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MAGYAR NEMZETI BALETT
HUNGARIAN NATIONAL BALLET

balettigazgatd artistic director
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Sir Kenneth MacMillan /
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Martin Yates

Man()

Balett harom felvonasban
Ballet in three acts

Koreografus Choreographer SIR KENNETH MACMILLAN

Zeneszerz6 Composer JULES MASSENET

Zenéjét hangszerelte és atdolgozta Music orchestrated and arranged by MARTIN YATES
Diszlet- és jelmeztervezd Set and costume designer NICHOLAS GEORGIADIS
Vilagitastervezd Lighting designer JACOPO PANTANI

A vildgitastervezd asszisztense Assistant to the lighting designer RYAN JOSEPH STAFFORD
Szinpadra allitotta Staged by DANA FOURAS

Probavezet6 balettmesterek Répétiteurs BELIAEVSKII STANISLAV, DUNETS ANASTASIA,
FORBAT JAMES, KOHARI ISTVAN, LEBLANC GERGELY, MIRZOYAN ALBERT, PONGOR ILDIKO,
SoLYMosI TAMAS, SzIRB GYORGY, VENEKEI MARIANNA

Bemutata: 2015. februar 28., Operahaz
Premiere: 28 February 2015, Opera House

Manon YAKOVLEVA MARIA / MELNYIK TATYJANA / TANYKPAYEVA ALIYA

Des Grieux SCRIVENER Louls / BALAZSI GERGO ARMIN / TIMOFEEV DMITRY
Lescaut KEKALO IURII / BARBIERI RAFFAELLO / RONAI ANDRAS

Lescaut szeretdje Lescaut’s mistress SKRYPCHENKO OLHA / CARULLA LEON JESSICA
Monsieur G. M. RADZIUSH MIKALAI / ZHURILOV BORIS / KOVTUN MAXIM

Madame TARAN LUDMILLA / TARASZOVA KATERINA / SAWATZKI AGLAJA

A bortdn kapitanya Gooler MORENO LAGARDA JOSUE / TARAN DUMITRU /
LILLINGTON NATHANIEL

A koldusok vezetéje Beggar chief TOPOLANSZKY VINCE / KIyoTA MoToMI /
GUERRA YAGO

Kurtizanok Courtesans WAKABAYASHI YUKI, CHEKURASHVILI NUTSA,
KONSTANTINOVA ANASTASIIA, SAWATZKI AGLAJA / GARCIA CARRIERA CLAUDIA,
SHARIPOVA ELENA, HORANYI ADRIENN, FOLDI LEA / TAKAMORI MIYU, PAP ADRIENN,
RADZIUSH YULIYA, OMAROVA ADEMA

Koldusok Beggars KOVTUN MAXIM / BACKSTROM MATTHEUS, YAMAMOTO RIKU,
ZHUKOV DMITRY, SARDELLA FRANCESCO, BYKOVETS TIMOFIY / MATHOT CHRISTIAN,
KOKENY-HAMORI KAMILL

Vendég urak Gentlemen COTTONARO GAETANO, ZHUMATAYEV DANIYAR,

PALUMBO VALERIO / ORTEGA DE PABLOS ALBERTO, BACKSTROM MATTHEUS,
GUERRA YAGO / TARAN DUMITRU, MATHOT CHRISTIAN, HNEDCHYK VIACHASLAU

Kozremiikodik a Magyar Allami Operahaz Zenekara és a Magyar Nemzeti Balett
Featuring the Hungarian State Opera Orchestra and the Hungarian National Ballet

Karmester Conductor KESSELYAK GERGELY
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Cselekmény

l. felvonas

1. jelenet - egy Pdrizs kdrnyéki fogadd udvardn

Az udvaron urakat, szinésznéket és félvilagi holgyeket latunk. Kozottik van Des Grieux lovag, a fiatal
diak, a gazdag G. M. Ur és Lescaut, aki hiigaval, Manonnal szeretne talalkozni, mielGtt a lany kolos-
torba vonul. Kocsi gordil be, amelybdl Manon és idds kiséréje szall ki. Az dregurnak nagyon tetszik
a csinos, fiatal lany. Lescaut észre is veszi a férfi vonzalmat, és a fogaddba kiildi higa tdlkoros
gavallérjat, hogy megbeszéljék a lany jovdjét. Az egyedil hagyott Manon megpillantja Des Grieux-t és
azonnal egymasba szeretnek. Elhatarozzak, hogy Parizsba szoknek abbdl a pénzbél, amelyet Manon
az Oregurtol lopott. Az dreg és Lescaut kijonnek a fogaddbol miutan megkdtotték dzletiiket, azonban
meglepve tapasztaljak, hogy Manon elt(int. G. M. dr elarulja Lescaut-nak, hogy nagyon tetszik neki a
lany, s mivel G. M. Gr nagyon vagyonos, Lescaut megigéri neki, hogy megkeresi hiigat és szol el6tte
néhany szot az érdekében.

