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Tancjaték harom felvonasban
Comic dance in three acts

Zeneszerzé Composer LEO DELIBES
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Cselekmény

l. felvonas

A galiciai hataron all6 lengyel varoska féterén plakatragasztd serénykedik. Hirdetménye harangavato
{innepségre és az azt kovetd tancversenyre hiv. A harangontd lanya, Swanilda is részt vesz a versenyen.
Uj ruhajat mutatja a baratndinek, és kis tancot lejt. Benépesil a tér, a fiatalok tncolni kezdenek. A legé-
nyek érdekl6dését felkelti az 6reg ezermester, Coppélius hazanak ablaka mdgétt Gl lany. Hogy magukra
tereljék a figyelmet, virtudz tancba kezdenek. Ferenc, Swanilda vélegénye is részt vesz a tanchan, amely-
nek vegén az ablakban il szépséq koszdnete jeledl ledobja a zsebkenddjét. Ferenc biiszkén mutatja a
keszkendt, azonban Swanilda mindent latott, és hiaba minden magyarazkodas, a lany sértetten elrohan.
A filkat tovabb foglalkoztatja a titokzatos lany. Zajt csapnak a feltalalg haza koriil, mire az kiront, és
elkergeti Gket. A tavozo Coppélius a dulakodas sorén elvesziti hazanak kulcsat, amit Swanilda egyik
baratndje talal meg. Mivel a lanyok is szeretnék megtudni, hogy ki az ismeretlen lany, mind beosonnak az
ezermester hazaba. Az izgatott Coppélius rosszat sejtve siet be hazanak nyitott ajtajan.

Il. felvonas

Alanyok megszeppenve kezdik felfedezni az ezermester dolgozdszobajat. Swanildat csak ,vetélytars-
ndje" érdekli, fel is fedezi az ablakmélyedésben. Kozelebb lép hozza, igy rajén, hogy csak egy baba.
Alanyok dnfeledt jatékba kezdenek, minden automatét felniznak, és Coppélia is tancol nekik. Ekkor
érkezik meg Coppélius, és elzavarja a hivatlan vendégeket. Az ezermester munkahoz Iat, hogy a ked-
vencét, Coppéliat tokeletesitse. Kihozza az ablakmélyedésbdl, de csak késébb veszi észre, hogy egy
eld ember rejt6zik az alarc alatt. A babut most Swanilda jatssza, mert nem volt ideje elmenekiilni a
hazbol. Ferenc gurul be a kémeényen at, hogy visszaadja a lanynak a zsebkenddjét és megismerkedjen
vele. Coppélius leitatja a fiat, majd bemutatja neki az dlruhas Swanildat, aki meg szeretné leckéztetni
volegényét. Ferenc eleinte félszegen viselkedik, aztan nekibatorodik és udvarolni kezd. Swanilda nem
birja tovabb, és leveszi alarcat. Coppélius hahotazik a fiu felsilésén, erre Ferenc diihdsen térni-zazni
kezd, véqiil magaval viszi az igazi Coppélia babat.

lll. felvonas

Kezdetét veszi a harangavato nnepség, viddm mazurkat tancolnak. Sietve jn Ferenc, vallan a babéval.
Felhizza a szerkezetet, és Coppeélia tancolni kezd. Ferenc Swanilda bocsanatat keri, de az eldszor nem akar
megbocsatani. A békiilést Coppélius zavarja meg, aki sértetten magyarazza a polgarmesternek, hagy mi-
kent tették tinkre a szerkezeteit, majd elégtételt kivetel. A kart vegil a harangontd teriti meg, igy Coppeélius
a babujaval tavozhat. Végiil minden jora fordul, a szerelmesek kibékilnek, és kezdddhet a tancverseny is.






Az 0s-Coppelia
-Coppel

A Coppélia a kés6romantikus balettek koziil a legsikeresebb alkatas, amely a vilag szinpadain ma is
jelen van. Keletkezésének torténete az 1860-as évek végére visz minket vissza, amikor a Masodik
Csaszarsag vezetdje, IIl. Napoleon és gyonyor( felesége, Eugénia csaszarné meég nem sejtette, hogy
uralkodasa hamarosan véget ér.

P&rizs a romantika Gta a balett févarosanak szamitott. Itt mutattak be A szilfidet, a Giselle-t, a Paquitdt,
Akalozt és a Coppélidt is. A tanctorténet legnagyobb tancosndi versengtek a Rue Le Peletier-n emelke-
d6 operahazban a nézk elismeresért. Abban az épliletben, amelyben a vilagon elsékent alkalmaztak
gazvilgitast, s amelynek 1873-as vesztét is a gaz okozta, ugyanis 27 ora leforgasa alatt porig égett.

Arthur Saint-Léon (1821-1870)

A romantika koranak egyik fontos alakja Saint-Léon, aki mind tancosként, mind koreografusként
beirta nevét a tanctdrténetbe. Mindez sz6 szerint értendd, hiszen konyve és levelei érdekes, tanul-
sagos olvasmanyként szolgalhatnak ma is. Eppen ezért méltanytalan, hogy a legnagyobb tancalko-
tok kozil sokszor kihagyjak, pedig tobbek kdzt 6 ismerte fel, hogy kéros a balerindk aranytalan istenitése,
amelyet a tanckar egységesen magas szint(i munkajaval szeretett volna ellensulyozni. Heged(-
miivészkent, zeneszerzéként, koreografuskent és elméleti szakemberkent is jelentdset alkotott, a
sors fintora, hogy eredeti koreografidja mégsem maradt az utdkorra.

E jol cseng6 név egy tancost és egy zenészt rejt egy személyben, ugyanis sokaig nem délt el, hogy
a gyerek Saint-Léanbdl hegedd- vagy tAncmivész lesz-e. Mindkét téren tehetseget mutatott, maga
Paganini is szivesen fogadta novendekei koze. A heged(eé volt a fdszerep gyerekkoraban, a balett a
masodik helyre szorult vissza. Tancosként 1835-ben debiitalt Minchenben, majd csaladja visszatért
Parizsba, ahol a kdzdnseq a béséges zenei kinalat miatt mar kevéshé volt kivancsi zenei képességei-
re. Albert-nél tanult, akit koranak egyik leghaladabb pedagdgusakeént tartottak szamon. Briisszel utan
Saint-Léont Utja Londonba vitte, ahol kivald tanckeszségét, muzikalitasat, remek alkatat és megnyerd
vonasait dicsertek. Tancat - annak virtuoz és ujszerd volta miatt - Herkules sportjanak” nevezték.
Az angol fdvaroshan ismerkedett meg Fanny Cerritdval (1817-1909), a napolyi balerinaval, kora eqyik
legnagyszer(ibb tancasndjével, aki a felesége lett. Cerrito révén Saint-Léont Eur6pa-szerte megis-
merték, de a feleséq is élvezte e hdzassag elbnyeit, hiszen férje szamos balettet készitett szaméra.
Barhova vetddtek a vilagban, mindig sikeriik volt, tobbek kdzt Pesten és Temesvaron is jartak 1846-
ban. A gyorsan alkotd tancos lassan kareografussa érett és korabbi balettek atdolgozasa utan szii-
letett meg legendas balettje, Az drddg hegediije (1849, Cesare Pugni zenéjére), amelyben Saint-Léon
hegediilt és tancolt is. Emellett tanitott a Parizsi Operaban, és 1852-ben kiadta a Stenochoreographie
cimd konyvét, amelyben ismertette tanclejegyzési rendszeret.



1847 és 1851 kozott dsszesen 0t balettjét mutatta be és tartotta repertoaron a Périzsi Opera (A mdrvdny
menyasszony, A markotdnyosnd, Az Grddg hegeddje, Stella, Paquerette). 1866-ban aratta méasodik zajos
venedett meg a Kaukazusban jatsz0dd mesei tortenet, amely akkoriban a parizsiak szamara az eqzo-
tikus kelet egy elérhetetlen darabja volt. A balett szévegkdnyvét egyébként Charles Nuitter, az opera
levéltarosa készitette. A romantikus tanchagyomanyt a koreografus Naila, a forrastindér személye
révén viszi tovabb, hiszen a tiindér sajat szerelmét aldozza fel, hogy a halandd Djémil elnyerhesse
Nouredda szivét. Mivel Saint-Léon 18593-tdl halalaig vezetd balettmester volt az orosz cari szinhazak
szolgalataban, igy kevesebbet tudott Parizsban tartozkodni. Hogy mindkét allasa kivanalmainak eleget
tehessen, minddssze a nyarakat tudta Franciaorszagban tolteni. Mar j6 ideje megvolt a felkerése egy
balettre, amelyet Nuitter-vel kozdsen kellett bemutatniuk, de a megvaltsitas folyamatosan csuszott.
El6szbr az id6 sz(ike és a folytonos oda-vissza utazasok hatraltattak a koreografia elkeszitését, majd
a f6szerepl@ balerina hagyta ott a félkész produkciot. Ezutan 0] tancosnét kellett keresni. Saint-Léon
Adele Grantzow személyeében meg is talalta az idedlis Swanildat, azonban Ujabb akadaly gordiilt a
bemutatd elé: Grantzow 1868 nyardn silyosan megbetegedett. Minden alkoténak megvolt a maga
favoritja a ndi fdszerepre, Nuitter Léontine Beaugrand-t szerette volna latni, Delibes pedig Angelina
Fiorettit. Miutan Saint-Léon megnézte, majd alkalmatlannak talalta a jeldlteket, elkiildte a zeneszer-
z6t, hogy nézzen szét Italidban, hatha talal alkalmas tancosnét. Delibes el is utazott, azonban nem
lelt senkit, aki megfeleld technikai tudassal rendelkezett volna, raadasul elég karizmatikus lett volna.
igy a Coppélia bemutatdja ismét tovabb cstiszott. Végiil mégis csak a koreografus jart szerencsével,
ugyanis elvet6dott Mme Dominique-hoz, aki kordnak neves pedagdgusa volt, és néla érdekldddtt.
Talalt is egy 15 éves lanyt, aki elnyerte a tetszéset, azonban driasi volt a kockazat, hiszen a ndvendék
meg nem volt szinpadképes, csupan a tehetség jeleit mutatta. Ugyan nem lett volna pelda nélkdl allo
eset, hogy a szinpadon egy ennyire fiatal lany tancoljon ilyen fontos szerepet, Saint-Léon mégis a
varakozas mellett dontdtt, és a mesterndre bizta a ndvendék képzésének felgyorsitasat.

