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|. Antecedents of theresearch

Elza Szamosi (1881-1924) was one of the most inflaeHungarian opera
singers of the first half of the twentieth centukith her renditions of
leading roles such as Mimi, Cio-Cio-San and Mirgti¢dungarian and North
American premieres of the Puccini operas, she ilmsdrher name into the
annals of opera performance. Szamosi’'s unique padoce style drew on
three interpretational schools: the French musitage of the turn of the
century (e beau idégl verismoand the operetta. Her renditions of the
Puccini roles, shaped by the above influences,ahéithdamental effect on
the reception of Puccini’s operas in Hungary, dmelthree styles combined
in her highly successful portrayals of alluring Bedemale characters like
Carmen, Dalila or The Queen of Sheba as well. Blzamosi's significance
to twentieth-century Hungarian culture is made emtdby the poems (e.g.
Gyula Juhasz:Carmen 1920) and paintings (Endre Komaromi-Kacz:
Madama Butterflyc. 1909) her performances inspired, and als@ferences
to her art in novels by Gyula Krudy (1910s) andkdaRabian (2011).

Despite her significance to music history, the lifeElza Szamosi is
mostly the stuff of legend, and a large part of bareer remains to be
studied. Her career, apart from an article by Vén®omogyi in the series
“Operatic Pantheon” from the journislluzsika(July 1962), has not yet served
as the subject-matter of an independent publicatidéer biography was
published in brief entries in musical and theatrieaica (edited by Aladar
Schopflin, Péter Ujvari, Bence Szabolcsi and Alatiath, Gyorgy Székely,
Karl Josef Kutsch und Leo Riemens in chronologiceder), and further
information can be gleaned from remarks scattehedughout books and
chapters on the history of the Royal Hungarian @erd on the reception of
Puccini in Hungary (writings by Tibor Tallian, Gé&alk, Giorgio Magri,
Beatrice Tottéssy and Maurizio Ceccarelli come tmdh These sources
laconically demonstrate one of the most excitimgyisig careers of turn-of-
the-century opera culture, focusing only on the tnegsential elements of her
art.

Scholarly study of Elza Szamosi's career from thpeat of musical
interpretation is deficient. Her performance stykes not discussed before the
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present thesis, apart from a few remarks by Titallidn in his chapters on
the history of the Opera House and the prelimimasgarch connected to this
thesis. For the most part the French, Italian, Blwhgarian performance
schools mentioned above have not been investigatddtail by scholars of
musicology. The sound recordings of Elza Szamoslerizetween 1905 and
1913 have never formed a part of performance studigen the authors of
the articles discussing the history — at leastdrt p of the interpretation of
Puccini (Richard Dyer, David Hamilton, Emanuele i8erand Thomas
Seedorf) have not dealt with them for reasons atdessibility. Szamosi is
virtually unknown to international musicologicalsearch. Therefore, it is
rather surprising that her name is mentioned inbibek titledLe donne di
Puccini by Amelia Bottero (1984), and in Jim McPherson'ice on the
history of the Castle Square Opera Company (2003).

I1. Sources
Unfortunately, Elza Szamosi did not write memo#scordingly, | was only
able to use her interviews published by the daigsp in Budapest and in the
US, and one of her private letters as autobiogcabtsources. This letter,
dated on the basis of its contents as having be@temvin 1904 (National
Széchényi Library, Manuscripts Collection), was mtiscussed in the
previous literature. | verified and fleshed out trif lexicon articles written
about her with the help of archival sources anitlag from the daily press.
This was possible because daily press underwent ramliferation in
Budapest at the turn of the century. The newspagasthe newly founded
gutter press reported day by day on opera perfatewmrproviding the most
current information on guest performances, engag&neeleases, and also
publishing bits of gossip about the popular actomd singers. Therefore, |
processed a large number of press articles whitlormeing research for my
dissertation.

| used three different types of sources for thermetation analysis.
Since each of Elza Szamosi's operetta or operaipaaihces was reviewed
by ten or more newspapers, critics’ opinions onn®8x=’s singing and acting
can readily be compared with one another. Furthezmiobecause Szamosi
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was active during the first two decades of thd' 2@ntury and took an
interest in technological advancements as well,umber of her sound
recordings are available to us today. With theiphe scholar today can form
a correct estimate of her voice and its utilizatiavhich can then be
compared with reviews by her contemporaries. | ased archival scores as
sources of her performance practice. One of the mgsortant among them
is a handwritten part book of the title roleMadama Butterflywhich can be
linked to Elza Szamosi (National Széchényi Librafheatre History
Collection). With the help of the entries in th&rpbook, it is almost possible
to reconstruct her stage acting. Szamosi's physippkearance on stage can
be investigated with the help of her many photoggaps well, some of
which are listed and published in the appendix.

