik lappangva, fel-feltdr, s végil beteljesedik. Csajkovszkij azt irta dcesének,
Mogyesztnek az opera befejezése utan: ,Vagy borzasztdan és megbacsdthatatlanul tévedek,
vagy a Pikk déma valéban életem fé mive...” Ha az utokor mégis a kilonlegesebb és bizo-
nyos szempontbdl finomabb Anyegint tartja Csajkovszkij legmegragadobb operajanak, ez a

vélemény mit sem von le a Pikk ddma hatasabal.



Az OPERA Enekkara, Gyermekkara és a Magyar Nemzeti Balettintézet nﬁvendékei'/
OPERA Chorus and Children's Chorus, students of the Hungarian National Ballet Institute



A Pikk dama keletkezeseérdl
es szinpadi torténeterol

Csajkovszkij firenzei alkotoi emigracioban komponalta a teljes operat 1890. januar 31.
és aprilis 8. kdzott, minddssze kilenc hét alatt, megfeszitett munkaban. Mint naplojabel
megtudjuk, deleldtt és délutan is dolgozott, ebéd utan egy rovid setat engedélyezett
maganak Firenze fdutcajan, este, kikapcsolodaskent és talan tapasztalatok szerzése
céljabdl, kaszindba jart vagy ritkabban szinhazba, ahol ,unalmas Bellini-operdkat jdtszot-
tak”. Csak a Pikk dama befejezése utan jutott ra ideje, hogy ellatogasson az Uffizi és
Pitti képtarakba.

A Céri Szinhazak igazgatoja, Ivan Vszevolozsszkij, akitdl a Pikk ddma megzenésitésenek
Otlete szarmazatt, javasolta Csajkovszkijnak, hogy a torténetet a puskini 1820-as évekbdl
helyezze a 18. szazad végére, Nagy Katalin carn§ kiilséségeiben csillogé Szentpétervarja-
ra, melyet a szinpadi bemutaton gazdagon lehet illusztraini. A zeneszerz6 anndl is inkabb
szivesen fogadta a javaslatot, mert a klasszika és rokoko korszaka, ez a zenei aranykor
mindig is bréndjainak netovabbja volt, s e stilusban komponalt mvei - a Rokokd varid-
ciok, a Mozartiana szvit és egyebek - a felhGtlen szépség és harmania jegyében fogantak.
Kiilon kihivas lehetett szdmara az, hogy a romantika végletes szenvedélyeinek zengjét
elegyitse a klasszika kiegyensulyozottsagaval. A stilusjaték, melyet nevezhetiink sajatos
montazs-technikanak is, oly nagyszerden sikeriilt, hogy egyik stilus sem homalyositja el a
masikat, s6t: a bali jelenet klasszicizald kdrusa és pasztorjatéka, vagy a haldljelenet el6itt
az Greg grofnd éltal dudolt francia dal, mely kozvetlen idézet Grétry Oroszldnszivd Richdrd
cim( operéajabal, erds kontraszthatassal eppen hogy kiemeli az el6tte, utana vagy kdzben
zajl6 tragédiat. Ugy tlinik, Csajkovszkij ugyanugy otthon érezte magat a kedvenc zeneszer-
z6je, Mozart korabeli stilusjatékban, mint az érzelmek és lelkiallapotok zenei kifejezésében.

A béli jelenet pasztorjatékat es ballet-divertissementjat komponalva a kivetkezét jegyezte
fel naplojaban: ,Ugy éreztem magam, mintha a 18. szdzadban élnék, és mintha Mozart utdn
nem lenne senki és semmi.”

Az Uj Csajkovszkij-opera probait novemberben kezdték meg a szentpétervari Mariinszkij
Szinhdzban, a szerzd jelenlétében, a cseh Eduard Napravnik iranyitasaval, aki sok hires
19. sz&zadi orosz opera, tobbek kdzt a Borisz Godunov 6sbemutatdjanak dirigense is volt.
A Pikk ddma két nagy szerepét Csajkavszkij a szeretett és nagyrabecsilt neves énekes
hazasparnak, Nyikolaj és Medea Fignernek szanta, 6k énekeltek a premieren. A fdpraba de-
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cember 18-an zajlott le az uralkodd és szentpétervari elékeldségek jelenlétében. A bemu-
tatd masnap, 1890. december 19-én nagy sikert hozott, bar a kritika fanyalgott, f6képpen a

librettaral irtak elitéléen, és Csajkovszkij zengjét sem dicsérték tilsagosan.

Az opera els6 kiilfoldi el6adasara 1900-ban Darmstadtban kerilt sor, 1902-ben Gustav
Mahler Becsben vezényelte a darabot. 1906-ban Milanaban, 1907-ben Berlinben, 1909-ben

Stockholmban, 1910-ben New Yorkban, 1971-ben Périzsban mutattak be Csajkavszkij operdjat.

A m( magyarorszagi bemutatoja sokaig, egészen 1945-ig varatott magara. Noha az Ope-
rahdz épiiletét nem érte jelentdsebb kar Budapest ostromakor, tarsulata is bévelkedett a

friss erékben, a szinhaz alig tudott 4j bemutatokat tartani. Nyilvanvaléan nem lehet vélet-
len, hogy Komaromi Pél igazgato az els6 jelentds Ujdonsagként Csajkovszkij korabban Ma-
gyararszagon sohasem jatszott operdjat, a Pikk ddmdt tlizte mdsorra. A darabvalasztassal

és a jelképesnek is tekinthetd november 10-i premierrel nyilvanvaloan a megszallo szovjet
erdknek tett gesztust. A fényes kiallitast premier (rendezé-diszlettervezd: Olah Gusztav),
amely az 1700-as évek végének pompazatos cari Oroszorszagaba ropitette a fazos ko-
z0nséget, taldn megprabalta feledtetni, hogy Hermann és katonatérsai ugyanabbol az or-
szaghol jottek, mint a Budapest utcain masirozd szovjet seregek. Két évtizeddel késtbb,
1971 szeptemberében a maszkvai Nagyszinhaz rendszeres vendégjatékai egyiken hozta el

Budapestre Csajkovszkij remekét. Nem kizart, hogy ez az el6adas keltette fel Békes Andras
figyelmét, aki 1977 marciusaban az Erkel Szinhazban allitotta szinpadra a Pikk ddmdt két
ifj karmester, Medveczky Adam és Kovacs Janos segitségével. A napjainkban repertoaron

lév8 produkcio 2003-ban mutatkozott be az Operahdz szinpadan.