2. jelenet - Des Grieux pdrizsi szdlldsdn

Des Grieux levelet probal irni apjanak, mikdzben Manon szenvedélye mindkettdjiket magaval sodorja
és a levél befejezése helyett az dgyban kotnek ki. Des Grieux tavozik, tavollétében megérkezik Les-
caut és G. M. ir. Manon egyszerien nem tud ellenalini a disgazdag G. M. (r ajandékainak és ajanlata-
nak: elhagyja szerelmét. A visszatérd Des Grieux-nek Lescaut azt tanacsolja, hagyja, hogy Manon G. M.
Ur baratndje legyen, mivel igy mindnyajukra gazdagsag var.

Il. felvonas

1. jelenet - Elegdns pdrizsi magdnhdz

A Madame a haz tehetds baratainak estelyt ad, amelyen kurtizanjai szaméara maga vélaszt gavallért.
Megérkezik a részeg Lescaut és a banattdl gydtdrt Des Grieux is, akit még jobban felkavar, hogy a
hivalkodd luxusban él6 Manont G. M. Gr oldalan kell latnia. A lovag elmondja neki, hogy még mindig
szerelmes belé, a lany azonban elutasitja. Amikor méasodszor is kettesben maradnak, Manon szive
megesik szerelmén és beleegyezik, hogy eqyiitt szokjenek el - egy feltétellel: Des Grieux kartyan
nyerje el G. M. Ur pénzet. A biztos gy6zelemhez hamiskartyat is ad. Des Grieux olyan sikeresen jatszik,
hogy felébreszti a gyanut G. M. drban, igy fény deriil a csalasra. A botranyban tamadt forgatagban Des
Grieux megsebesiti G. M. urat, majd Manonnal elmenekiinek.

2. jelenet - Des Grieux pdrizsi szdlldsdn

Manon és Des Grieux szerelmiik utolsé boldog pillanatait élik, mieldtt elmenekiilnének Parizsbal, ami-
kor G. M. Ur néhany katonaval rjuk tér. Manont letartoztatjak mint prostitualtat, Lescaut-t pedig G.
M. Ur hidegvérrel leldvi.

lll. felvonas

1. jelenet - New Orleans kikdtdjében

Akikgt6ben lézeng6 tomeg arra kivancsi, hogy kiket hozott az imént kik6tott hajo. A francia gyarmat-
ra ezlttal prostituéltakat deportaltak. Koztik van Manon is. Des Grieux kiséri 6t, a férjének adva ki
magat. Bar Manont nagyon meqggy6tdrtek szenvedései és a hosszu hajout, szépsége és baja megis
felkelti a bortdn kapitanyanak érdeklddéseét.

2. jelenet - A bdrton kapitdnydnak szdlldsa

Manont a kapitany szobéjaba viszik, ahol a férfi ajanlatot tesz neki, hogy hagyja ott Des Grieux-t és
éljen vele. Manon ezt elutasitja, azt azonban nem tudja elkertilni, hogy a kapitany erdszakot kivessen
el rajta. Fizetségiil egy ékszert vet oda a lanynak. Des Grieux lovag ront be, és megdli a kapitanyt, majd
Manonnal egyiitt elmenekiiinek.

3. jelenet - A mocsdr

Manon és Des Grieux a louisianai mocsarvilagba menekiiltek. Manont mar csak Des Grieux iranti sze-
relme élteti. Az elcsigazott és beteg nd lazalmaban multjanak korabbi szerepldi jelennek meg, majd
mint a kisertetek, el is tinnek. Manon szerelme karjai kozt hal meg.