1869. végére a balett gyakorlatilag készen allt, de a bemutatara végiil csak sziik egy év mlva, 1870.
majus 25-én kertilt sor a csaszari par jelenlétében, A blvds vaddsz cimd opera utan. Ez akkoriban be-
vett szokas volt. A 16 éves Giuseppina Bozzacchi tancolta Swanilda szerepeét, Eugénie Fiocre Ferencet
és Edouard Dauty Coppéliust. Ma furcsanak tiinik, hogy eqy férfi szerepét nd tancolta, de akkoriban en
travesti - azaz az ellenkezd nem ruhajaban - szinpadra lépni teljesen megszokott dolognak szamitott.
Egyreészt az 1870-es évekre a balett m(ifaja elndiesedett, masrészt a balettek nem tartalmaztak még
emeléseket, tehat egy né nyugodtan partnerolhatta a masikat, ha nem volt megfeleld férfitancos.

A premier oriasi sikert hozott mindenkinek. A publikum és a balettomanok el voltak ragadtatva a ze-
nétdl, illetve a koreografia és a muzsika egységétdl. Raadasul sokan beleszerettek a fiatal balerinaba,
aki szinészileg és technikailag is kiéllta a probat, emellett még &rtatlanul szép és természetes is volt



a bemutato nézéi szerint. Eugénie Fiocre kora jeles szépségenek szamitott, igy rajongdinak szinte
mindegy volt, hogy mit tancolt.

A siker sajnos nem tartott sokaig, mivel 1870 juliusanak kdzepén kitdrt a francia-porosz haboru.
Szeptember 2-an lI. Napdleon lemandott, és ugyanezen a napon vératlanul elhunyt Saint-Léon
is. A porosz csapatok koriilvették Parizst, a szinhazak is zarva maradtak. A varos ellatasa egyre
rosszabba valt. llyen krilmények kdzott betegedett meg Bozzacchi, aki éppen a 17. szliletésnapjan
halt meg himlében.

Beleszeretni egy bababa...

E furcsa téma meglehetdsen gyakran fordul el az irodalomban. Elég csak az ¢kori Pygmalionra
gondolni, aki beleszeretett sajat teremtényébe, Galateidba. A megelevenedett szobor térténete
el6fordul a 20. szazadban is G. B. Shaw-nal, igaz, ebben az esetben mar nem az életre kelt marvanyé
a fészerep, hanem egy nyelvileg mveletlen lanybol lesz tarsasagi holgy. A Coppélia-torténet alapja
Ernst Theodor Amadeus Hoffmann (1776-1822) A homokember cim( novelldja. A fdszereplé Nathanael
gyermekkoratol kezdve képtelen szabadulni a gonosz Coppéliustdl, aki szemekkel kereskedik. Ez a
satani figura késdbb akkor is felbukkan, amikor Spalanzani professzor bemutatja a lanyat, Olympiat a
tarsasagnak. Nathanaelnek azonban nem tinik fel, hogy Olympia eqgy gépezet, igy beleszeret a lanyba.
Amikor Spalanzani professzor nem tudja kifizetni Olympia szemeit Coppola mesternek, az magaval
viszi a szerkezetet. Ett6l Nathanael egészen megvadul és kés6bb egy szamara hasonldan ingerl§
szituacioban a varos tornyabdl a mélybe veti magat.

Hoffmann irdsaban a romantikus szerzd kiilonleges iranti fogekonysagat kell elsdsorban latni.
Eldszor is felkelti az erdeklddeést Coppélius alakja irant, akir6l keveset arul el. Nathanael néz6pontjabol
l4tjuk a velejéig romlott embert, akinek a nyomaban mindig pusztulas jar. De vajon Coppélius
ennyire gonosz vagy Nathanael nem épelméj(i? Nyilvanvaloan az elborulg elme reakcidit, félelmeit
olvashatjuk ki Nathanael soraibdl. Ugyanakkor nagyon érdekes latni, hogy mikézben a romantika a
hétkdznapi élettdl vald eltavolodast helyezi elétérbe, mekkora jelentdséget tulajdonitott Hoffmann
kora a technikai fejlddésnek. Az ir¢, bar nyugodtan nevezhetjiik polihisztornak is, tbb miveben sze-
repeltet kiilonbdzd szerkezeteket, automatakat.

Hoffmann kalandos élete soran sok mindent kiprabalt és a mivészet tobb teriiletén mutatkozott
tehetségesnek. Furcsa madon, bar 6nmagat elsdsorban hires zeneszerzének szerette volna Iatni, ma
inkabb az irodalmi tevékenyseget tartjuk nagyra. Ezen kivill festett, vezényelt, rendezett, és civil életében
még a jogi palyan is megprabalt érvényestilni, igaz, ambicioja inkabb a mdvészetek iranyaba vezérelte.
Az ir¢ darabjait, s kiiléndsen A homokembert tobbszor feldolgoztak. 1852-ben Adolphe Adam irt ope-
rat bel6le A niirnbergi baba cimen, Offenbach pedig el6bb a Trebizond hercegndje cim( operettjében
(1869) alkalmazta szinpadra, majd ugyanezen baljéslatd torténet elevenedik meg a Hoffmann meséi
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cim( operaban, amelynek els6 képe lett Olympia torténete. Szintén Hoffmannak kdszonhetjik az
elmaradhatatlan karacsonyi balett alapjul szolgalo torténetet, A diotdrdt is.

A Coppélia-valtozatok vandorlasa

Nagyon ritka, hogy eqgy széz évnél is id6sebb balett koreografidja autentikus formaban megmaradjon.
A Coppélidé sem maradt rank, legalabb is nem a Saint-Léon-féle véaltozatban. Az egyik els6 atdolgozas
még Szentpétervaron tortént 1884-ben, amikor Marius Petipa (1818-1910) a parizsi véltozat alapjan be-
Cecchetti (1850-1928) dtletei és koreografiai megoldasai is beépiiltek. Ezt a valtozatot probéalta meg
szinpadra éllitani Szergej Viharjev a moszkvai Bolsoj szinpadan 2009-ben.

Hogy mi alapjan? Még a 19. szazad végén Vlagyimir Sztyepanov (1866-1896) 24 romantikus és klasz-
szikus alkotast (tobbek kdzétt Petipa, Ivanov, Perrat balettjeit) rogzitett kiilinbdzd mélységig a maga
lejegyzési rendszerével. Ezeket a feljegyzéseket az 1917-es forradalom alatt Nyikolaj Szergejev vitte
Nyugat-Eurdpaba. El6észor a Gyagilev vezette Orosz Balettnél kisérelte meg felhasznalni ezt a kincset
éré anyagot, azonban a Csipkerdzsika premierje utan ra kellett débbennie, hogy a tarsulatvezet( a
modernizmus felé kormanyozza egyiittesét. Késtbb Parizsban ez alapjan allitottak szinpadra a Giselle-t,
Angliaban pedig a Csipkerdzsikdt, majd a Coppélidt 1933-ban. Szergejev haléla utén a hagyaték
a Harvard Egyetem birtokaba ker(lt, amelyet azonban nem tudtak értelmezni. £z utan kerilt el§
a Szovjetuniobdl Sztyepanov kézirata, amely kulcsot jelentett a meglévs anyaghoz. igy sikeriilt
Viharjevnek visszavarazsolni, és a mai technikai kdvetelmeényekhez igazitania a Coppélidt, amelyet
azbta is repertodrjan tart a moszkvai Nagyszinhaz.