Puskin: A pikk dama

Részletek

Egy alkalommal Narumov lovas testdr kapitanyndl kartyaztunk. A hossz( téli éjszaka ész-
revétlendl mult el; hajnalban dtkor villasreggelihez Ultink. Akik nyertek, Ugy ettek, mint a
farkasok; a t8bbiek szérakozottan Glddgéltek dres tanyérjuk mellett. De aztén hozték a
pezsgét, a tarsalgas folélénkilt, és valamennyien részt vettiink benne.

— Hogy végeztél, Szurin? - kérdezte a hazigazda.

— Ahogyan szoktam. Vesztettem. Be kell ismernem, hogy nincs szerencsém. Ovatosan
jatszom, soha nem veszitettem el a fejemet, nem zavar meg semmi, s mégis egyre csak
vesztek!

— S te még sohasem estel kisértésbe? Sohasem itotted a bankot? ... Nagyon csodalom
allhatatossagodat.

— Hanem itt van Hermann! - sz0lt az egyik vendég, ramutatva egy fiatal mérndkkari
tisztre. - Még soha életében nem volt kartya a kezeben, soha életében nem tett egyetlen
lapra sem, s mégis reggel &t ordig itt llddgel veliink, és nézi a jatékunkat!

— A jaték rendkivil érdekel! - mondta Hermann. - De nem vagyok abban a helyzetben,
hogy kockaztassam a nélkilozhetetlent abban a reményben, hogy féldslegre tehetek szert.

— Hermann német: szamito... ez mindent megmagyaraz - jegyezte meg Tomszkij. - De
ha valaki igazan érthetetlen elGttem, az a nagyanyam, Anna Fedotovna grofnd. [...] Elgszor
is tudni kell, hogy nagyanyam hatvan évvel ezel6tt Parizsban jart, ahol nagyon tinnepeltek.
A nép futott utana, hogy lathassa la Vénus moscovitel-ot. Richelieu is rajongott érte, és
nagyanyam azt allitja, hogy majdnem agyonldtte magat az 6 hajthatatlanséga miatt.

A holgyek az id6 tajt faraot jatszottak. Egy alkalommal nagyanydm az udvarban az
orléans-i herceggel hozomra jatszott, s valami igen nagy Gsszeget veszitett. Hazatérve
ledztatta arcardl a szepségflastromot, és kibontakozva harangszoknyajabol, elmondta
nagyatyamnak, mennyit vesztett, és raparancsolt, hogy fizessen.

Boldogult nagyatyam, amennyire én emlékszem, meglehetsen pipogya ember volt.
Ugy félt nagyanyamtal, mint a tdiztdl, mégis, amikor ezt a rettenetes nagy veszteséget meg-
hallotta, kikelt magabol, elévette a szamoldgépet, és bebizonyitotta, hogy egy fel esztendd
alatt egy félmilliot pocsékoltak el, Parizs pedig nem Moszkva, ahol eladhatnak valamelyik
kdzeli falujukat, minélfogva a legkerekebben megtagadta a fizetést. Nagyanyam pofon
vagta, és hogy éreztesse vele kegyvesztettséget, eqyedil fekiidt el aludni.

! ,amoszkvai Vénusz"



Eduard Martynyuk, Svetlana Aksenova

Masnap maga elé idézte urat, hogy a hazifenyiték jo hatassal volt-e ra, de ferje hajt-
hatatlan maradt. Most tortént el6szdr, hogy nagyanyam magyarazatokba és felvilagosita-
sokba bocsatkozott élettarsaval; azt hitte, meggy6zi, ha kegyesen félvilagositja arrél, hogy
tobbféle addssag van, és hogy kiilonbség van herceg és kocsis kozott. De hiaba! Nagyatyam
follazadt. Nem, nem és nem! Nagyanyam nem tudta, mitévd legyen. Kozeli ismeretségben
allott egy nagyon hires, nevezetes emberrel. Hallottak hirét Saint-Germain grafjanak, akirgl
oly sok csodalatos dolgot beszélnek. [...] Nagyanyam még ma is hatartalanul szereti, és
nagyon haragszik, ha tiszteletleniil beszélnek rola. 0 tudta, hogy Saint-Germainnek nagy
0sszegek allnak rendelkezésere. Elhatarozta hat, hogy hozza folyamodik segitségért, s irt
neki, kérve, hogy haladéktalanul latogassa meg. A vén garaboncias hamarosan megjelent,
és nagyanyamat iszonyu elkeseredésben talalta. Nagyanyam a legfeketébb szinekkel fes-
tette le férje barbar viselkedését, és veqil kijelentette, hogy minden reménységét az 6
baratsagaba es szeretetébe helyezi. Saint-Germain gondolkozni kezdett.

— Elvégre szolgalhatok a sziikséges dsszeggel - mondta rovid gondolkodas utan -, de
tudom, hogy mig vissza nem fizeti, nem lesz egy percnyi nyugta sem, én pedig nem akarom
Ujabb kellemetlenségekbe sodorni. Van mas lehetdséq is: visszanyerheti veszteségeit.

— De kedves grof - felelte nagyanyam -, hiszen éppen azt beszélem, hagy egyaltalan
nincs pénzink.

— Pénz nem kell hozza - valaszolta Saint-Germain. - Méltoztassék engem meghallgatni.

— Es ekkor kizélte vele azt a titkot, amelyért barmelyikiink sokat adna...

A fiatal jatékosok fesziilt figyelemmel hallgattak. Tomszkij meggydjtotta pipéjat, és
pofékelve folytatta:

— Nagyanyam még aznap este megjelent Versailles-ban, au jeu de la reine2. Az orléans-i
herceg adta a bankot; nagyanyam konnyedén kimentette magat, amiért nem hozta el az
addssagat, még egy meseét is kitalalt igazolasara, és poentirozni kezdett. Kivalasztott ha-
rom kartyat, egymas utan megtette, és egy csapasra mindenét visszanyerte.

— Puszta véletlen! - mondta az egyik vendég.

— Mese! - jegyezte meg Hermann.

— Azis lehet, hogy megjeldlt kartyak voltak! - mondta a harmadik.

— Nem hinném - felelte kamolyan Tomszkij.

— Hogyan - szolt Narumav -, a nagyanyad tud harom egymas utan nyer6 kartyat, és te
még nem vetted ki beldle a kabaldjat?