A britek balett iranti rajongasa

A britek a vilag népei kozil egyértelmlen a balettet kedvelGk kozé tartoznak, mar amennyiben az
efféle sommas megéllapitasoknak van értelme. KGnyvtarnyi irodalma van annak, hogy kik, hol és
miben Iéptek fel a szigetorszagban Napoleon ota. Ezek koziil most mégis csak egyetlen eseményt
emellink ki, amelyben a romantika legjelentdsebb balerinai léptek szinre. Jules Perrot, a Pas de quatre
koreografusa ugyanazon a szinpadon léptette fel 1845-ben a brit fGvéros kdzdonsége eldtt Marie Tag-
lionit, Carlotta Grisit, Fanny Cerritdt és Lucile Grahnt, a kor szupersztarjait. Ez ma akkora esemény
lenne, mintha legalabbis Elton John, Sting, Luciano Pavarotti és Maria Callas szerepelne kézds pro-
dukcigban. A19. szazad méasodik felében aztan lanyhult az érdeklddés a balettek irant. A 20. szazad
legelején, VII. Eduérd uralkodasa alatt pedig mar a balett is csak egy volt a lenézett szérakoztatd



mifajok koz(l. A kbzgondolkodasban - a hires viktorianus erkdlcsben - a tancosndk sokszor csak
pikans kalandokat jelentettek a pénzes férfikdzonseg szamara.

A harom asszony”

1911-t6l - amint a kontinensen is - megnétt a balett iranti érdekl6dés, mivel a Szergej Gyagilev vezette
Orosz Balett (Ballets Russes) vilaghadito Gtjan megérkezett Londonba. A vendégjatékok rendszeressé
valtak, és tanclavinat inditottak el. Azon tdl, hogy mindenki az Orosz Balett el6adasait akarta megnéz-
ni, megndtt a balett azsigja is. Olyannyira, hogy a balett sz(ik két évtizedre - az épitészet kivételével
- a mivészeti életre is nagy hatast gyakorolt. A britek balett irdnti rajongasat és a mifaj ujboli meg-
erdsddeset segitette eld az a harom asszony, akik kdzil de facto egy sem volt sem angal, de még brit

sem. A rangidds, dan sziiletésti Adeline Genée (1878-1970), aki neves tancosnak szamitott a Gyagilev

eldtti Londonban, visszavonulasa utéan elsgsorban kulturaszervezéként valt igen jelentéssé. A nevéhez
kapcsolodik a Royal Academy of Dancing és a Camargo Tarsasag megalapitasa.

A masik hélgy, akit Cyvia Rambam, Miriam Ramberg, de leginkabb Marie Rambert (1888-1382) néven
tisztel a tanctdrténet, Varsoban latta meg a napvilagot. El6bb Isadora Duncan, a szabad tanc kitalaloja,
majd Dalcroze hatésa ala kerillt. A Dalcroze-nal tanultak (euritmia) révén ker(lt kapcsolatba Gyagilevvel,
aki felkerte, hogy segédkezzen a koreografusként tevékenyked6 Vaclav Nizsinszkijnek A tavaszi dldozat
bonyolult ritmikai képleteinek megfejtéseben. Az Orosz Balettnél toltgtt szezon a balett felé terelte Ram-
bertet, aki megtanulta a balettmadszereket, igy 1920-ban 6 alapitotta meg az els6 angol balettiskolat. A
ndvendékekbdl hamarosan egyiittes alakult, amely tobb néven szerepelt (Marie Rambert Dancers, Ballet
Club). mig végil 1935-ben Ballet Rambert néven valt ismertté. Rambert nemcsak pedagdgusként volt
fontos a balett mifajanak formalasaban, hanem eldszeretettel adott lehetdséget fiatal koreografusok-
nak tehetseégiik bemutatasara. Az 6 kdpenyegébdl buijt eld tobbek kozt Frederick Ashton, Anthony Tudor,
John Cranka és Norman Marrice. A Ballet Rambert sokaig a ,hivatalos egyittessel’, a Royal Ballet-val
parhuzamosan mutatta be a romantikus-klasszikus mveket, illetve az 0] kreaciokat, azonban 1966-ban
éles valtassal modern térsulatté alakultak, igy Gjitva meg ismét a brit tancéletet.