Ugyanezen a nyomon kel elindulni, ha a mai londoni valtozatot akarjuk megfejteni. Ninette de Valois
(1898-2001) elgszor 1933-ban a Vic-Wells Ballet - bar ez roviditett elGadas volt -, majd 1954-ben a
Sadler's Wells Ballet szaméra vitte szinre a Coppélidt. Ez utébbit rdgzitette teljes egészében a BBC.
Szintén ide, a Sztyepanov-lejegyzésen alapuld variansok kozé sorolhatd Pierre Lacotte koreogréafiaja,
amelyet a Périzsi Opera szamara készitett 1973-ban.

George Balanchine 1974-ben a sajat és Alexandra Danilova emlékei alapjan almodta meg a maga
Coppélidjat a New York City Ballet szdmara, azonban ez a véltozat is az 1894-es Petipa-Cecchetti-féle
produkcidra vezethetd vissza. A Balanchine-féle Coppélia az elmult években a drezdai Semperoper
repertodrjan szerepelt. A vilag balettszinpadain altalaban a fent emlitett valtozatoknak valamilyen
kevereke szerepel. Uj, az eredetitdl" teljesen eltérd produkciobdl is szamos akad. Vannak olyanok,
amelyekben még a térténet is megvaltozik, de a legtdbbjik valamennyire koveti az eredeti cselek-
menyt. Abban viszont az 0] atiratok is zommel megegyeznek, hogy Delibes zenéjét hasznaljak. Roland
Petit Coppéliusa (1975) inkabb amolyan Fred Astaire, aki az emberek helyett jobban szereti a jatékokat,
igy az 6 babaja egy rangybaba, amelyet a sajat testéhez erdsitett tanc kozben. A legtjabb variansok



kozll az erdekesseq kedvéért kiemelhet Maguy Marin Lyon szdmara késziilt produkcigja, amelyet
1993-ban mutattak be.

Patrice Bart a Parizsi Opera szamara 1996-ban készitette el a ma is m(isoron Iév6 produkciot. Ebben
alegnagyobb lelemény, hogy Coppélius alakjat megkettdzi a koreografus. A rokonszenves ezermester
helyett dpiumpipat szivo, késd negyvenes, elegans iddsodd Ur Coppélius, aki emberi roncsként jelenik
meg, mivel egyszeriien nem képes felfogni, hagy élete szerelme meghalt. A szerep rossz oldalat pedig
az dreg és gonosz Spalanzani professzor testesiti meg, aki mindent elkdvet, hogy Swanildat leitatva
Coppélius Gjra meglelje a szerelmet. A sgtét tdrtenetbdl igy kimarad Coppélia szerepe, Ferencbdl
pedig diak lesz, aki vegil megmenti szerelmét. Ez a kiegyensilyozatlan véltozat sok zenei betoldassal
éppen azt hagyja el, ami az 6svaltozatban annyira vonzo volt: a kdnnyed szorakoztatas lehet6segeét.
1999-ben Charles Jude vitte szinre Bordeaux-ban a Coppélidt, és az egész cselekményt a musicalek
fénykoraba, az 1950-es évekbe helyezte &t.

A Coppeélia Magyarorszagon

A Nemzeti Szinhdz mutatta be el6szdr a Cappélidt 1877-ben. A Campilli Frigyes koreografélta el6a-
dasban Coppini Zs6fia volt Swanilda és Miiller Katica tancolta Ferencet. Coppélius szerepében maga
a szinpadraallito lépett fel. Ez a produkci6 keriilt &t a frissen megnyilt Operaba 1884 karacsanyan.
1912-ben, a Guerra-éra vége felé a mester is felUjitotta a balettet. Swanildat ezuttal Nirschy Emilia,
Ferencet Kods Margit, Coppéliust pedig Smeraldi Cézar alakitotta.

Ezutan pontosan hisz évvel kés6bb kapott ismét U koreografiat a balett. 1932. majus 14-én Jan
Cieplinski koncepcigja szerint zajlott le a bemutatd, a latvanyt Olah Gusztav tervezte. A harom kép-
bél allo, egyfelvonasos eléadas a meseiséget hangsulyozta. Swanildat Szalay Karola, Ferencet Brada
Rezs6, mig Coppéliust Harangozd Gyula tancolta. Ez a produkcio megérte a masodik vildghaboru
véget, nagyjabol minden évben jatszottak néhany estén at. A Cieplinski-valtozatnak akadt néhany
Ujdonsaga a korabbiakhoz kepest. Ez volt az elsg eset, hogy Magyarorszagon férfi tancos alakitotta
Ferenc szerepét, a méasik, hogy a darabot ugyan még mindig egy felvonasban jatszatta a lengyel
mester, azonban mar a maihoz hasonlo szovegkonyvvel. Az els6 kép tartalma teljesen megegyezett a
maiéval. A mésodik kép Coppélius hazaban jatszddott, azonban Coppélia torte dssze az automatakat,
majd a végén 6 maga is eltdrt. A harmadik jelenetben még nem volt harangiinnep, csak a fiatal par
hazasodott dssze, és Coppeélius megkapta az anyagi karpotlast dsszetort automatai utan.

1953. aprilis 24-én kerlt sor az Erkel Szinhazban a Harangoz6 Gyula altal koreografalt, harom felvona-






50ssa bivitett Coppélia Gsbemutatdjara, amely valtozatlan formaban 2000-ig szerepelt a repertoaron.
Itt mar kettds szereposztassal dolgozott a szinhaz, ennek megfeleléen Swanilda szerepét Kovats Nora
és Pasztor Vera, Ferencét Rab Istvan és Vashegyi Ernd tancoltak felvaltva. Coppéliust Harangoz6 Gyu-
la formalta meg ismét, mig darabbéli baba-lanyat Racz Boriska tancolta. A balett diszletei és jelmezei
nagymértékben kovették az 1932-es, 0lah Gusztav altal készitett latvanyt, bar 1954-ben a diszleteket
mar FUIGp Zoltén, a jelmezeket Mark Tivadar tervezte.

Harangozo Gyula ma is él6 valtozataban az elsd felvonas nagyjabal illeszkedik a nemzetkozi szinpa-
dokon lathatd produkcidkhoz. Minddssze annyi maradt ki bel6le, hogy a lanyok az allitlagos lengyel
népszokasnak megfeleléen nem kérdezik meg a gabonakéveket, ki lesz a parjuk. A masadik felvonas
cselekmeénye is csak kicsit valtozott meg: Swanilda bujik bele Coppélia jelmezebe, hogy megleckéz-
tesse Ferencet. Rdadasul a lany semmilyen automatat nem tor dssze, ezt a csapast Ferenc méri Cop-
péliusra, amikor Gsszeddnti az automatékat, és magaval viszi Coppéliat a harangavatéra. A harmadik
felvonas altalaban egy nagy tancaradat (divertissement) szokott lenni, amint a Ninette de Valois-féle
feldolgozashan lathatjuk. Nala mintha a harak tanca elevenedne meg: az egyes tancosntk a nap-
szakok hangulatat vagy a napszakhoz kapcsoldo jellemz6 tevékenyseget tancolnak el, igy a hajnalt,
az imat, végil a delet. Ezt koveti az eljegyzési kettds. Ezzel szemben Harangozo Gyula elveti ezt a
kancepcitt. Nala a harangiinnep a harang tényleges felavatasat jelenti, amelyet lengyel tancok koré
epit ugy, hogy természetesen a szerelmesparnak legyen ideje kibékdlni és tancolni is. Véqul &ltalanos
béke és tanc zarja az linnepséget, amelyet a tancmester vezényel le.

Mivel az eredeti tanczene nem lett volna elég hosszli egy haromfelvonasos baletthez, Kenessey Jend
a koreografus elképzeléseinek megfelelden zeneszamokat valogatott dssze Delibes mas mdveibdl. A
legtdbb részlet a Naildbdl szarmazik, példaul a hires Coppélius-monaldg zenéje is, amikor az ezer-
mester eltancolja, hogy miféle méltanytalansag tortént vele. A Naila mellett a Jean de Nivelle-bél is
keriltek zeneszamok a balettbe.

Ma mér tudjuk, hogy a bemutatd idején is értette a nézé, hogy az egyik legkedvesebb szereplé maga
Coppélius. Az 6 kiildnc figuraja nagyon is emberi gyarlosagokbal épill fel, igy az 6vé a legszerethetébb
karakter. Raadasul az ezermester alakjanak tancos megvalgsitasa.

2003 oktoberének végén a koreografus fidnak, ifj. Harangozo Gyulanak igazgatésa alatt az Erkel Szin-
hézbol a Coppélia atkeriilt az Operahaz szinpadara. Azonban nem egy egyszer( kéltdztetesrdl volt sza,
az eldadas Uj diszletet es jelmezeket kapott, mindkett6t az eredetibdl kiindulva kellett megterveznie
az alkotoknak. A diszlet Csikos Attila munkéja, a jelmeztervek pedig Velich Rita keze aldl keriltek
ki. Emellett a balett 0], a 21. szézad elvarasainak is megfelel§ blvészeffektekkel béviilt Ungar Aniko
segitségevel. A folytonossag megteremtese érdekében a régi eldadasbol csak néhany kellék keriilt be
a ll. felvonasba.