— , az drddgbe is! - felelte Tomszkij. - Négy fia volt, kbztiik apam; valamennyi elkese-
redett kartyas, és egynek sem arulta el titkat, noha nem lett volna éppen kellemetlen nekik,

2 akiralyné jatékasztalanal



s6t nekem sem. De halljatok csak, mit beszélt el nekem a nagybatydm, Ivan Iljics grof, és

becsiiletszavat adta ra, hogy igy tortént. Néhai Csaplackij, ugyanaz, aki koldussorban halt meg,
milliokat tékozolt el, és egy alkalommal, fiatal koraban... [...] haromszazezer rubelt vesztett.
Kétségbe volt esve. Nagyanyam, aki mindig nagyon szigoru volt a fiatalok meggondolatlan-
sagaival szemben, valahogy megsajnélta Csaplickijt. Elarulta neki a harom kartyat, azzal az

utasitassal, hogy egymas utan tegye meg mind a harmat, és egyuttal el6re becsiiletszavat

vette, hogy tobbé aztan nem vesz kartyat a kezebe. Csaplickij elment ahhoz a kartyapartne-
réhez, aki elnyerte a pénzét; leiiltek jatszani. Csaplickij az elsd kartyara Gtvenezer rubelt tett,
és nyert; duplazott és meg egyszer duplazott - visszanyert mindent, s6t nyeresége is volt...
[..]

A haloszobaba befutott harom Greq szobalany, azutan belépett a grofnd félholtan, és ledlt

karosszékebe. Hermann egy hasadékon &t leste; Lizaveta Ivanovna elhaladt mellette. Aztan

hallotta, amint a lépcs6n szaporan elkopogott. Szivében megszolalt valami, hasonld a lelki-
ismeret mardosasahoz, de hamar elhallgatott. Szive megkeményedett.

[.]

Mint a legtobb dreg ember, a grofnd is almatlansagban szenvedett. Amint levetkdzott, lelilt
az ablaknal 4llo karasszékbe, és elkiildte a szobalanyokat. Kivitték a gyertyakat. A szoba-
ban Ujra csak egy lampa vilgitott. A grofng jobbra-balra ingva, halottsapadtan {ild a széken,
lefittyedt ajka mozgott. Zavart szemében a gondolatok teljes hianya latszott; azt hihette

volna az ember, hogy e borzalmas reg né imbolygasa nem sajét akaratabol, hanem valami

rejtett galvanizmus hataséara torténik. £z a halotti arc egyszerre hihetetlendl megvéltozott.
Ajka abbahagyta a motyogast, szeme kigyulladt: eqy ismeretlen férfi allt el6tte.

— Ne ijedjen meg, kérem, ne ijedjen meg! - mondta hallhatd, de csdndes hangon. - Nem
akarom bantani; azert jottem, hogy egy nagy kegyért konyordgjek.

A vénasszony néman bamult ra, és gy latszott, nem hallja, mit beszélnek hozza. Hermann
arra gondolt, hogy siiket, és kdzvetleniil a fiiléhez hajolva meég egyszer elmandta ugyanezt.
A venasszony megint csak hallgatott.

— On - folytatta Hermann - boldogga tehet egész életemre, és dnnek ez semmibe sem
keriil; tudom, hogy elére meg tud josolni harom nyerd kartyat... Hermann elhallgatott. Ugy
latszott, mintha a grofnd megeértette volna, mit kivannak téle, és szavakat keres feleletéhez.

— Az csak tréfa volt - mondta végre a grofné -, eskiiszom, hogy csak tréfa volt.

— Ezt nem lehet tréfanak nevezni - felelte haragosan Hermann. - Gondoljon csak Csap-
lickijra, akit hozzasegitett elvesztett pénze visszaszerzésehez.

Agrofnd lathatélag meghdkkent. Arcvanasai erds lelki felindulast fejeztek ki; de csakhamar

visszaesett el6bbi érzéketlenségebe.

Eduard Martynyuk, Lukacs Gydngyi, Haja Zsolt és az OPERA Enekkara / OPERA Chorus



— Meg tudja-e mondani - folytatta Hermann - azt a harom biztosan nyerd kartyat?
A grofnd hallgatott. Hermann folytatta:

— Ki szamara tartogatja még titkat? Az unokainak? Ok anélkiil is gazdagok, és nem
ismerik a pénz értékét. Az on harom kartyaja a tekozlén dgysem segit. Aki nem tudja
megtartani apai 6rokséget, az igy is, Ugy is koldussorban hal meg, hidba minden démoni
erd. En nem vagyok tékozIo; ismerem a penzt értékét. Harom kartyaja nem vész karba
nalam. Nos? ...

Megallt, és reszketve varta a valaszt. A grofnd hallgatott; Hermann térdre rogyott.

— Ha szive ismerte valamikar a szerelem érzését - mondta konydrgd hangon -, ha visz-
szagondol lelkesilt pillantasaira; ha legalabb egyszer elmosolyodott ujsziilétt fia sivalko-
dasara, ha lelkében valamikor megdobbant valami emberi érzés, a hitvestars, a szeret6, az
anya erzelmeire, mindarra, ami szent az élethen, kinyGrgok, ne utasitsa vissza kérésemet,
arulja el titkat, hiszen 6nnek mar Ugy sincs sziiksége ra... talan szdrny( blinnel van egybe-
kdtve, az orok dvosség elveszitésével, a 6rddggel cimboralassal... Gondolja meg: 6n dreg,
mar (gysem élet sokaig, magamra vallalom a biinét. Csak bizza rém titkat. Gondolja meg,
hogy egy ember boldogsaga van a kezében, hogy nemcsak én, hanem gyermekem, unoka-
im és dédunokaim is aldjak majd emlékeét, és mint szentet fogjak tisztelni.

A vénasszony egy szt sem szolt.
Hermann felkelt.

— Vén boszorkany! - kialtotta fogait csikorgatva. - Akkor kényszeritlek, hogy felelj!
Azzal eldréntotta pisztolyat.

A fegyver lattara a grofnén masodszor is erds felindulas mutatkozott. Ide-oda kapkodta
fejét, felemelte kezét, mintha védekezni akarna a lovés ellen... Aztan hatrabukatt, és nem
mozdult tobbet.