Aharom hossz( életii asszony kdzil Edris Stannus, azaz Ninette de Valois (1898-2001) a legfontosabb
az angol balett szempontjabol. Az ir felmendktdl szarmazo de Valois az 1920-as évek elejen Gyagilev
egyittesenek meghatarozo tancosndjeve valt. 1926-ban tért vissza Londonba, és Ramberthez hason-
léan 6 is balettiskalat nyitott. Egy személyben volt remek tanar és faradhatatlan szervez6, emellett
koreografiakat is készitett (Jab, A Iéhasdg Gtjo, a Magyarorszagon is bemutatott Sakk-matt és a Cop-
pélia emelhetdek ki a teljesség igénye nélkil). Egyiitteseinek kronoldgidja szdvevényes, azt azonban
ki kell emelni, hogy iskolaja es téarsulata is a Sadler's Wells szinhdzban mdkodott, amely 1946-ban a
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Barbieri Raffaello

Covent Garden épiletébe kdltozott, és 1956-ban megkapta a kiralyi cim viselésére sz6l6 jogot - igy
lett de Valois a Royal Ballet alapitoja. A kiralyi” egyiittes mellett megmaradt a Sadler's Wells kisebb
tarsulata is, amely f6ként az angol vidéket jarta, és terepet biztositatt a fiatalok - példaul MacMillan
- koreografiai kisérletei szdmara. (Ez utobbi csapatbol alakult meg a Birmingham Royal Ballet 1990-
ben.) Ninette de Valois mar életében maga volt az él6 hagyomany, szikar alakjat oriasi tisztelet és
megbecsilés dvezte, nem véletlendl emlegették ,a Madam” néven.

Frederick Ashton: MacMillan
el0dje és vetelytarsa

Az angol balett megkeriilhetetlen alkotoja Frederick Ashton (1904-1988), akinek a munkéssaga nagy
mértékben hatott Kenneth MacMillanre, bér kettdjiik szakmai kapcsolata ltalaban nem volt felhdtlen.
Ashton neve nem ismeretlen a magyar néz6k eldtt, bar mlvei kozll csak eqgy, A rosszul érzétt ldny
keriilt fel a Magyar Allami Operahdz baletteqyiittesének repertoarjara. Az angol koreografus, aki Ecua-
dorban sziiletett, Anna Pavlovat latva dontdtt Ggy, hogy a balettnek szenteli az életét. Angliaba visz-
szatérve tAnctudasat a legjobb mestereknél tokéletesitette, s hamarasan a tancalkotassal is megpro-
bélkozott Marie Rambert szarnyai alatt. A divat tragédidja cim(i tancjatéka (1926) elGrevetitette Ashton
zsenialitasat, amely a karakterteremt készségben, otletes, ugyanakkor tetszetds lépéseiben és jo
dramaturgiai érzekében mutatkozott meg elsdsorban. Ashton 1935-ben a jobb lehetdségek reményé-
ben csatlakozott Ninette de Valois egyiitteséhez, amelyet élete végéig szolgalt.

All. vilaghabortig egyfelvonasas miveket készitett, amelyekben a korabban felsorolt tulajdonsago-
kon til megmutatkozott muzikalitasa is. Ennek az eranak legfontosabb mdvei az Apparitions, A kor-
csolydzdk, Az eskiivéi csokor és a Dante-szondta. A nagy vildgegés utan Ujrainduld és Uj helyre koltoz6
tarsulat szdmara készitette életm(ive eqyik ékkdvet, a minddssze harom parra komponalt Szimfonikus
varidciékat (1946). Ebben a munkajaban megmutatta, hogy 6 sem marad el Balanchine vagy Lifar
mogott a szimfonikus balett mifajaban. Két évvel kés6bb ismét (j szinnel gazdagodott alkotdi pa-
lettdja, amikor megsziiletett az elsé angal haromfelvonasos balett, a Hamupipdke, amelyben 6 maga
tancolta az egyik mostohandvért Robert Helpmann mellett. Ihlete késGbb sem apadt el, szinte ontotta
arovidebb vagy teljes estét betdltd mdveit: Daphnis és Chloé, Sylvia, Birthday Offering, Ondine, A rosszul
drzétt lany, Az dlom, Marguerite és Armand, Enigma-varidciok, Egy honap falun vagy a Rhapsody.