A Koreografus:
Harangozo Gyula

Harangozg Gyula 1908-ban sziiletett Budapesten. Személyében a 20. szazad els6 jelentds magyar ko-
reografusat tiszteljik. Jo sportolokent és a festészet rajongéjaként penzkeresési céllal szegédatt el
statisztanak az Operahazba. A didtdrg orosz tancaban aratta elsd sikerét, amit operak karakterszamai
kdvettek, véqiil az Albert Gaubier altal szinpadra allitott A hdromszéglet( kalap kormanyzojaként ugrott ki.
71 évesen olyan sikerrel alakitott egy roskatag vénembert, hogy az Operahdz azonnal magantancosnak
szerzddtette. Valdjaban hidnyoztak a balett alapjai, leginkabb az orosz néptancokban volt jaratos.

Az 1930-as évek elejétdl Harangozo Gyula elsajatitotta a balett Iépéseit és egyre-masra kapta azokat
a karakterszerepeket, amelyek illettek az alkatahoz és nagyon egyéni szerepformalo, karikirozo ké-
pességet koveteltek. Kiemelkedd sikereket vivott ki maganak Bécsi Urfiként a Pesti karnevdlban, 6reg
csdszként a Magyar dbrdndokban, nagybacsikent a Kuruc mesében, és a Fababkent A fabdl faragott ki-
eletében, ugyanis ekkor kerdilt szinre élete elsd egyfelvonasosa, a Csdrdajelenet. Amit a sajtd hianyolt
Cieplinskinél, azt mind megtalélta es kit6r6 Grommel dvdzdlte a Harangozd-miben. A két képbdl allo
kompozicio zenéjet Hubay Jend szerezte, és sok segitséget kapott Olah Gusztavtol, a szinhaz diszlet-
és jelmeztervezdjetdl, aki iddvel operarendezoként is jelentfs szerepet toltdtt be. A Csdrdajelenet
sikerét mutatja, hogy az Operahaz szinte minden kilfdldi vendégjatekan nagy sikerrel mutatta be, és
ezutan az immar koreografussa is avanzsalt alkot azt készitett, amit csak akart.

1937-ben két honapos tanulmanyttra ment Londonba, ahol Leonide Massine, az Orosz Balett egykori
tancosa és koreografusa azonnal le akarta szerzddtetni. A pesti Operahaz ezt nem hagyta, azonban
nem kototte gizsba Harangozot: minden lehet8séget megadott neki, hogy kiilfolddn eléadasokat néz-
zen, nemzetkdzi kapcsolatokat alakitson ki és betanitsa kareografiait kiilféldon, a milanai Scalaban
példaul kettdt is (Miraggio, Polovec tdncok). Budapesten is egymast kovették az egyfelvonasos bemu-
tatok. A Sybill tetszetds tdncai, a Csizmds Jankd, a Polovec tdncok az Igor herceg cimi operaban majd
onalléan is, a Francia saldta, a Mdria Veronika, a Pozsonyi majdlis, a Rémed és Julia, a Nilusi legenda, a
Korsa, A porul jart kérd, a Szerelmi dlmok. Megannyi kiilénbdzd tematikaju, érdekes és innepelt darab.
Harangozé Gyula életében cstcspontot jelentettek a Bartok Béla altal komponalt tancjatékok. Amint
korabban emlitettiik, ezek kdziil A fabdl faragott kirdlyfi Fabab szerepével talalkozott el6szér. Ugyan-
ezt a mlivet maga is szinre vitte 1939-ben Bartok intencicival 8sszhangban, s6t, arra is ra tudta venni
a mestert, hogy kiegészitd zenét komponaljon a cimszerepld kifaragasahoz. 1941-ben Harangozo



A csodalatos mandarinon dolgozott, amelyet Magyarorszagon addig még nem jatszottak. A bemutatot
1941-ben sajnos le kellett fujni, mert az Operahaz nem véllalta a konfrontacidt az erkolcsveddkkel
szemben, akik felhabaritonak talaltak, hogy a haz ,megszentelt” falai kozott egy ilyen profan torténet
elevenedjen meg. A koreografus tancmiveszt hamarosan még egy nagy csapas érte, amikor felesége,
akinek a Romed és Julia ndi fészerepét készitette, 32 évesen varatlanul elhunyt.

A habor( utan Harangozo els6 koreografiaja A csodalatos mandarin volt, ekkor Bartok mar nem élt.
Még ez a véltozat sem az eredeti, Lengyel Menyhért-féle szovegkonyvet kdveti, ugyanis a vezett-
ség még mindig felt a bukastal, igy a cselekményt egy tavol-keleti harembe helyezték at. Harangozo
nemzetkozi karrierjének elindulasat elébb a Il. vilaghaborU torte ketté, majd Magyarorszag szovjet
érdekszferaba keriilését és betagozddasat kellett atélnie. A fordulat éve utan megérkezd elsd szovjet
balettmester azonnal kimondta az itéletet: az egyfelvonasos baletteknek el kell téinniiik, hiszen a bal-
ettmiivészet nem halado agat kepviselik. gy illant el visszavonhatatlanul eqy szempillantas alatt a két
vildghaboru kozotti korszak majdnem minden alkotasa. A balettegyiittes létszdma ugyan gyarapodott
és technikai szinvonala is emelkedett a szovjet hatasnak kdszdnhetden, azonban Harangozo Gyula
kezdett hattérbe szorulni. Mivel masnak nem volt hozza foghato tekintélye, 1960-ig § lett a balet-
tigazgato, viszont elég sok gondja akadt a minisztériummal és az ellene megfogalmazott kritikakkal.
Mindennek dacara alkotott tovabb a megvaltozott viszonyok kdzdtt is. 1948-ban mutatta be a Térze-
nét, amely meg a régi” nyugatos divatot, az Orosz Balett iranyvonalat kivette, aztan 1951-ben mér az
0j igények szerint harom felvonasosra bévitette a Csdrdajelenetet Keszkend cimen. Két évre ra pedig
megsziiletett a Coppélia haromfelvonasas valtozata. 1956 nyaran keriilt sor A csodalatos mandarin
bemutatojara, amely kirobbano sikert aratott. Ez volt az elsg eset, hogy az Operahédzban az eredeti
szbvegkonyvvel kerlilt szinpadra Bartdk Béla pantomimje. Az 1956-0s forradalom a balettegyittest
kiilondsen mélyen érintette, ugyanis a vezetdszolista-garda nagy része kiilfdldre tavozott. A megiire-
sedett helyeket fel kellett tolteni, hogy jatszani lehessen. £z a feladat ismét Harangozo Gyulara harult.
1959-ben sor kerlilt A hdromszdgletd kalap és a Seherezddé bemutatojara, majd 1960 nyaran szinre
keriilt a harom felvonasos Ludas Matyi.

1961-t6l utan darabjai lassan eltdntek a repertoarrol az egyetlen Coppélidt leszamitva, s végil legsze-
retettebb ,gyermekét’, A csodalatos mandarint is levették a mdsorrdl, hogy helyet adjon egy masik
koreografiai valtozatnak. A mestert 1974-ben érte a hall. Harangoz6 Gyulat negyven évvel a haldla
utén is zsenidlis karaktertancosnak tartjuk. Mindig azokban a szerepekben volt a legjobb, amelyeket
amaga alkatéra és képességeire koreografalt. Ezekben alkotott zsenidlisat, maradandot. Jellegzetes,
rugalmas lépései, grimaszai, Otletei 6rokre bevéstdtek azok emlékezetébe, akiknek szerencséjlik volt
latni 6t. Koreografiai koziil a Coppélia, a Térzene, a Seherezddé és A csodalatos mandarin a magyar
tanctorténet meg6rzendd értékei.



A zeneszerz06: Léo Delibes

Clément Philibert Léo Delibes egy postamester és egy amatGr operaénekesnd fiaként sziiletett 1836.
februar 21-én Saint-Germain-du-Val telepiilésen. Elsg zenei leckeit édesanyjatdl, illetve annak orgo-
nista batyjatol kapta. 1847-ben elhunyt a zeneszerz6 apja, igy 6zvegye a Périzsba koltdzés mellett
dontétt. Kisvartatva Delibes mér a parizsi Madeleine templomban, majd az Opera korusaban énekelt.
Ezutan kezdte meg tanulmanyait a parizsi Konzervatériumban, ahal orgonajatekot és zeneszerzést
tanult. Ez utabbit attdl az Adolphe Adamtol (1803-1856), akinek a neve sikerei cslicsan egyet jelentett
a vigopera miifajaval és a remekbeszabott balettzenékkel. Mara operai koziil csak Franciaorszagban
jatszanak néhanyat (A longjumeau-i postakocsis, A torreddor, A nirnbergi baba), balettzenéi azonban -
a Giselle és A kaldéz - ma is repertoaron szerepelnek kiilénb6z6 koreografiakkal.