I11. Research Methods
While writing the biography of Elza Szamosi | comgmhthe lexicon articles
with archival sources, information from the dailyeps and the list of
Szamosi’'s performances. | compiled the chronolo§yher performances
with the help of four sources — the continual perfance lists of the
Hungarian State Opera, Alfréd Jénas’s handwrittatalogue of operatic
roles (National Széchényi Library, Theatre Histd@pllection) and the
playbills from Hungary and abroad served as a Hasisy research, which
was extended with the help of the daily press ledicThe list of the concert
appearances was compiled partly on the basis obitiee database of the
Archives for 26—21" Century Hungarian Music (Institute for Musicology,
RCH HAS) titledConcerts in Budapest from 1900 to Our Dagd partly on
the basis of the daily press again. As mentionddreeSzamosi’s life events
were revealed by careful scrutiny of the archivalrses and the daily press.
Musical scores, written sources and sound recosdiveye used for the
interpretation analysis. | discussed the elemehthendifferent performance
styles in themselves as well, but focused mainl\seamosi’s interpretation.
Finally, | analysed the joint presence and the chpéthese styles in a more
complex way on the basis of Szamosi’'s two most intgod repertoires of
roles in Puccini operas and other exotic femalescoWhile examining the
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latter, | made an attempt to hermeneutically inetrpSzamosi's unique
performative tools in the wider context of exotinisDuring my investigation
of Szamosi's two important Puccini-roles | attentbte provide an indirect
textual analysis.

On the one hand, it is possible to deduce fromesesi of other
performers’ portrayals of the same role how Szammgsdrtrayal differed
from theirs. This method is especially fruitful iine case of premieres with
double casts like the 1905 Budapest premieréaoBohemeby Giacomo
Puccini. On the other hand, based on current relsearin interpretation
theory by Nicholas Cook and Daniel Leech-Wilkinsavhich have not yet
been assimilated by Hungarian musicologists, | tyread the reviews
written about world premieres or local premieresthat is, reviews
uncoloured by experience of former performances a-\Wway that enables me
to deduce something about the performers’ inteatiets from the
reviewers’ general remarks on the music itself.

To provide an appropriate discussion of the intetgifon theoretical
phenomena, recourse to previously underestimatgestyof sources —
photographs, early sound recordings — was unavidddine exploration of
these largely unknown sources can itself be qedlifis scholarly work, but
since the Hungarian performance studies literatuaikes very limited use of
them, | found myself needing a new methodologicgipraach to
contextualize, interpret, and evaluate the souncapiestion. Thanks to the
interference of the methods of discology and theiomlogical investigation
of the performance studies, in the past one aralfalacades distrust of early
sound recordings has decreased, yet a completéadghdiscussion of the
sounding oeuvre and performance style of an opegeisfrom the turn of
the century remains rare. The most popular singketisat era who — with the
help of early sound recordings — can still be héaddy are discussed mostly
in chapters of journals and books specializingdoording history, and in
excerpts of books about the general history of isgng The mainly
discological and biographical investigations, whaghve as starting points of
the interest for the singers of the turn of thetaen have yet to inspire more
ambitious musicological research focused on therthef interpretation.
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| therefore applied the newest results and methonds only of
musicology but also of discology when creating ti@rpretation analysis
case studies of my thesis. With the help of thest¢haus, | managed to
contextualize, date, and evaluate the sound ramgsdof Szamosi and to
compare them with recordings of other contemporsingers. | did the
comparative analysis partly in a computational w@yith precise
measurements), and partly in an empirical way byseobng and
characterising the aural experience. The catalefube recordings of Elza
Szamosi, published in the appendix, is compileddoordance with current
discographical standards.

IV. Research Results

My dissertation is the monograph of a performewhich | explored—in as
much detail as possible—the significant, yet foe timost part unstudied
career of an opera singer important both to Huagagind to international
music history starting with her debut in Magdebwgd ending with a
discussion of her last concerts in Budapest. Inctse of Elza Szamosi, this
is a crucial exploration because her career aftddlwas scarcely known
until now. Since the singer’s first husband, Nan&wmlé, and later Elza
Szamosi herself occasionally used the contempanggia to manipulate the
public, my uncovering of the facts made it possitdeclarify or debunk
several legends from the time such as Szamosi'sofdairth, which can be
found in two different versions in the sources, tiuestion of her losing her
voice, and the history of the famous photographesgnting Elza Szamosi
and Giacomo Puccini on the stage of the Royal Huagapera House. By
processing the daily press, | gained access to eatgdeal of novel
information relevant to Hungarian music historyt mmly concerning the
Italian private voice teachers (Quirino Merli andui@ina Gianolli-
Lorenzini) working in Budapest, the summer fessvalh Ostende or the
history of Hungarian musical theatre in the Unigdtes, but also the genesis
and development of some stage works like the opéthory Erzsébeby
Sandor Szegdh or the operett&ndlich alleinby Franz Lehar.