Egy életen at mazsajaként tisztelte Margot Fonteynt, de rajongdsa nem zavarta abban, hogy a
fiatalabb generaciok szamara is koreografaljon, igy Antoinette Sibley-nek, Rudolf Nurejevnek,
Anthony Dowellnek vagy éppen Mihail Barisnyikovnak. 1952 és 1970 kdzétt a Royal Ballet vezet6
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koreografusakent elhalmozta a kozdnseget balettjeivel, amelyek ma az ugynevezett ,angol iskola"
legjelesebb darabjai. Ezekben a gyors és pontos labmunka, a kivald balanszkészség, a jellegzetes
kar- és kézmozdulatok, a plasztikus felsGtest-hasznalat és az elegans visszafogottsag dominalnak
a magas fokl muzikalitas mellett.

Kenneth MacMillan

A skot szarmazasu koreografus, Kenneth MacMillan (1929-1992) szerencsés id¢ben sziiletett, hiszen
mire elhatérozta, hogy bel6le bizony tincmivész lesz, az angol balett csillaga igencsak magasra
emelkedett. A kezdetben szteppelni tanulg fid 14 évesen ismerkedett meg a balett m(ifajaval. 1945-
ben mér Ninette de Valois iskoldjanak novendéke volt. A Madame ezt irta MacMillan balettmester-
ndjének: ,Megneéztem a tanitvanyat, és hihetetlenll nagy hatést tett ram minden szempontbol. Jo
testalkatt, rendelkezik a megfelel6 kisugarzassal, és nyilvanvaloan intelligens.”

1946-tol MacMillant mar a Sadler's Wells utazé eqgyiittesének tagjai kozott talaljuk. S bar tanctudasa még
nyilvanvaléan nem lehetett tokeletes, mégis a habord uténi férfitdncos-hiany miatt a szinpadon sajéti-
totta el a szakma alapjait, és szerezte meq a rutint. Elegans és j6 technikaji mdvesznek tartottak, azon-
ban egyre jobban eluralkodott rajta a lAmpaldz, igy de Valois szabadsagolta. Ez serkentette MacMillant,
hogy koreografalni kezdjen. Els6 kisérletei az 1950-es évek elejére esnek, és igen kecsegtetdnek itélték
Gket, igy mind a Madame-tol (Somnambulism, Fragment, Danses Concertantes), mind Marie Ramberttdl
(Laiderette) kapott felkéréseket. Ezek az elsd egyfelvonasosok még a francia Ujhullamhoz tartozd Roland
Petit mUveinek stilusahoz alltak kdzel, azonban az ifju skot hamar megtalalta sajat nyelvét és stilusat.
Elénk kapcsolatban allt iro- és filmes kortarsaival, és generacidjanak tagjaihoz hasonldan a habord uta-
ni lazadas jellemezte, amely tancjatékainak témavalasztasaban mutatkozott meg. Sajét koranak témai
izqattak, nem akart tiindérmeséket szinpadra vinni, ebben nagyon hasonlitott Maurice Béjart-hoz vagy
Jerome Rabbins-hoz. Egy szezonra még arra is lehetdsége volt, hogy New Yorkba utazzon az American
Ballet Theatre-hez. Visszatértekor készitette el The Burrow (0du) cim( balettjét, amelyben a haborts
id6k félelmeit abrazolta a szerepl6k segitségével. Ekkor dolgozott egyébként elészor Lynn Seymourral, a
kivalo, kanadai sziiletés(i balerinaval, aki sokaig volt a mizsaja. A The Invitationben két fiatal szexualis
eszmélesét figyelhetjiik meg. Noha a szakma alapvet6en tdmogatta MacMillan maveit, a kdzonseq sza-
mara megrazoak voltak, sot idénként felhaboritanak talaltak 6ket. Nem is csoda, hiszen Ashton minden
esetben harmaniat sugarzo, es hetkoznapi témakat szinpadra soha nem vivd balettjeit6l igen messze allt
MacMillan gondolkodés- és kifejezésmadja.

Az 1960-as évek elejen készilt el MacMillan A tavaszi dldozat-adaptacioja. Az alapmi a nemzetkdzi
tancelet eqyik meghatéroza darabja, mely 1913-ban, az 6sbemutatdn botranyt keltett, majd 1953-ben,
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Maurice Béjart zsenialis Ujraértelmezésével elindult vilaghddito Utjan, hogy mara a tancélet egyik leg-
tobbet feldolgozott tancmiivévé véljon. MacMillan variansa Béjart-hoz hasonlan szintén a rituéléra
helyezi a hangsulyt, azonban nala nem a szexualis beteljesedés és az élet tovabbvitele szerepelt a
abrézolasan nyugvo latvany, és Monica Mason kivald teljesitménye a Kivalasztott lany" szerepében.
A mésik nagyon hatasos darab a Las Hermanas cimet viseli. A Stuttgartban bemutatott balett ma is
drémaja alapjan. A sok gdrcsos és megtdrt elem, 1épés kivaloan kifejezi a drdma mondanivaldjat,
amelyet cimbalomzenére kisernek.