Leo Delibes eleinte templomi orgonistaként kereste kenyerét, majd 1856-ban irta meg elsd operettjét.
1864-ig a Theatre-Lyrique, ezt kdvetden az Opéra korrepetitora és karigazgatdja. Itt ismerte meg
Gounod Faustjat és Bizet Gydngyhaldszok cim(i operdjat. E két komponista egyébként nagy hatéassal
volt az operaszerzdi babérokra tord Delibes-re. 1873-ban mutatta be az Opéra A kirdly mondta cim{
zenés komediat, amely XIV. Lajos uralkodasanak idejét idézte meg. Az 1880-ban bemutatott Jean de
Nivelle a francia nagyopera mifajat koveti, s a szakértk szerint erds Meyerbeer-hatés alatt keletke-
zett. Legismertebb operajaban, a Lakméban (1883) a mesés Indiaba repiti el a nézét. A dallamgazdag
zenei anyagan Bizet és Gounod kompozicids és hangszerelési fogasai is tetten érhetdk, nem szabad
azonban pusztan epigont latnunk Delibes-ben. A remekil hangszerelt opera kivalo lehetdséget ad az
énekeseknek vokalis kulturajuk és technikajuk bemutatasara. Nemcsak a Csengettyddria vagy Lakmé
és Mallika kettdse érdemel figyelmet, hanem Nilakantha és Gérald szolamai is. Az opera biral6i egyéb-
ként azt szoktak hibaként felhozni a Lakmé ellen, hogy nem elég dramai.

A zenekdlté minddssze b4 évesen, 1891. januar 16-an hunyt el Parizsban. Delibes operéi kozil a befe-
jezetlendl maradt Kassydt halala utan ket évvel mutatték be mérsékelt sikerrel, Massenet hangsze-
relésében.

Abalett miifaja és a francia komponista neve mara dsszeforrott, balettzenéi sikeresebbek, mint voka-
lis kompozicidi. Elsg balettjét, amely a La Source cimet kapta, 1866-ban kdzdsen kompanalta Ludwig
szagon Naila avagy a forrds tiindére cimen jatszotta a Nemzeti Szinhaz (1881), majd az Operahaz (1885).
1870-ban zajlott le a Coppélia périzsi bemutatdja ugyancsak Saint-Léon szinpadra allitasaban. A Cop-
pélia a keséromantikus nyugat-europai balettmuzsika egyik legszebb példaja. Zartszamainak perg6
ritmusai, ezek hangszerelése szinte tancra ingerel. Delibes legutolsd balettje a Sylvia, Diana nimfdja.
Az 1876-0s premier helyszine mar a ma is allo, Garnier-féle Nagyopera volt Périzsban. A koreografiat



Louis Mérante készitette Tasso Megszabaditott Jeruzsdlem cimd eposzabdl kdlcsonzott gorog mito-
l6giai témara, amely a 19. szdzad vége felé Ujdonsagszamba ment a sok romantikus térténet utan.

E baletteken kivl Delibes tobb tancbetétet komponalt, elssorban operéihoz, igy a Lakmé és a Kassya
is tartalmaz tancokat. A kirdly mulat cimd Victor Hugo-drdméhoz kesz(ilt el 1882-ben az a hét szam-
bol allo sorozat, amely a szinmi Comédie-Frangaise-beli el6adasat I. Ferenc koraban divatos stilust
tancokkal diszitette. Erdekesség, hogy ugyanarrol a tragédiardl van szo, amelybél a cenzuraval vivott
hosszas huzavona utan, mintegy harminc évvel kordbban Verdi megirta a Rigolettdt. Egyéb maveit -
amelyeknek a skalaja a misétdl az operetten 4t a zongoradarabokig terjed - mara jorészt elfeledték. A
néhany Lakmé-részlet vagy A cadizi Idnyok cim{ bravuréria kivételevel csak a balettek maradtak meg
a repertoaron. Pedig a 19. szazad végén Delibes nagyra értekelt komponista volt, bar a Romai-dijat
sosem nyerte el. A Sylvia cim( balettjérdl Csajkovszkij azt irta, hogy szégyelli A hattydk tavdt, mert
annyival feldimalja Delibes muzsikéja az dvét.

Delibes tobbszor megfordult Magyarorszagon, ugyanis Jean de Nivelle cimd operéjat maga vezenyelte
a Nemzeti Szinhazban, majd a Cappélidt is eldirigalta 1885-ben az Operahazban. Mveit meglehe-
tésen gyorsan atvette a magyar szinpad. Balettjei kozl a Coppélidt az 6sbemutato utan hét évvel
(1877) adtak el6 a budapesti Nemzeti Szinhazban, a Sylvia egy évre ra kivetkezett, lequtolsoként a
Naildra keriilt sor 1881-ben. Dalm(ivei koziil szinre keriilt a Petaud kirdly udvara (1878, Kolozsvar), A
kirdly mondta (1879), a Jean de Nivelle (1881), A chatou-i kastély (1886, Kolozsvar), véqiil a sort a Lakmé
zarta 1887-ben. 1909-ben, amikor a Magyar Kiralyi Operahaz fennallasanak 25. évforduléjat tinnepelte,
Léo Delibes a kiilfoldi alkotok soraban, el6adasszamai alapjan a dicsdséges 5. helyet érdemelte ki.
Wagner, Verdi, Joseph Bayer (A babatiindér cim(i balett alkot6ja) és Meyerbeer utan kdvetkezett 223
eldadassal. Olyan alkotokat utasitott maga mdge, mint Gounod, Rossini, Puccini vagy Mozart. Delibes
tobb magyaros zenet is irt. Jellegzetes zenénkkel egyrészt az utazo tanctarsulatok revén, masrészt
vélhetden az elsé magyar balerina, Aranyvary Emilia (1830?-1868 utan) kozvetitésével ismerkedhetett
meg. Valgszinlleg ezeknek kiszdnhetd a Coppélidban talalhatd csardas, amely e tanc elsd balettzenei
megjelenése. Kotddese hazankhoz abban is megnyilvanult, hogy az 1879-es tiszai arviz idején Delibes
kezdeményezésére segelykoncertet rendeztek Parizsban az arvizkérosultak javéra.
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Synopsis

Act One

On the main square of a small Polish town near the Galician border, a billposter is busy working.
The poster he is putting up announces the festivities celebrating the inauguration of a bell and the
dance competition to follow. The bellfounder’s daughter, Swanilda, is planning to take part in the
competition. She shows her new dress to her girlfriends and begins to dance. People gather on the
square, and the young people start to dance. The young men's interest is aroused by a girl who is
sitting behind the window of the old inventor Coppelius. In order to catch her attention, they break out
into a dance requiring virtuoso skill. Swanilda’s fiancé, Franz, also joins in the dance. When it is over,
the beauty in the window drops her handkerchief in appreciation. Franz proudly displays this prize to
his fellows, but Swanilda, who has seen everything, is not so impressed and in spite of all his efforts
to mollify her, the offended girl storms off. The boys are still preoccupied with the mysterious girl.
They create a disturbance outside the inventor's house, prampting him to dash out of the house and
chase them away. In the commation, Coppélius loses his key, which is found by a friend of Swanilda’s.
Curious to know who the mysterious girl is, the girls sneak into the house. The alarmed Coppélius,
suspecting the worst, hurries in through the open door.

Act Two

The girls cautiously begin to explore the inventor's workshop. Swanilda is only interested in confronting
her “rival”, whom she finds in the bay of a window. When she steps closer, she realises that it is merely
a doll. Abandoning their previous caution, the girls lose themselves in enthusiastic play: they wind
up all the mechanical dolls, and Coppélia dances for them as well. Coppélius arrives and expels the
uninvited guests. The inventor gets down to work on perfecting his favourite toy, Coppélia. He brings
it from the window, but only later realises that it is a real person hiding behind the mask: Swanilda,
who did not have enough time to escape from the house, is now dressed in Coppélias clothes and
is pretending to be her. Franz rolls into the room through the chimney in order to return the girls
kerchief and get to know her. Coppélius gets the boy drunk and then introduces him to Coppélia, who
is really the disquised Swanilda, eager to teach her fiancé a lesson. Initially, Franz behaves awkwardly,
but then he gains courage and starts courting her. Swanilda cannot stand it anymore and removes
her mask. Coppélius roars with laughter at the boy's fiasco, but the furious Franz begins to break
everything in the room, and finally grabs the original Coppélia doll and leaves.



Act Three

The bell inauguration festivities begin, and the people dance a joyful mazurka. Franz arrives hurriedly,
with the doll on his shoulder. He winds up the mechanism, and Coppélia begins to dance. Franz begs
Swanilda to forgive him, but she initially refuses. The reconciliation is interrupted by the aggrieved
Coppélius, who related to the mayor how his machines were destroyed and demands reimbursement.
Finally, the bellfounder compensates him, and Coppélius is able to leave with his doll. Everything is
resolved now: the lovers reconcile and the dance competition can begin.

The original Coppélia

Coppélia is the most successful ballet from the late Romantic era, and it continues to be played on
stages warldwide even today. The history of its canception dates back ta the end of the 1860s, when
the sovereign of the Second Empire, Napoleon Ill, and his beautiful wife, the Empress Eugenia, did not
even suspect that their rule would soon be over.