— Ne gyerekeskedjék - szdlt Hermann, megragadva a kezét -, utoljara kérdem: elarul-
ja-e a harom kartyat? Igen? Vagy nem?

A gréfnd nem valaszolt. Hermann észrevette, hagy meghalt.
[.]

A végzetes éjszaka utan harom nappal, reggel kilenc érakor Hermann elment a ***

monos-
torba, ahol a megboldogult gréfng temetési szertartasat tartottak. Megbanast nem érzett,
de mégsem tudta teljesen elnémitani lelkiismerete szavat, mely egyre ezt ismételte: te
gyilkoltad meg az Gregasszonyt!

[.]

Hermann egész nap rendkiviil nyomott hangulatban volt. Eqy kiskocsmaban ebédelt, s
szokésa ellenére nagyon sokat ivott, hogy izgatottsagat csillapitsa. De a bor még jobban

felizgatta képzeletét. Hazatérve ruhastul végighevert az agyon, és melyen elaludt. Amikor
felébredt, mér késd éjszaka volt: a hold besitott a szobajaba. Megnézte oOrjat: harom-
negyed harom volt. Az dlom kiment a szemébdl. Leiilt az agya szélere, és az treg grofnd
temetésére gondalt.

Ekkor valaki benézett hozz4 az ablakon, és tlistént tovabbment. Hermann ré se hederitett.
Egy perc mulva arra lett figyelmes, hogy az el6szoba ajtajat nyikorgatjak. Azt hitte, hogy
tisztiszolgaja jott haza éjszakai kirandulasardl, rendes szokasa szerint részegen. De a lép-
tek nem voltak ismerdsek: valaki papucsban csoszogva kizeledett. Az ajto kinyilt: egy fehér
ruhds holgy Iépett be rajta. Hermann el@szor dreg dajkanak nézte, és csodalkozott, hogy
mi szél hozta ide ilyen szokatlan idében. De a fehér ruhas nd hirtelen el6tte termett - és
Hermann az Greg grofnét 1atta maga el6tt!

— Akaratom ellenére jottem el hozzad - mondta kemény hangan -, de megparancsoltak,
hogy teljesitsem kivansagodat. A hdrmas, a hetes és az asz egymas utan nyereseget jelen-
tenek, de csak abban az esetben, ha huszonnégy 6ra alatt egy kartyanal tobbet nem teszel
meg, és ha aztan soha tobbe, egész életedben nem veszel kartyat a kezedbe. Es ha nevelt
lednyomat, Lizaveta Ivanovnat feleseqill veszed, haldlomért is megbocsatok...

Trécsanyi Zoltdn forditdsa
(In: Puskin - Regények, elbeszélések. Eurépa Kanyvkiado. Budapest. 1977)
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Synopsis

Actl

Scene 1

As promenaders stroll through the spring sunshine of the Summer Garden in St. Peters-
burg, children accompanied by nurses, governesses and servants play at being soldiers.
Two military officers, Chekalinsky and Sourin, are chatting about the previous night's card
party and the odd behaviour of their fellow officer Hermann, who watches the playing ob-
sessively but never joins in. Tomsky enters the scene in the company of Hermann himself.
Tomsky has noticed Hermann's infatuation for a young beauty, who is none other than
Liza the fiancée of Prince Yeletsky and the jealously guarded foster daughter of an old
countess. Tomsky relates the story of the countess: the old lady is known as the “Queen of
Spades’, because in her youth she was a famous beauty in Paris who learned the secret of
cards from the diabolical Comte de Saint Germain, and wan vast sums using three cards;
she disclosed which three cards they were to her husband and her lover, but then an ap-
parition warned her that if she revealed the secret of the cards a third time, she would die.
Hermann listens to the story with conspicuous excitement as he realises that his yearning
to identify the three cards is related to winning the girl he loves.

Scene 2

In Liza's room, her girlfriends are busy chatting, playing music and acting boisterous. One of
them, Pauling, sings a romance. Only Liza is silent and gloomy. Left to herself, she daydreams
about the unknown young man, Hermann, who then suddenly appears at her balcony door.
The terrified girl tries to send the imploring young man away. The countess, who has already
retired to bed, hears the din and summons her foster daughter to sternly order to go to sleep.
Returning to her room, Liza is no longer able to resist Hermann's amorous advance.

Actll

Scene 1

A festive masquerade in a prominent Saint Petersburg salon. The officers Chekalinsky and
Sourin are again gossiping about Hermann's strange condition. Liza acts markedly coldly
toward her fiancé, Yeletsky, who makes a passionate profession of love to the girl. In des-
perate excitement, Hermann stares out from the thrang of carefree guests; his companions
tease him about the story of the mysterious cards. A few members of the company entertain

the others with a pastoral play, in which the poor Daphnis (portrayed by Pauline) wins the love
of the lovely shepherdess Chlog, while the rich and arrogant Plutus (played by Tomsky) loses
out. Liza secretly gives Hermann the key to her room and whispers the way to the countess's
suite. The horde of guests greet their arriving monarch, Catherine the Great.

Scene 2

Hermann hides in the countess's room in order to learn the secret of the cards from her.
Arriving back from the ball, the countess dismisses her chambermaid. As she undresses,
she reminisces about her lost youth, hums a French tune and dozes off. The sudden emer-
gence of a stranger awakens her: after Hermann's pleading proves useless, he draws a
pistol to try to get her to talk, but she dies from terror. The horrified Liza enters to find the
despairing Hermann and the countess’s dead body.

Actlll

Scene 1

In his barracks room, Hermann is reading a letter from Liza. The girl wants to believe that
the countesss death was an unintentional accident and that Hermann is innocent, and
begs for him to journey away with her. The young man, however, can think of nothing
but the cards. A great storm erupts, and strange sounds are heard. The countess's ghost
appears in Hermann's room and reveals the three cards: three, seven, ace.

Scene 2

On a cold winter night, an anguished Liza is waiting for her beloved on the bank of the Neva.
Hermann arrives, and for a fleeting moment displays his old love for the girl, but then is
again overcome by his crazed fixation with cards and rushes off. In her despair, the girl
casts herself into the cracking ice of the river.

