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1. Background information of the research

Ferenc Erkel’'s opera entitledBank banwas premiered in March 1861. For the world
premiere the material of a manuscript score thetday known as thautograph,and is
preserved in the National Széchenyi Library, wasdusiowever, the autograph does
not only contain Ferenc Erkel’s handwriting, busalthe handwriting of his sons
(Gyula Erkel, Sandor Erkel), as well as that of wepyists (or orchestrators?) yet to be
identified. There are some signs referring to tlaet fthat Erkel's sons keenly
participated in the composition of the work: a &ngart of the opera was orchestrated
by them, and they composed orchestral parts ett86%, the idea arose that the opera
should be presented in Kolozsvar, but the scorelEdnt to Transylvania in 1866 was
different from the autograph, showing traces ofgiewn. The identity of the person who
carried out this revision and its exact date rens@iknown. It might have been done by
Erkel himself, but there is no concrete evidenceawfirm this supposition. Despite the
fact that the revision mostly relates to instrumaéioh (and some cuts), it decisively
alters the sound at several places. Consequehigyyérsion shall be considered of full
value, if not the composer’s final version.

Out of this version, five, essentially similar hamtdten copies have been preserved: the first amebe
found in the Sheet Music Archive of the Hungaridat& Opera House (C1), the second one in the Arad
Art Museum (C2), the third one in the sheet musahize of the Hungarian State Opera of Kolozsvar
(C3), the fourth one in the Music Archive of thetldaal Széchenyi Library (C4, not to be confusedchwit
the autograph), and the last one in the sheet narsttive of Jubildumsstadttheater Baden bei Wien
(Austria) (C5). As a result of the thorough compani of these copies a critical edition was borisebda

on C1 as its main source. (Bank ban. Erkel Fererer&p3. Vol. 1-3. published by Miklés Dolinszky.
Budapest: Rozsavolgyi és Tarsa, 2009. in the présgse sources have only recently been discovered
and identified, and thus a modern critical editonld not have been possible to date.

This version was performed at the production ind¢sl/ar in 1866, but in Budapest it
did not see frequent use: in the National Theatet m the Opera House, Erkel
probably conducted the material of the world premi&he situation became especially
chronic when in the late 1930s the management @fQpera House had the opera
revised due to the alleged weakness of the libiattb prosody (the revision was done
by Kalman Nadasdy, Nandor Rékai and Gusztav Ol&ahg final result, however
severely mangled and distorted the piece. The p8d€entation stirred up much debate,
but the version presented there became well esteduli and has been the basis of
performances since then, both in the capital asediere in the country.

The revision was extended not only to the librettd ¢he prosody but to the entire opera: the orlgina
system of separate numbers was cut to pieces,canel les were abbreviated or lengthened. Thaticoul
be the reason why Petur’s part became Biberachmsth®r important action of the revisers (havingvgra
consequences) was that, since according to thégmjent there was no suitable heroic tenor to giay t
title role, they transposed the ban’s role to baet while Tiborc became bass.

It can be maintained that for almost a hundred syear appreciable study had been
published on the work (except for Mosonyi's twa@es that were published still in the
year of the premiere). Although there came out samtngs in the Erkel Memorial



Volume by Bertalan Fabo in 1910, those rather wéstorical accounts and only few of
them dealt specifically with Erkel's works. And ewvéf they did so, they did not
approach Erkel’s works in an expert, professionahner.

After 1950, the number of writings began to inceea®ut of them Janos Mardéthy’s
study of almost monographic scope should be natad ramaturgy of Ferenc Erkel’s
operas and some questions concerning the develdprhepera, 1955)Although this
work is full of deficient and irrelevant recognii® (mixed with a fair amount of
ideological didactics), it uses the autograph @adtof the 1940 revision) as the object
of analysis, and the conclusions are drawn frorh\taesion. The breakthrough came in
1961 with Laszl6 Somfai's studyP(oblems of Erkel's manuscriptsih which he
identifies the different handwritings occurring time autograph and dispels the myth
surrounding the ‘Erkel workshop'.

In 1993 (in the year of the centenary of Erkel'satti¢, a recording based on the
autograph was issued, and in the same year TidbamTa important study appeared in
the musical journaMuzsika This study emphasized the virtues of the origusakion,
emphasized Erkel’s far-reaching, large-scale prahwaged the opera’s restoration both
in performance practice and publishing.

The publishing of the critical collection of Erkekgperas started in 1998. The first piekEria Batori,
came out in 2002.4szI6 Hunyadivas issued in 2006, while the publicatiorBéink bans due in 2009.