Paris had been regarded as the capital of ballet since the era of Romanticism. La Sylphide, Giselle,
Paquita, Le Corsaire, and Coppélia all first appeared here. The greatest dancers of the histaory of ballet
contested for the recognition of the audiences at the opera house on Rue Le Peletier. It was in this
building where gas lights were introduced for the first time, which led ta its destruction in 1873, when
it burned to the ground in 27 hours.

Arthur Saint-Léon (1821-1870)

Saint-Léon was an impartant figure of the middle period of Romanticism. That his name is recorded
in the history of dance both as a dancer and a choreographer is something to be understood literally,
as his book and letters remain interesting and edifying reading even taday. For this reason, it is
unfair to omit him from the list of the greatest artists of dance, as it was he who realised, for
example, the harmful consequences of the exaggerated focus on ballerinas, which he attempted
to counterbalance with a uniformly high standard of work on the part of the corps de ballet. He had
outstanding achievements as a violinist, a compaoser, a choreographer and theorist, as well, and it
is a strange twist of fate that none of his original choreographies have survived to the present day.
This fine-sounding name combines a dancer and musician in one person, as for a long time it
was not certain whether the young Saint-Léon would become a violinist or a dancer. He showed
talent in both, and even Paganini happily accepted him as his student. The violin played the main
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role in his childhood, pushing ballet to second place. He debuted as a dancer in Munich in 1835,
but his family then returned to Paris, where, due to the city’s abundance of musicians, audiences
were not particularly interested in his musical abilities. He studied with Albert, who was regarded
as ane of the most progressive educators of the time. Saint-Léon left Brussels for London, where
he was admired for his excellent dancing skills, musicality, perfect body and handsome features.
Due to its virtuosity and innavativeness, his dancing was dubbed “the sport of Hercules”. It was
in London where he met Fanny Cerrito (1817-1909), a ballerina from Naples, one of the greatest
dancers of the era, whom he later married. Thanks to Cerrito, Saint-Léon became well-known
across Europe, but his wife also enjoyed advantages from this marriage, as her husband created
many ballets for her. Success followed them wherever they went: they visited Pest and Temesvar
in 1846. The prolifically creative dancer gradually matured as a choreographer, and after revising
some of his previous works, he created his legendary ballet Le Violon du Diable, (1849, music by
Pugni), in which Saint-Léon both played the violin and danced. In the meantime, he taught at
the Paris Opera, and in 1852 he published his book Stenachareagraphie, in which he outlined his
system of dance notation.

Between 1847 and 1851, the Paris Opera performed five of his ballets, and kept them all in its
repertoire (La Fille de Marbre, La Vivandiere, Le Violon du Diable, Stella, Paquerette). His second
huge success was his ballet La Source (or Naila) in 1866, in which Minkus and Delibes's music
enlivened a fairy-tale story set in the Caucasus, which was a remote part of the exotic East to
the Parisians of those days. The libretto was written by Charles Nuitter, the Operas archivist.
The choreographer continued the romantic dance tradition in the character of Naila, the fairy
of the spring, as she sacrifices her own love so that the mortal Djémil can win Nouredda's heart.
Saint-Léon was Maitre de Ballet with the Russian Imperial Theatres from 1859 to his death, and
therefore he could not spend much time in Paris. In order to fulfil both of his obligations, he was
able to spend only the summers in France. He had been asked to create a ballet, which was to be
staged with Nuitter, but the production was delayed. Firstly, the lack of time and the continuous
travel prevented him from finishing the choreography, and later the prima ballerina abandoned
the unfinished production, obliging them to find another ballerina. Saint-Léon found the ideal
Swanilda in Adele Grantzow, but then the premiere had to be delayed again after Grantzow fell
seriously il in the summer of 1868. Both artists had their own candidates for the female main
role: Nuitter wanted Léontine Beaugrand, whereas Delibes wanted Angelina Fioretti in the role.
Saint-Léon examined the candidates, but found both unsuitable, so he dispatched the composer
to ltaly to search for a dancer. Delibes made the journey but did not find anyone who possessed
both the necessary technical skills and the required charisma. Thus, the premiere of Coppélia was
further delayed. Eventually, it was the choreographer whom fortune smiled on when he paid a
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visit to Mme Dominique, an outstanding educator of the era, to enquire with her. There, he found
a 15-year-old girl who won his fancy, but the risk was enormous, as the student was not ready to
dance on stage yet: so far she had only showed signs of talent. Although it would nat have been
unprecedented for such a young girl to dance an important role like this, Saint-Léon decided to
wait, and commissioned a ballet mistress to accelerate the student’s training.

By the end of 1869, the ballet was for all practical purposes ready, but the premiere was only held
almost a year later, on 25 May 1870, in the presence of the Emperor and Empress, after a performance
of the opera Der Freischiitz. This was a common practice in the era. The 16-year-old Giuseppina
Bozzacchi danced the role of Swanilda, Eugénie Fiocre danced Franz, and Edouard Dauty danced
Coppélius. Today it might seem strange for a woman to dance a male role, but in those days appearing
on stage en travesti - i.e. wearing the other gender’s clothes - was entirely unremarkable. First of all,
ballet had become dominated by women by the 1870s, while on the ather hand, ballet did not include
lifts yet, so awoman could be another woman's partner if there was no suitable male dancer available.
The premiere brought great success to everyone. Both the general public and ballet aficionados alike
were captivated by the music and the unity of choreography and music. Moreover, many fell in love
with the young ballerina, who stood the test both artistically and technically, in addition to being
innocently beautiful and natural in the eyes of the premiere’s audience. Eugénie Fiocre was considered
an exceptional beauty of the era, and thus for her fans it was almost immaterial what she danced.
Unfortunately, the success did not last long, because the Franco-Prussian war broke out in mid-July
of 1870. On 2 September, Napoleon |1l abdicated, and Saint-Léon died unexpectedly on the same day.
Prussian troops encircled Paris, and the theatres remained closed. The city became more and more
difficult to supply. Under such circumstances, Bozzacchi fellill and died of smallpox on her 17 birthday.

Falling in love with a doll...

This strange theme appears fairly frequently in literature. Let us just think of Pygmalion, who fell
in love with his own creature, Galateia. The story of the statue brought to life appears in the 20
century as well in the work of George Bernard Shaw, although in this case it is not a marble statue
that comes to life, but an uneducated and linguistically impoverished girl who becomes a society
lady. The story of Coppélia is based on Ernst Theodor Amadeus Hoffmann's (1776-1822) short story
Der Sandmann. Since his childhood, Nathanael, the protaganist, has been unable to free himself from
the evil Coppélius, who traffics in eyes. This diabolical figure appears again later when Professor
Spalanzani introduces his daughter Olympia to the company. Nathanael does not realise that Olympia
is just a machine, and falls in love with her. When Spalanzani cannot afford to pay Master Coppélius
for Olympias eyes, Coppelius takes the machine. This drives Nathanael completely mad, and later, in
a moment of similar despair, he flings himself from atop the city tower.
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In Hoffmann's writings, the first thing we should notice is the Romantic writer's affinity for the
unusual. From the start, he piques our interest with the character of Coppélius but reveals very
little about him. From Nathanael’s point of view, we can see the deeply evil man who always brings
destruction in his wake. But is Coppélius really so evil? Or is Nathanael insane? From Nathanael's
words, we can clearly see the responses and fears of a disturbed mind. At the same time, it is very
interesting to see that while Romanticism focused on detachment from everyday life, Hoffmann still
emphasised the development of technology in his era. The writer, whom we can certainly consider a
polymath, features various machines and automatons in different writings of his.

Throughout his adventuraus life, Hoffmann branched out in many different directions and proved his
talent in different arts. Oddly, however, despite that fact that he wished most of all to see himself as
a famous composer, it is his literary activities that we esteem higher today. He was also a painter,
conductor, stage director, and he even tried to start a career as a lawyer too, although his ambitions
drove him to arts. His writings, especially Der Sandmann, have been adapted many times. In 1852, Adolphe
Adam composed an opera to it under the title La poupée de Nuremberg, and Offenbach staged it in his
operetta La princesse de Trebizonde (1869), and the same sinister story appears in the opera The Tales of
Hoffmann (Les contes dHoffmann), the first scene of which is the story of Olympia. We owe the story of
The Nutcracker, the indispensable ballet of the Christmas season, to Hoffmann as well.

The saga of the different versions of Coppélia

It is very rare that the choreography of a ballet that is more than one hundred years old survives in
its original and authentic form. The original choreography for Coppélia did not survive either, at least
not Saint-Léon's version. The first revision was made in St. Petersburg in 1884, when Marius Petipa
(1818-1910) rehearsed his own choreography based on the Paris version. Ten years later a revival was
staged there, which included Enrico Cecchetti's (1850-1928) ideas and choreographic solutions. Sergei
Vikhariev attempted to stage this version at Moscow's Bolshoi Theatre in 2009.