Although the main character of the dissertatioorisy one performer, |
was able to examine through her personality a qdati phenomenon of the
interpretation history of the turn of the centutlye combination of different
operatic performance styles appearing in the wérdne specific performer.
To put this complexity in context, | traced thenoesmcerning interpretation
history and theory which were unexplored so farr fexample, the
characteristics oke beau idéabhnd its reception in Hungary, the definition
and reception history of the performance styleteelato verismg and the
possible performative aspects of exoticism. In ptdematch the theoretical
approaches with the aural vocal experience, therpnttation analysis
comparing the arias frorha BohemgMadama Butterflyand Carmenwas
made using a much broader selection of sound rammdhan what is
common to other studies.

The repertoire and genre diversity of Elza Szanmmippared with that
of her contemporaries like Emmy Destinn, Geraldtaerar or Lina Cavalieri
who were successful in similar repertoires, candvmed unique not only
today, but also in her era. She was almost the fenhale opera singer at the
turn of the century who became an epoch-makingop@sr of both operas
and operettas. On the basis of the comparativepiition analyses it
became detectable how this unique performance stflieenced the next
generation of Hungarian opera singers, for exantipdéelvig Bendiner (1885—
1970), llona D6mMotodr (1885-1966), or later, PirofRasette] Anday (1903—
1977).

Szamosi’'s renditions of Puccini roles may be comgavith the work of
Italian opera singers of her day, for example wlith performance of Cesira
Ferrani, who sang in the world premieredM#non LescauandLa Boheme.
Although this performance style was approved byckucimself, it later
disappeared from the increasingly uniform interai Puccini-
interpretation. However, in Hungary, it continuedinfluence the reception
history of the operas of the Italian composer. Smil® interpretations of
Puccini, which assimilated the elements of the grerince style of the
operetta as well, had a marked and long-lived @rfte on the reception of
La BohémandMadama Butterflyn Hungary.
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V. Publications and papersrelated to the topic of the dissertation
Publications

“Performance style of the operetta embodied in afemperformance practice: An
analysis of Elza Szamosi's 1908 recording of ‘Miiagmno Mimi'.” Online
publication on the webpage of AHRC Research CeiatrdMusical Performance as
Creative Practice (CMPCP)http://www.cmpcp.ac.uk/events/psn-conferences/psn-
conference-3-july-2014/thursday-17-july-2014&and  http://www.cmpcp.ac.uk/wp-
content/uploads/2015/11/PSN2014_Szabo(pAfAugust, 2014)

“Val6jdban milyen is a »kdnnyed operett-stilus«®/hat, in fact, is the “graceful
operetta-style” like?] In: Adam Ignacz (ed.Mifajok, stilusok, szubkultarék.
Tanulmanyok a magyar popularis zefiéfGenres, Styles, Subcultures. Studies in
Hungarian Popular Music]. Budapest: R6zsavolgyi&sa, 2015. 41-56.

“Interpretaci6 — recepcid — hatastorténet. Moderpera és modern operai
eléadoniivészet Budapesten a szazadfordulén (1890-1918)terfiretation —

Reception — Reception History. Modern Opera and éflodOperatic Performance
Practice in Budapest at the Turn of the Century9(+8918)] In: A Magyar

Tudomanyos Akadémia posztdoktori Osztondijasainalszdmol6i. 2013-2015
[Reports of the Postdoctoral Scholarship Holdersttef Hungarian Academy of
Sciences. 2013-2015]. Budapest: MTA, 2015. 44.

Lecture Recital:

“Szamosi Elza és a korai magyar Puccini-stiluegadetességei” [Elza Szamosi and
the Characteristics of the Early Hungarian Puc8tyle], with Ildik6 Szakéacs. (21
September, 2013, Budapest, Doctoral School of bzt Academy).

Unpublished Conference Papers:

“Eroticism and Exoticism in Performance Style. El@aamosi, an Exotidfemme
fatale” (12 December, 2015, Budapest, Exoticism, oriégraand national identity
in musical theatre. International Musicological @rence on the Centenary of the
Death of Karl Goldmark)

“The Recordings of Elza Szamosi (Samek).” (14 M&@17, Hannover, 15.
Diskografentag of the Gesellschaft fur HistorisGloatrager)

“Szamosi Elza Amerikdban (1906-1907)" [Elza SzaminsAmerica (1906-1907)]
(21 February, 2018, Budapest, Conference of ther 20ddaly Zoltan Scholarship
holders)