Scene 3

Young Saint Petersburg aristocrats are gambling in a card parlour. Prince Yeletsky, with

whom Liza had broken off their engagement, is drowning his sorrows in the game. Hermann

arrives and surprises everyone by starting to play: he bets on the three and then on the seven,
winning huge sums. On the third round, Chekalinsky isn't willing to continue, so Prince Yelet-
sky challenges Hermann. Instead of the expected ace, Hermann draws the queen of spades,
and the old countess winks at him from the card. The young man breaks down in horror and

shoots himself. Death restores his crazed mind, and he dies thinking only of Liza.
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Tchaikovsky the opera
composer

Although it may seem that the most papular Russian composer of all time poured out his
works effartlessly, the truth is that they came to him only with difficulty, stress, and often
with convulsive efforts. He got into the swing of things only when he was working with a
genre, style and subject that were truly close to his heart: that is, when he was composing
ballet music, when he could imagine himself to be in the golden age of the gallant age of
the rococo, and when his music could express the internal conflicts of heroes suffering
from the sensitivity of their souls. Opera was not his favourite art form; he esteemed
the compasition of symphonies and chamber music much more highly: “Somehow | feel
inhibited and constrained when composing opera. | don't think | will ever begin another one...”
he wrote in a letter in 1879, after having already compased five works of musical drama,
including Eugene Onegin.
In spite of his inhibitions, however, he obviously did not give up working in this genre, and
would return to his labours to compose another five of them before his death, because -
as he wrote in another letter - “the opera has the huge advantage of being able to reach
the masses with music”. The latter statement reveals the schizophrenic nature of Tchaik-
ovsky's personality as a creator: the compaser wished to address the multitudes even as
he spent most of his life escaping from people. He wanted to speak to the general public
despite the fact that his stature and personal disposition would have allowed him to create
at a consistently high artistic level for a smaller audience with sophisticated tastes, and in
order to cater to the “masses” he often employed banal techniques.
He was so dissatisfied with his first two operas, The Voyevoda (1867) and Undina (1869), that
he wanted to destroy the scores right after their premieres. He also felt the urge to with-
draw the third, The Oprichnik (1870-71), but he had already sold it to the Bessel publishing
house. Nine years after the composition of his fourth opera, Vakula the Smith (1875), which
contains beautiful music and has a uniquely Russian character in its details, he revised
it completely and changed the title to Cherevichki. Visiting Paris in 1876, he was greatly
impressed by Bizet's Carmen; in his enthusiasm, he attempted to compose a similar opera
based on the same story by Francesca da Rimini. Eventually, this piece would become an
orchestral one, but around the same time he also composed what could be termed the
“anti-Carmen’: Eugene Onegin (1877-78).
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We might conclude that by setting Pushkin's novel in verse to music, Tchaikovsky had
finally found the theme and genre of “lyrical scenes” that suited him perfectly, and that
he would continue to seek similar subjects for his future operas. His next choice, however,
fell upon Schiller's tragedy Die Jungfrau von Orleans (The Maid of Orleans), and while he also
used Jules Barbier's play Jeanne dArc and the libretto by Auguste Memet for his own text,
he ended up composing a work (1878-79) based on French grand opera in which it was the
large-scale crowd scenes that did not prove to be effective enough. His next apera, Maz-
eppa (1881-82), again dealt with a Russian subject: its literary basis was Pushkin's strange
pseudo-historical short story; large parts of this opera belong to the best of Tchaikovsky's
operatic oeuvre. Ups are followed by downs: in the story of The Enchantress (1886-87)
Tchaikovsky's

interest seemed to be drawn to the figure of Nastasya, who is similar to Tatyana. Perhaps
it was not a coincidence that The Enchantress was a fiasco despite the fact that the com-
poser claimed it was his best opera. His ninth opera was based on another Pushkin short
story: The Queen of Spades (1890). Here, Tchaikovsky managed to find a happy balance
between traditional dramatic situations and the subjective lyricism that was so important
to him. And the last piece of his operatic oeuvre was lolanta (1892), which although not
based on a Russian theme, still nakedly reveals Tchaikovsky's internal world, made up as
it is of sensitivity, seclusion, suffering, a longing for beauty and love and faith in salvation
and the happiness that love brings.

There were huge differences between Tchaikovsky's operas and those of his contempo-
raries

who made up “the Five", although Glinka served as a madel for all of them. The operas of
Mussorgsky, Boradin and Rimsky-Korsakov focused on the fundamental questions of Rus-
sian history and society, and presented them either in a meticulously realistic or an ideal-
ised way. In their operas, the viewpoints are diverse: from his own perspective, Tsar Boris
is just as correct as the people are from theirs (in Mussorgsky's Baris Godunov), Kanchak is
just as authentic a hero as Igor is (in Borodin's Prince Igor), and the listener/viewer can feel
and understand human misery in the traitor Grishka Kuterma (in Rimsky-Korsakov's The
Legend of the Invisible City of Kitezh).

In contrast to these composers, Tchaikavsky is one-sided and subjective, and he sees and
depicts the events mostly through the emotions of his single hero, or rather his heroine, as
was usually the case. What he was great at on the operatic stage was setting the storms
of emotions and the spiritual conflicts of love and suffering into music, depicting silent
tragedies and embedding them into the milieu of everyday Russian life. Neither the chorus

nor the people can serve as a protagonist in his works as they do in Mussorgsky's and
Boradin's: instead they act simply as a musical-theatrical backdrop or as a decorative
sacial environment.

Even in his histarical operas, Tchaikovsky does not concern himself with conflicts of power
and the people; his true area of specialisation is the poetry of the human soul.

Love, passion, and death

The (Queen of Spades was Tchaikovsky's third work to be inspired by Pushkin, and it was the

piece in which the composer diverged the most from the literary source material. Push-
kin's shart story is an ironic and mocking depiction of an ambitious young man of humble

origin who uses every opportunity to quickly and unerringly grow rich through large win-
nings from the card table, unscrupulously exploits the love of the countess” poor step-
daughter and eventually ends up in a lunatic asylum, while Liza marries another young man.
The composer's younger brother and reqular collaborator, Modest Tchaikovsky, wrote a

libretto based on the story in 1888, changing Pushkin's ironic sketch into a romantic mel-
odrama. In the libretto, Hermann is basically a young man with a noble soul who deserves

a better fate; he is driven by his love for Lisa, which is hopeless because of their different
sacial status, and he is only gradually overcome by his passion for gambling. The final

concept of the drama was created by the composer himself, who changed the character
of Lisa in addition to that of Hermann. Lisa, who sacrifices her life for true love, became

the embodiment of the ideal Russian woman. Modest's libretto left the girl’s fate open, and

after the death of the countess, Lisa was not even supposed to appear again; her grand

scene and suicide in the winter night was the composer’s idea (he wrote the text himself),
and he insisted

on it in spite of his brother's wishes. To him, The Queen of Spades was the tragedy of two
persons: Hermann and Lisa. Pushkin's detached novella was transformed into a hot and

passionate story in the opera; however, this apera of Tchaikovsky's does not lack either
saciography or even social criticism.