What did he base it on? In the late 19th century, Vladimir Stepanov (1866-1896) recorded 24 Romantic
and Classical choreographies (including Petipa’s, Ivanov's and Perrots ballets), incorporating to
various degrees his own choreographic notation system. These notes were taken to Western Europe
by Nikolai Sergeyev during the 1917 revolution. First, he tried to use this valuable material with
Diaghilev's Russian Ballet, but after the premiere of The Sleeping Beauty, he was forced to accept that
the company’s director was steering his company towards Modernism. Later, these notes were used
for the staging of Giselle in Paris, followed by the British productions of The Sleeping Beauty and, later,
Coppélia in 1933. After Sergeyev's death, this legacy came into the possession of Harvard University,
which nevertheless was unable to interpret it. It was during that time when Stepanov's manuscript



emerged from the Soviet Union, which provided the key to the existing material. This is how Vikharev
managed to re-conjure Coppélia up on the stage, adjusting it to today’s technical requirements, a
production which has remained ever since in the repertoire of the Bolshoi Theatre in Moscow.
Following the same trail allows us to understand the version currently being performed in London.
Ninette de Valois (1898-2001) first staged Coppélia at the Vic-Wells Ballet in 1933 - although it was an
abridged version - and then again in 1954. The latter was recorded in its entirety by the BBC. Into this
same rubric of versions based on Stepanov's notation we can include Pierre Lacotte’s choreography
prepared for the Paris Opera in 1973. George Balanchine staged his own Coppélia in 1974 for the
New York City Ballet, based on his own and Alexandra Danilova's memories, but this version can also
be traced back to the Petipa-Cecchetti production. Balanchine's Coppélia was performed at the
Semperoper in Dresden recently. It is usually a kind of hybrid of the above versions that is staged on
the world's ballet stages. There are a number of new versions that differ from the ‘original”. In some
adaptations, the story itself changes too, but most follow the original plot more or less. The new
adaptations are similar in the sense that they all use Delibes's music. Roland Petit's Coppélius (1975)
is more like a sort of Fred Astaire who happens to prefer toys to people, and thus his doll is a rag doll
attached to his own dancing body. Notable among the most recent versions is the production that
Maguy Marin created for Lyon, which was premiered in 1993.

Patrice Bart created a production, still in the repertoire, for the Paris Opera in 1996. Its most important
contrivance is the choreographer’s doubling of the character of Coppélius. Instead of the avuncular
inventor, Coppeélius now appears as an elegant, middle-aged gentleman in his late 40s, smoking an
opium pipe, who is nevertheless a human wreck, as he is unable to process the fact that the love of his
life is dead. The “flip” side of the character is embodied by the old and evil Professor Spalanzani, who
stops at nothing to get Swanilda drunk in order for Coppélius to be able to find love again. This allows
for the character of Coppélia to be omitted from the bleak story, and for Franz to appear as a student
who eventually saves his love. This unbalanced version, with many revisions in its music, does away with
the aspect that was so attractive in the original: the oppartunity for light entertainment. In 1999, Charles
Jude staged Coppélia in Bordeaux, setting the entire story in the 1950s, the golden age of musicals.
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Coppélia in Hungary

Coppélia had its Hungarian premiere at the National Theatre in 1877. The production was created by
Frigyes Campilli; Sofia Coppini danced Swanilda and Katica Milller danced Franz. The role of Coppelius
was danced by the choreographer himself. This production was then brought to the newly-opened
Opera House for Christmas of 1884. In 1912, towards the end of the Guerra era, the maestro revived
the ballet. This time Emilia Nirschy danced Swanilda, Margit Koos danced Franz, and Cesare Smeraldi
danced Coppélius.

It was exactly twenty years later when the ballet was again given a new choreography: on 14 May 1932,
a new premiere conceptualised by Jan Cieplinski's was staged, with scenery designed by Gusztav
0lah. The one-act performance, divided into three scenes, evaked the world of fairy tales. Swanilda
was danced by Karola Szalay, Franz was danced by Rezs6 Brada, and Coppélius by Gyula Harangozo.
This production survived until the end of the World War II; it was played several times nearly every
year. The Cieplinski version contained some innovations compared to its predecessors. One was
that this marked the first time in Hungary that a male dancer had danced the role of Franz. Another
was that that the Polish master, although continuing to perform the piece in one act, used a libretto
somewhat similar to the one that is used today. The content of the first scene was identical to that
of today’s version. The second scene took place in Coppelius’s house, but it was Coppélia who broke
the mechanical dolls, until finally breaking down herself. In the third scene, there was na bell festival,
only the wedding of the young couple, and Coppélius was given financial reimbursement for his
broken dolls.

The premiere of the Caoppélia that had been expanded to be a three-act ballet and chareographed by
Gyula Harangozo took place at the Erkel Theatre on 24 April 1953, where it remained in the repertoire
unchanged until 2000. The theatre was by the time of the premiere already working with double
casts, and thus Swanildas role was first danced by both Nora Kovats and Vera Pasztar, with Franz
being danced alternately by Istvan Rab and Ernd Vashegyi. Coppélius was danced by Gyula Harangozo
again, with his doll-daughter portrayed by Boriska Racz. The set and costumes largely followed the
scenery designed by Gusztav 0lah in 1932, but in 1954 the set was redesigned by Zoltan Fiilap, and the
costumes by Tivadar Mark.

In Gyula Harangozd's version, which is the one still being performed, the first act is roughly in line with
the productions seen on most international stages. The only thing that is left out is the girls" asking
the hay bales, according to a supposed Polish folk tradition, who their husbands will be. The plot of
the second act was changed only slightly: Swanilda disquises herself as Coppélia in order to teach
Franz a lesson. In addition, the girl does not break any of the automatons; it is Franz who lashes out at
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Coppélius in this manner when he destrays the mechanical dolls and takes Coppélia to the festivities
marking the inauguration of the bell. The third act is usually presented as a rapid sequence of dances
(divertissement), as we can see in Ninette de Valois's version. In her rendition, this part appears similar
to a dance of the Horae: the dancers express the mood of the parts of the day and a characteristic
activity attached to each part, including dawn, the morning prayer and, finally, noon. This is followed
by the pas de deux marking the couple’s engagement. Gyula Harangozé, in contrast, discarded this
concept. In his version, the bell festival is the actual inauguration of the bell, which he builds up around
Polish dances in such a way that the two lovers are given the time to reconcile and dance in a natural
way. Eventually, the festival is concluded with a general sense of peace and more dancing led by the
dance master. Since the original dance music would not have been sufficient in length for a three-act
ballet, Jend Kenessey selected some additional musical selections from Delibes’s other works to fit the
choreagrapher’s conceptualisations. Most excerpts are from Naila: for instance, the music of the famous
Coppélius manologue, when the inventor expresses in dance the gross injustice he has suffered. Some
pieces from Jean de Nivelle were also inserted in the ballet alongside those from Naila.

In late October 2003, under the direction of the choreographer’s son Gyula Harangozo Jr., Coppélia
moved from the Erkel Theatre to the Opera House. This was not a mere transplant, though, as Coppélia
was given a new set and costumes, all of which had to be created by the designers based on the
original ones. The set was created by Attila Csikés and the costumes by Rita Velich. The ballet was
enhanced with stage effects that meet the requirements of the 21 century, thanks to magician Aniko
Ungar. In order to ensure continuity, some props from the old production are used in Act Twao.

The choreographer:
Gyula Harangozo

Gyula Harangozo was born in Budapest in 1908. He became Hungary’s first major choreographer in the
first half of the 20" century. As a good sportsman and dedicated painter, he began work as an extra at
the Opera to earn some money. He achieved his first success in the Russian dance of The Nutcracker,
which was followed by character dances in operas. His breakthrough was the role of Magistrate in
The Three-Cornered Hat staged by Albert Gaubier. He was only 21, but played the decrepit old man with
such success that the Opera immediately hired him as a soloist. He actually lacked basic training in
ballet, he was experienced mainly in Russian folk dance.



From the early 1930s, Gyula Harangozd learned ballet dancing and was offered a succession of
character roles, which suited his body type and demanded unique abilities to create caricatures.
He had outstanding successes in the role of the young Viennese gentleman in the Carnival in Pest,
the old ranger in Hungarian Dreams, the uncle in Kuruc Tale, and the title role of The Wooden Prince
in Cieplinski's expressionist-style choreography of 1935. The year 1936 was a milestone in his career
when his first one-act ballet, Tavern Scene, was staged. What the press missed in Cieplinski's work
was now recognised and enthusiastically celebrated in Harangozo's ballet. The music of the two-
scene ballet was composed by Jen6 Hubay, and Harangozo was greatly helped by set and costume
designer Gusztav Olah, who later became an important opera director too. The success of Tavern
Scene is proven by the fact that the Opera has performed it on almast all of its international tours with
great success. On the back of this ballet, Harangozd, who was now recognised as a choreographer,
could create anything he wanted. In 1937 he travelled to London for a two-month-long study tour,
where Leonide Massine, a former dancer and choreographer of the Russian Ballet wanted to hire
him immediately. The Budapest Opera did not let Harangozo accept the appointment, although he
was not bound to the soil at all: he was given every opportunity to watch performances abroad,
establish international relations and rehearse his choreographies abroad, including two of his works
(Miraggio and Polovtsian Dances) at La Scala in Milan. Premieres of his one-act ballets followed in
quick succession in Budapest: Sybills Pleasant Dances, Jankd in Boots, Polovtsian Dances (first in
the opera Prince Igor, and later independently), French Salad, Maria Veronica, Mayfest in Pozsony,
Romea and Juliet, Legend of the Nile, The Jug, The Rejected Suitor, and Dreams of Love (1942). So many
interesting and celebrated works with such diverse themes.