2. Methods of Analysis

In the last 25-30 years, | have seen and listem8é&mnk banon countless occasions, so |
know it very well. Getting acquainted with the anigl piano extract, then later with the
recording based on the autograph was extremelyaliege for me. After some
investigation, | discovered that not only the lasgale dramaturgy mentioned by Tibor
Tallian, but also the whole acoustic dramaturgsyastem of the opera is remarkable.

Tracing back the entire philological backgroundlad opera did not seem to be to the
purpose. On the one hand, it has already been lwpadot of people, and on the other
hand it would have immensely increased the extensfomy dissertation, and the
substantial part would have been difficult to fallo

| also had to identify those areas that — althotlngly could be more or less related to
the acoustic dramaturgical research — were nongatke it. That is the reason why the
several problems in connection with the Erkel wbdgs the 20th-century revision and
the libretto (and also with prosody) were omittétie first, introductory chapter deals
with this question.

The following, second chapter contains an extendisteof the particular acoustic
dramaturgical devices occurring@ank ban



1. the tonality order

2. the role of motives, melodies and rhythms

3. theinteractionsbetween characters that affect the use of deviesdiomed under
points 1. and 2.

4. the small and large forms of the opera

5. and the instrumentation of the opera.

In the following, third chapter, the numbers of thpera are surveyed, and the
applications of the above mentioned acoustic drargetal devices are studied through
excerpts.

3. Results

The results of the investigation can be summangeter the following points:
1. The keys are arranged into circles according t@#e principle.

The modes of théonal axis make up thenotherland — fate — lovigiangle. Their
meanings can combine or transform. Around this,asahtaining the mode€
major — A minor — A major — E flat major — C minor, typically Bank, Melinda,
Petdr and the Discontented sing. (The missing kegsi0t present in the opera).

Around thedominant axis, the trinity ofreign — oppression — li@ppears. The
modes related to the voices of Gertrud, Endre, @nith occasionally of the people
of the Court can be found heré:minor — G major - E major - B major — G
minor — D flat major — B flat minor. This is to some extent richer and more
diverse than the system of modes of the tonal #8asides the above mentioned
characters Bank and Tiborc also very frequently meeles around the dominant
axis.

Around thesubdominant axis appear the keys of emotions and passianajor —

D minor — A flat major — F minor — A flat minor. Sharp keys are practically
absent here. This kind of gazing down into the desk and the A flat minor
passage located at the dramatic peak of the operaagtrange, dark mood to these
parts of the opera.

2. The use of motives, melodies, rhythms: melodies aematives related to the
Hungarians and to the Strangers (the Meranians, the Germans) can be
differentiated. The most striking rhythms are chteastic, heel-clicking closing
cadences associated with the Hungarians, and thedi@e with remarkably plain
rhythm connected with the Meranians (i.e. the GeshaAs far as the special use of
chords is concerned, the consistent use of the sixte ajoutéean be mentioned.

3. The key dramaturgy and the network of motives dnythims can not only be linked
with persons, but also with thoughts and situatioftsus the use of key of the
interacting characters, as different from that of the normay, kis of special



significance. This may have several forms, the nobsrracteristic one being when
two characters — mainly with adverse interests rfroot and influence each other,
or attempt to do so.

4. Small and large forms: the 8 and 16 bar passag#®uti extension are typical.
They frequently make uBar- Gegenbarformsr forms organised according to the
strophic principle, becoming multiple, compoundgkar forms, constituting finally
the large form of the opera, where a laBpgrform consists of three acts (Act | —
Stollen, Act I Stollen, Act Ill- Abgesang).

5. Although the instrumentation does not exceed tharadteristics of the
contemporary lItalian and French opera, Erkel attagerplaces uses special
instruments.

The rarity of these instruments is relative: theawetflute and the harp were not considered to ftge ra
even at the time, whereas the English horn was stk reinstrumentation of one of the arias of
Laszl6 HunyadiThe cimbalom has become an instrument with sigmificepertoire since then. Only
the viola d’amore has been considered as rarity gxee.

These instruments not only make the palette of dounare colourful: their use is
also part of the acoustic dramaturgical concept.

The quartet consisting of viola d’amore — cimbalornglish horn — harp (completed by three solo
violins) serves as the accompaniment of the opeexi¢ral aria. In other numbers, the English horn,
the cimbalom and the octave flutes can be assdctatd/lelinda and the heroic ideals that may be
linked to her.

Erkel is very sparing as far as the use of thestruments is concerned, thereby
strengthening their acoustic dramaturgical value.
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