Tchaikovsky's journal and letters reveal that the composer was deeply immersed in the
warld of the passions of The (ueen of Spades while he was compasing the opera. He shed

tears while writing Liza$s arioso in Act Three and wept while composing Hermann's farewell

aria. “Modi, either | am greatly mistaken or Pique Dame is a masterpiece,” he wrote to his
brother in March 1890. The scene in the countess’ bedroom (Act Twa, Scene 2) evoked



Eduard Martynyuk

different feelings in him: “At one place in the fourth scene, which | was arranging to-day,
| felt such horrar, such gruesome thrills, that surely the listeners cannot escape the same
impressions...”

This scene indeed does have a frightening effect: it is like a good horror film with lengthy,
tension-filled still images followed by sudden cuts - all presented in music with devices
that are partly naturalistic and partly symbolic, but always highly artistic. There are inte-
gral musical antecedents to the Countess’ death scene in the opera: Early on, Tomsky's
ballad in Scene 1 draws a demonic aura around the character of the old woman, and this
story results in Hermann's strange obsession, which makes the character of the already
pitiable young man more and more frightening. As early as the grand love duet at the end
of Act One, whose burning passion reminds the listener of the grand love duets of Puccini,
there is something scary and sick in Hermann's outbursts. At the time, Lisa still attributes
these to the passion

of love, but the viewers' consciousness, however, has already infused with the diabolic
motif of the secret cards, which gradually enmesh Hermann's entire personality like a
spider. Tchaikovsky masterfully weaves the leitmotif method, which he learnt from Glinka,
and not fram Wagner, into the symphonic flow of the opera and makes excellent use of it
to depict his heroes' psyche. When the appearance of the countesss ghost in Act Three
Scene 1 causes Hermann to hallucinate, the power of the effect is similar to that of the
Clock Scene in Baris Godunov. Another shacking mament is when Lisa realises that her
beloved has been driven to madness.

Tchaikovsky had good reason to include the girls suicide in the opera: the inescapability
of human fate can be understood and related to in its own full profundity after these
dual deaths - even those members of the audience who are more attracted to the de-
tached irony of Pushkin's novella than to the immediate passion of Tchaikovsky's opera are
compelled to empathise with the tragedy. The hopelessness of male-female relationships
proved to be a fruitful theme for Tchaikovsky. In a way even mare fruitful than Onegin,
which is not to say that The (Queen of Spades is better than Onegin, but it is certainly more
operatic. Here Tchaikovsky considered it a matter of course to use the conventions of
opera effectively and in their places: he drew on Mozart and the Italian-French tradition as
well as from Bizet. In each scene of The Queen of Spades, the moment when the environ-
ment is established is an outstanding ane: the viewer/listener feels himself to be among
the promenaders in the St Petersburg garden (Act One, Scene 1), in the noble family’s salon,
where the everyday pastime of making music at home with a piano and singing is under-

way (Act One, Scene 2), and the whirl of the aristocratic masked ball, where the guests are




being entertained with ornate rococo music (Act Two, Scene 1), in the loneliness of the
cold and bleak winter night (Act Three, Scene 2), and in the gambling hall with its exalted
atmosphere (Act Three, Scene 3).

The tragedy of the two protagonists is interwoven into the everyday routine of the world of
the nobility in the life of the Russian capital, first latently, and then breaking out repeatedly
until finally reaching its climax. On finishing the opera, Tchaikovsky wrote to his brather
Modest as follows: I am either terribly and inexcusably mistaken, or The Queen of Spades is
truly the chef doeuvre of my life...” Even if posterity considers the more remarkable and,
in certain respects, mare refined Onegin to be Tchaikovsky's most fascinating opera, this
opinion does not diminish the importance of The Jueen of Spades.

The conception of The
Queen of Spades and its
history on stage

Tchaikavsky compased the entire opera between 31 January and 8 April 1890, a strenuously
laborious period of only nine weeks that fell during the creative period of his residence in
Flarence. As his journal shaws, he warked both in the marning and in the afternoon, allow-
ing himself a short walk along the main street of Florence after lunch, and visited casinos
or, more rarely, went to the theatre, where “they played boring Bellini operas”, in order to
unwind or perhaps for the purpose of gaining first-hand experiences. He had time to visit
the Uffizi and the Pitti Galleries only after completing The (Jueen of Spades.

It was Ivan Vsevolozhsky, the director of the Imperial Theatres, whose idea it was to set
The Queen of Spades to music and who also suggested that Tchaikovsky move the story
from Pushkin's 1820s to the late 18th century, to the outwardly glittering St. Petersburg
of Catherine the Great, which could be sumptuously illustrated on stage. The composer
happily accepted this idea, more so because it was the period of Neoclassicism and Ro-
coco, a golden age of music that had always been the quintessence of his dreams, and his
works composed in this style - Variations on a Rocaco Theme and Mozartiana Suite - were
conceived in the spirit of

carefree beauty and harmony. It was probably a special challenge for him to merge the
exaggerated passions of Romantic music with the balance of Neoclassicism. This playing
with styles, which could be called a special montage technique, proved to be so successful
that not only does neither style overshadow the other one, the Neoclassical chorus and
pastorale in the ball scene and the French song sung by the old countess before the death
scene, which is a direct allusion to Grétry's opera Richard Coeur-de-lion, even actually high-
light the tragedy taking place at the same time or afterwards with the powerful effect of
contrast. Tchaikovsky seems to have felt just as comfortable with playing around with
styles from the era of his favourite composer, Mozart, as he did with expressing emotions
and states of mind in music.

When composing the pastorale and the ballet-divertissement of the ball scene, he wrote
the following in his journal: “At times it seemed as though | was living in the 18th century, and
that there was nothing else beyond Mozart.”