Ballets composed by Béla Bartok were the peaks of Gyula Harangozo's career. As mentioned earlier,
he met with the rale of the Wooden Prince first. He himself staged the same ballet in 1939 in line
with Bartoks intentions and was even able to persuade the maestro to compose additional music
for the process of carving the title character’s figure. In 1941, Harangozo worked on The Miraculous
Mandarin, which had not yet been performed in Hungary. Unfortunately, the premiere was cancelled
in 1941 as the Hungarian State Opera did not want to provoke the “protectors of the morals’, who
found it outrageous to play such a profane story within the “sacred” walls of the Opera House. The
choreographer-dancer soon suffered another major blow when his beloved wife llona Vera, for whom
he created the female main role of Romeo and Juliet, died unexpectedly at the age of 32.

After the war, Harangozo's first choreography was The Miraculous Mandarin. Bartok was already
dead. And even this version was not the original. It still followed Menyhért Lengyel's libretto as the
management of the Opera still feared a fiasco, so they placed the story in a harem in the Far East.
The development of his international career was frustrated by World War Il, and he then had to live
through Hungary’s inclusion in the Soviet sphere of interest and eventual Sovietisation. As soon as

37



Magyar Nemzeti Balett / Hungarian National Ballet






the first Soviet ballet master arrived after “the year of change”, he immediately uttered his verdict:
one-act ballets must disappear as they do not represent the progressive branch of ballet. This is
how almost all works of the interwar period disappeared irrevocably overnight. Although the size of
the ballet company grew and its technical standards improved thanks to the Soviet impact, Gyula
Harangozo was gradually forced into the background. As no one else enjoyed prestige like his, he
remained ballet director until 1960, but he had struggles with the ministry and faced heavy criticism.
In spite of all this, he continued to work in the new circumstances.

His Promenade Concert premiered in 1948 and still followed the “old” western fashion, that of the
Russian Ballet, but he expanded his Tavern Scene in 1951 to a three-act ballet under the title The
Kerchief in accordance with the new requirements. Two years later, the three-act version of Coppélia
was conceived. The premiere of The Miraculous Mandarin in the summer of 1956 was a resounding
success. This was the first time Béla Bartok's pantomime reached the stage with its original libretto.
The ballet company was particularly seriously hit by the revolution of 1956, as most of the principal
soloists left the country. The vacant positions had to be filled so that those remaining could continue
performing. This job had to be done by Gyula Harangozo. The premieres of The Three-Cornered Hat
and Sheherazade were held in 1959, and that of the three-act Ludas Matyi in 1960.

After 1961, his pieces disappeared from the repertoire one by one, with the exception of Coppélia.
Finally, his most beloved ‘child’, The Miraculous Mandarin was removed from the repertoire and
replaced with another choreography. He died in 1974. Gyula Harangozé is acknowledged as a genius
character dancer even 40 years after his death. He was at his best in the roles he choreagraphed for his
own body and abilities. These were his outstanding and long-lasting achievements. His characteristic
easy steps, his facial expressions and ideas were all engraved in the memories of those who were
lucky enough to see him. Coppélia, Promenade Music, Sheherazade, and The Miraculous Mandarin are
all treasures in the history of Hungarian ballet that must be preserved.



The composer: Léo Delibes

Clément Philibert Léo Delibes, son of a postmaster and an amateur opera singer, was born in
Saint-Germain-du-Val on 21 February 1836. His mother and his organist brother were his first music
teachers. After his father's death in 1847, his widowed mather decided to move ta Paris. Delibes was
soon singing at the Madeleine Church in Paris, and later in the choir of the city's Opera. He began to
study organ and compasition at the Conservataire de Paris, where his master was Adolphe Adam
(1803-1856), whose name, at the zenith of his successes, was identified with the genre of comic opera
and excellent ballet music. Among his operas, only a few (Le postillon de Longjumeau, Le toréador, La
poupée de Nuremberg) are still performed today, and only in France, but his ballet pieces - Giselle and
Le Corsaire - are still included in the repertoire, with various choreagraphies.

Initially, Léo Delibes made his living as a church organist, and then composed his first operetta in
1856. He served as répétiteur and chorus master with the Théatre-Lyrique until 1864, and later with
the Opera. It was there where he first heard Gounod's Faust and Bizet's Les pécheurs de perles. These
two composers had a great impact on Delibes, who dreamed of success as an opera compaoser. His
comic opera Le roi [a dit, set in the time of King Louis XIV, was premiered at the Opera in 1873. Jean de
Nivelle, which was first performed in 1880, followed the style of the French grand opera, and experts
have pointed out Meyerbeer's strong impact on it. His best-known opera, Lakmé (1883), takes the
audience to a mythical India. Bizet's and Gounod's technigues in composition and orchestration can
also be abserved in its musical content, which is rich in melodies. However, Delibes cannot be simply
regarded as an imitator. The superbly arranged opera provides excellent opportunities for the singers
to display their voices and vacal technigues. It is not only the Bell Song and Lakmé and Mallika's duet
that are remarkable, but also the parts of Nilakantha and Gérald. However, critics of the opera fault
Lakmé for its lack of drama. The composer was only 54 when he died in Paris on 16 January 1891. One
of his unfinished operas, Kassya, was premiered in an arrangement by Massenet twa years after his
death, but with little success.

Ballet as an art form has become linked to the name of the French composer, whose music for ballet
has been more successful than his vocal compositions. He composed his first ballet, La Source, in
collaboration with Ludwig Minkus in 1866. This ballet was premiered at the Paris Opera in Arthur Saint-
Léon's choreography and was performed under the title Naila, the Waternymph at the National Theatre
(1881) and the Royal Opera (1885) in Pest. Coppélia, which was first staged by Saint-Léon in Paris in
1870, is one of the most beautiful examples of Western European ballet music from the Late Romantic
era. The fast rhythms of its closed numbers and their orchestration almost inspire the audience itself
to join in the dance. Delibes’s last ballet was Sylvia, ou La nymphe de Diane, which was premiered at
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the Palais Garnier in Paris in 1876. The choreography was created by Louis Mérante, based on a Greek
mythological theme that he borrowed from Tassa's epic poem Gerusalemme liberata, a novelty in the
late 19™-century, when romantic plots were the norm.

In addition to these ballets, Delibes composed several dance interludes, mainly to his operas, and thus
Lakmé and Kassya also include dances. In 1882, he composed a series of seven musical segments
for the performance of Victor Hugao's play Le roi samuse at the Comédie-Frangaise, amending the
play with period dances in the style popular in the era of Francis I. It is interesting to note that the
same play had also served as the basis for Rigoletto, which Verdi had composed almost thirty years
earlier after lengthy debates with the censors. His works - ranging from masses and operettas to
pieces for piano - have largely been forgotten. Except for some excerpts from Lakmé and the bravura
aria from Les filles de Cadix, only his ballets continue to appear in the repertoires. Nevertheless,
Delibes was a highly esteemed composer in the late 19" century, although he never won the Prix de
Rome. Tchaikovsky wrote that Delibes's ballet Sylvia made him ashamed of Swan Lake, as the French
composer's music was so far superior to his.

Delibes visited Hungary on several occasions when he conducted his opera Jean de Nivelle at the
National Theatre, and later Coppélia at the Opera in 1885. His works appeared on Hungarian stages
relatively early on. Coppélia was premiered at the National Theatre in Budapest in 1877, seven years
after the world premiere, and was followed by Sylvia a year later, and finally, by Naila in 1881. Some
of his operas and operettas were performed in Hungary as well, for instance, La cour du Roi Petaud
(1878, Kolozsvar), Le roi [a dit (1879), Jean de Nivelle (1881), Lecossais de Chatou (1886, Kolozsvar), and
finally Lakmé in 1887. In 1909, when the Hungarian Royal Opera celebrated the 25" anniversary of
its foundation, Léo Delibes came in at a highly respectable fifth place among foreign composers,
based on the total number of times their works were presented on stage. The 223 performances of
his works placed him behind Wagner, Verdi, Josef Bayer (the composer of the ballet Die Puppenfee),
and Meyerbeer, but ahead of the likes of Gounod, Rossini, Puccini, and even Mozart. Delibes also
composed pieces of music in a Hungarian style. He became acquainted with our distinctive music via
travelling dance troupes and also presumably through the first Hungarian ballerina, Emilia Aranyvary
(who lived between around 1830 and 1868 - the exact dates are unknown). The czardas in Coppélia,
which marked the first appearance of this type of dance in ballet, is probably a result of this. The
composer’s affection for this country was made abundantly clear by when he initiated a charity
concert in Paris to aid the victims of the great flood of the Tisza River in 1879.
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