MacMillan palyajanak elsd kdzdnségsikere a Rémed és Julia volt, Prokofjev zenéjére, 1965-ben. A ko-
reografus palyajan ez volt az elsé egész estés balett, amelyet elsdsorban a moszkvai Nagyszinhaz
londoni vendégszereplése inspiralt. A balett Christopher Gable-re és Lynn Seymourra készilt. Az er-
kélyjelenet volt az els6 elkésziilt rész, amelyet egy galan a két fdszerepl§ mar a bemutatd elgtt egy
gvvel eltancolt. A megrendeld, a Covent Garden vezetése azonban megvaltoztatta a szereposztast,
mivel az angol alldcsillag, Margot Fanteyn és a par évvel korabban a Szovjetunidbol disszidalt Rudolf
jobban el lehetett adni a jegyeket.

A Romed és Julia szereposztasanak akarata ellenére tdrténd megvaltoztatasa, és a sajat kibontako-
z4sahoz egyre nagyobb teret igényld MacMillan ugy ddntétt, hogy elfogadja a nyugat-berlini Deutsche
balettjének kalvariaja is ebbe az iranyba sodorta, hiszen a Covent Garden vezetése nem engedélyez-
te szamara a Mahler-dalciklus szinpadra éllitasat, mivel tul hosszunak és tul formabontdnak itélték.
a halandosagral.

MacMillan tgy gondolhatta, hogy Berlinben majd maga alakithatja a balett életét, és emellett tud al-
kotni, ezaltal egy olyan jol szervezett egyiittest hoz letre, mint amilyen baratjae, a Stuttgarti Balet-
tet vezet6 John Crankoé. Azonban mind az operatagozattal, mind az adminisztraciéval allandoan
hadakoznia kellett, raadasul egyfolytaban ott lebegett a feje felett az Uj bemutatok terhe is. Ettdl
fliggetlendl 1966 és 1969 kdzott harom évadon keresztil siker(ilt két nagy orosz klasszikust szinre
vinnie (Csipkerdzsika, A hattyuk tava), és mellette maradt ideje elkésziteni a szimfonikus balettek kizé
tartozd Concertdt, az Anasztdzia egyfelvondsos valtozatat, amely az allitélagos utolsé orosz carleany
torténetét mesélte el. Kdzben a Stuttgarti Balett is 0 baletteket kapott téle: A szfinxet és a Julia
kisasszonyt.

zeteése alatt - amelynek eleje éppen egy pénziigyi vélsaggal volt terhes - egyesitenie kellett az allandd

tarsulatot a kisebb, utazo csapattal. Megindult az els6 szamu angol egytittes kiilféldi koreografusok
eldtti megnyitasa is: Balanchine, Robbins, Cranko, van Manen és még sok mas alkoté mveivel gaz-
dagodott a Royal Ballet, mikdzben MacMillan maga is alkotott, és Ashtont is hagyta szinpadhoz jutni.
Mvei jol lathatéan ketfélek voltak. Az egyik csoportba tartoztak a nagyszinpadra vald, szélesebb
kozonségrétegeket ,kiszolgalo” balettek, mint amilyen az Anasztdzia haromfelvonasos (1971) valtoza-
ta vagy a Manon (1974). A masik csoportot az egyfelvonasosok képezték, amelyek igen valtozatosak
voltak a liraitdl (Triad - 1972) a humoroson &t (Elite Syncopation - 1974) a sbtét és agressziv darabokig
(Checkpaint - 1970, The Poltroon - 1972). Ebben az iddben talalkozott késdbbi feleségével, Deborah
Williams festondvel. 1973-ban sziiletett meg lanyuk, Charlotte MacMillan.