The rehearsals of the new Tchaikovsky opera began at the Mariinsky Theatre in Saint Pe-
tersburg in November in the presence of the composer and under the baton of the Czech
Eduard Napravnik, who also conducted the premieres of many famous 19th century Rus-
sian operas, including Boris Godunov. Tchaikovsky had intended the twa principal roles in
The Queen of Spades for Nikolay and Medea Figner, two beloved and celebrated singers
who were also a married couple, and they were the ones who sang at the premiere. The
dress rehearsal was held on 19 December in the presence of the monarch and various
Saint Petersburg dignitaries. The premiere on the following day, 18 December 1890, was a
great success, although the critics sniffed, panning mainly the libretto, and not praising
Tchaikavsky's music excessively, either.

The first premiere of the opera outside of Russia took place in Darmstadt in 1900, and
Gustav Mahler conducted it in Vienna in 1902. It was premiered in Milan in 1906, in Berlin in
1907, in Stockholm in 1909, in New York in 1910 and in Paris in 1911.

It was only in 1945 that the Hungarian premiere took place. Although the Opera House was
not damaged heavily in the siege of Budapest, and its company was brimming with fresh
talent, the theatre was hardly able to stage any new premieres. Obviously, it could not have
been a coincidence that General Director P4l Komaromi chose Tchaikovsky's The Queen of
Spades, which had never been performed in Hungary before, as the first important novelty.
The choice of the work and the symbolic date of the premiere (10 November) were clearly
gestures toward the occupying Soviet forces. The spectacular premiere (director and set
designer: Gusztav 0lah), which took the shivering audience to the dazzling world of Tsarist
Russia in the late 1700s, might have been attempting to make the viewers forget that
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Hermann and his comrades came from the same country as the Soviet troops who were
marching in the streets of Budapest. Two decades later, in September of 1971, the Moscow
Bolshoi Theatre brought Tchaikovsky's masterpiece to Budapest as ane of its reqular guest

performances. It is quite likely that this event attracted the attention of Andras Békés, who
staged The Queen of Spades at the Erkel Theatre in March of 1977 under the baton of two
young conductors: Adam Medveczky and Janos Kovacs. The current production of The

Queen of Spades has been on the repertoire since 2003.

Pushkin: The Queen of
Spades

Excerpts

There was a card party at the rooms of Narumov of the Horse Guards. The long winter night
passed away imperceptibly, and it was five oclock in the morning before the company
sat down to supper. Those who had won, ate with a good appetite; the others sat staring
absently at their empty plates. When the champagne appeared, however, the conversation
became more animated, and all took a part in it.

“And how did you fare, Surin?” asked the host.

“Oh, I'lost, as usual. | must confess that | am unlucky: | play mirandole, | always keep cool, |
never allow anything to put me out, and yet | always lose!”

“And you did not once allow yourself to be tempted to back the red?... Your firmness aston-
ishes me.”

“But what do you think of Hermann?" said one of the guests, pointing to a young Engineer:

"he has never had a card in his hand in his life, he has never in, his life laid a wager, and yet
he sits here till five oclock in the morning watching our play.”

“Play interests me very much,” said Hermann: “but | am not in the position to sacrifice the
necessary in the hope of winning the superfluous.”

“Hermann is a German: he is economical—that is all'” observed Tomsky. “But if there is one
person that | cannot understand, it is my grandmother, the Countess Anna Fedotovna. [...]
About sixty years ago, my grandmother went to Paris, where she created quite a sensation.




People used to run after her to catch a glimpse of the ‘Muscovite Venus.  Richelieu made
love to her, and my grandmother maintains that he almost blew out his brains in conse-
quence of her cruelty. At that time la dies used to play at faro. On one occasion at the
Court, she lost a very considerable sum to the Duke of Orleans. On returning home, my
grandmather removed

the patches from her face, took off her hoops, informed my grandfather of her loss at
the gaming-table, and ordered him to pay the money. My deceased grandfather, as far as
| remember, was a sort of house-steward to my grandmother. He dreaded her like fire;
but, on hearing of such a heavy loss, he almost went out of his mind; he calculated the
various sums she had lost, and pointed out to her that in six months she had spent half
a million francs, that neither their Moscow nor Saratov estates were in Paris, and finally
refused point blank to pay the debt. My grandmother gave him a box on the ear and slept
by herself as a sign of her displeasure. The next day she sent for her husband, hoping that
this domestic punishment had

produced an effect upon him, but she found him inflexible. For the first time in her life, she
entered into reasonings and explanations with him, thinking to be able to convince him
by pointing out to him that there are debts and debts, and that there is a great difference
between a Prince and a coachmaker. But it was all in vain, my grandfather still remained
obdurate. But the matter did not rest there. My grandmaother did not know what to do. She
had shortly before become acquainted with a very remarkable man. You have heard of
Count St. Germain,

about whom so many marvellous stories are told. [...] Even to this day my grandmother
retains an affectionate recollection of him, and becomes quite angry if anyone speaks dis-
respectfully of him. My grandmother knew that St. Germain had large sums of money at his
disposal. She resolved ta have recourse to him, and she wrote a letter to him asking him
to come to her without delay. The queer old man immediately waited upon her and found
her overwhelmed with grief. She described to him in the blackest colours the barbarity of
her husband, and ended by declaring that her whole hope depended upon his friendship
and amiability.

“St. Germain reflected.

“| could advance you the sum you want, said he; ‘but | know that you would not rest easy
until you had paid me back, and | should not like to bring fresh troubles upon you. But there
is another way of getting out of your difficulty: you can win back your money.’

“But, my dear Count, replied my grandmother, ' tell you that | haven't any money left.

w

Money is not necessary, replied St. Germain: ‘be pleased to listen to me.’
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“Then he revealed to her a secret, for which each of us would give a good deal..."

The young officers listened with increased attention. Tomsky lit his pipe, puffed away for
amoment and then continued:

“That same evening my grandmother went to Versailles to the jeu de Ia reine. The Duke of
Orleans kept the bank; my grandmother excused herself in an off-hand manner for not
having yet paid her debt, by inventing some little story, and then began to play against him.
She chose three cards and played them one after the other: all three won sonika, [Said of
acard when it wins or loses in the quickest possible time.]and my grandmother recovered
every farthing that she had lost.”

“Mere chance!” said one of the guests.

“A tale!” observed Hermann.

“Perhaps they were marked cards!” said a third.

‘I do not think so," replied Tomsky gravely.

“What!” said Narumav, “you have a grandmother who knows how to hit upon three lucky cards
in succession, and you have never yet succeeded in getting the secret of it out of her?”

“That's the deuce of it!" replied Tomsky: “she had four sons, one of whom was my father; all
four were determined gamblers, and yet not to one of them did she ever reveal her secret,
although it would not have been a bad thing either for them or for me. But this is what |
heard from my uncle, Count Ivan llyich, and he assured me, on his honour, that it was true.
The late Chaplitzky - the same who died in poverty after having squandered millions - ance
lost, in his youth, about three hundred thousand roubles - to Zorich, if | remember rightly.
He was in despair. My grandmother, who was always very severe upon the extravagance of
young men, took pity, however, upon Chaplitzky. She gave him three cards, telling him to
play them one after the other, at the same time exacting from him a solemn promise that
he would never play at cards again as long as he lived. Chaplitzky then went to his victo-
rious opponent, and they began a fresh game. On the first card he staked fifty thousand
rubles and won sonika; he doubled the stake and won again, till at last, by pursuing the
same tactics, he won back more than he had lost ...

[.]

Three antiquated chamber-maids entered the bedroom, and they were shortly afterwards
followed by the Countess who, more dead than alive, sank into a Voltaire armchair. Her-
mann peeped through a chink. Lizaveta Ivanovna passed close by him, and he heard her
hurried steps as she hastened up the little spiral staircase. For a moment his heart was
assailed by something like a pricking of conscience, but the emotion was only transitory,
and his heart became petrified as before.[...]



Like all old people in general, the Countess suffered from sleeplessness. Having undressed,
she seated herself at the window in a Voltaire armchair and dismissed her maids. The
candles were taken away, and once more the room was left with only ane lamp burning in it.
The Countess sat there looking quite yellow, mumbling with her flaccid lips and swaying to
and fro. Her dull eyes expressed complete vacancy of mind, and, looking at her, one would
have thought that the racking of her bady was not a voluntary action of her own, but was
produced by the action of some concealed galvanic mechanism. Suddenly the death-like
face assumed an inexplicable expression. The lips ceased to tremble, the eyes became
animated: before the Countess stood an unknown man.
“Do not be alarmed, for Heaven's sake, do not be alarmed!” said he in a low but distinct

voice. " have no intention of doing you any harm, | have only come to ask a favour of you.”
The old woman looked at him in silence, as if she had not heard what he had said. Hermann
thought that she was deaf, and bending down towards her ear, he repeated what he had
said. The aged Countess remained silent as before.

“You can insure the happiness of my life,” continued Hermann, “and it will cost you nothing.
I know that you can name three cards in order—"

Hermann stopped. The Countess appeared now to understand what he wanted; she
seemed as if seeking for words to reply.

“It was a joke," she replied at last: “l assure you it was only a joke."

“There is no joking about the matter,” replied Hermann angrily.

“Remember Chaplitzky, whom you helped to win."

The Countess became visibly uneasy. Her features expressed strong emotion, but they
quickly resumed their former immobility.

“Can you not name me these three winning cards?” continued Hermann. The Countess re-

mained silent; Hermann continued:

“For whom are you preserving your secret? For your grandsons? They are rich enough with-
out it; they do not know the worth of money. Your cards would be of no use to a spendthrift.
He who cannot preserve his paternal inheritance, will die in want, even though he had a
demon at his service. | am not a man of that sort; | know the value of maney. Your three
cards will not be thrown away upon me. Come!"...

He paused and tremblingly awaited her reply. The Countess remained silent; Hermann
fell upon his knees.

“If your heart has ever known the feeling of love,” said he, “if you remember its rapture,
if you have ever smiled at the cry of your new-born child, if any human feeling has ever
entered into your breast, | entreat you by the feelings of a wife, a lover, a mather, by all that
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is most sacred in life, not to reject my prayer. Reveal to me your secret. Of what use is it to
you?... May be it is connected with some terrible sin with the loss of eternal salvation, with
some bargain with the devil... Reflect,— you are old; you have not long to live—l am ready to
take your sins upon my soul. Only reveal to me your secret. Remember that the happiness
of amanisin your hands, that not only |, but my children, and grandchildren will bless your
memory and reverence you as a saint...”

The old Countess answered not a word. Hermann rose to his feet.

“You old hag!" he exclaimed, grinding his teeth, “then | will make you answer!”

With these wards he drew a pistol from his packet. At the sight of the pistal, the Countess
for the second time exhibited strong emotion. She shook her head and raised her hands
as if to protect herself from the shot... then she fell backwards and remained motionless.
“Come, an end to this childish nonsense!” said Hermann, taking hold of her hand. "l ask you
for the last time: will you tell me the names of your three cards, or will you not?”

The Countess made no reply. Hermann perceived that she was dead!

[.]

Three days after the fatal night, at nine o'clock in the morning, Hermann repaired to

the Convent of —, where the last honours were to be paid to the mortal remains

of the old Countess. Although feeling no remorse, he could not altogether stifle the

|

voice of conscience, which said to him: “You are the murderer of the old woman
[.]

During the whole of that day, Hermann was strangely excited. Repairing to an out-of-the-
way restaurant to dine, he drank a great deal of wine, contrary to his usual custom, in the
hope of deadening his inward agitation. But the wine only served to excite his imagination
still more. On returning home, he threw himself upon his bed without undressing, and fell
into a deep sleep.

When he woke up it was already night, and the moon was shining into the room. He looked
at his watch: it was a quarter to three. Sleep had left him; he sat down upon his bed and
thought of the funeral of the old Countess.

At that moment somebody in the street looked in at his window, and immediately passed on
again. Hermann paid no attention to this incident. A few moments after wards he heard the
door of his ante-room open. Hermann thought that it was his orderly, drunk as usual, return-
ing from some nacturnal expedition, but presently he heard footsteps that were unknown to
him: somebody was walking softly over the floor in slippers. The door opened, and a woman
dressed in white, entered the room. Hermann mistook her for his old nurse, and wondered
what could bring her there at that hour of the night. But the white woman glided rapidly

"

across the room and stood before him—and Hermann recognised the Countess!

‘I have come to you against my wish,” she said in a firm voice: “but | have been ordered to

grant your request. Three, seven, ace, will win for you if played in succession, but only on
these conditions: that you do not play more than one card in twenty-four hours, and that
you never play again during the rest of your life. | forgive you my death, on condition that
you marry my companion, Lizaveta Ivanovna.”

With these words she turned round very quietly, walked with a shuffling gait towards the
door and disappeared...

Translated by H. Twitchell
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