MacMillan igazgatoi periddusa minddssze hét évig tartott, mivel 1977-re mar nem volt képes tovabb
elviselni az igazgatas adminisztrativ terheit, ezért lemondott, és megmaradt vezetd koreografusnak.
Mdvei innentdl kezdve egyre sotétebb szineket mutattak. Az 1978-as Mayerling a maga térténelmi
témajaval (bar a torténeti hliséget iddnként semmibe véve) a folyamatosan gy6trédd és egyre sorv-
ado Rudolf trandrékds Utjat mutatta be sikertelen hazassagatol a Vetsera Mariaval elkdvetett kozds
dngyilkossagaig. Az drnyak vélgye (1983) a német koncentracios taborokba vitte a nézéket, mig a Diffe-
rent Drummer (1984) Biichner Woyzeck cimii dramajan alapult. Ezek a s6tét tonust darabok elforditot-
tak téle az angol kizonséget, de ez sem zavarta MacMillant, szerte Eurdpaban keresett szinpadot pro-
dukcioi szamara. Ehhez képest a Fauré zenéjére késziilt Requiem (1976) vagy Poulenc Gloridja (1980) a
kdzonség szamara konnyebben befogadhato, miifajilag Uj alkotasok. Formailag szimfonikus balettek
ugyan, azonban mégis van konkrét mondanivalgjuk. Az 1980-as évtizedben MacMillan idénkeént megint
visszatért a cselekmeényes balettekhez. llyen md az Isadora, amely nem aratott nagy sikert, illetve az
1989-ben bemutatott A pagoddk hercege. Ez utdbbit legutalsé muzsajanak, az akkor 20 éves Darcey
Bussellnek koreagrafalta. A pagoddk hercege azonban eddig csak a brit kdzdnség szivéhez talalta meg
az utat. A Csipkerdzsika koreografiai elgondolasai alapjan késziilt md - valdszin(ileg Britten zenéjének
kdszonhetden - a vilag mas részein nem tudott tartésan gydkeret ereszteni.

Noha MacMillan mar kevesebbet koreografalt, mint fiatalon, élettempgja nem lassult. Egyre tébb id6t
toltdtt hazajatol tavol, az American Ballet Theatre-nél és a Houston Balletnél is elvéllalta a maveé-
szeti vezet6i pozicidt, s ez ndvelte balettjeinek amerikai ismertségét. Az 1991-ben elkészilt Téli dl-
mok Csehov Hdrom ndvér cim{ szinmivét vitte tancszinpadra egy felvonasban. Az adaptéacic talan
ugyanlgy 6sszegzes, mint a Turgenyev-regénybdl késziilt Egy hdnap falun Frederick Ashton esetében.
Mindkett mély érzelmeket, jl kidolgozott karaktereket és szaros cselekményvezetést mutat, zenei
alfesteskent zongoramuzsikara. De hogy MacMillan ne tagadja meg lazado természetet, 1992-ben
vitte szinre Juddsfa cim( balettjét. A modern korba helyezett bibliai torténet parafrazisa tipikus
macmillani latdsmoddal (filmes elemekkel veqyitve) szl az arulasrol és a megbocsatasral, valamint
az Orok emberi gyengeségrdl.






MacMillan 1992. oktéber 29-én hunyt el. Eppen a Mayerling feldjitasanak els6 eldadasa ment Irek
Muhamedovval a cimszerepben, amikor szivinfarktust kapott. 62 éves volt. Sir Kenneth MacMillan
Frederick Ashtonon kivill a 20. szazadi brit balettélet legjelentésebb alakja volt. Népszer(ibb mi-
veit (Manon, Mayerling) a vilagon sokfelé jatsszak a nagy egyiittesek, ugyanis éppen ezekbdl az
egész estés dramai balettekbdl van a legnagyobb hiany. Az igazi MacMillan azonban nem ezek-
ben a balettekben mutatkozik meg a legjobban. Semmi kétseéqg, zsenialis alkoto volt, aki szinte
minden zsanerben kepes volt szinvonalasat alkotni, hiszen a Concerto vagy az Elite Syncopations
kivalo darabok. Lelki alkatabdl adddoan azonban talan az er@szakra, lazadasra vald hajlama a
legszembetdngbb mUveiben, noha a balett mifajatol eredendden ennek pont az ellenkezgjét var-
nank el. Tehat MacMillant mindenképpen nagy ujitonak kell tekinteniink a kifejezés szabadsaga és
a tancnyelv megujitasa terén. A korabbi alkotok - a vele kifejezetten éles kontrasztot mutatg Ash-
ton - a balettet a szépség és a harmonia egyik kifejezesi lehetGségének tekintették, és mlveik-
kel a kozonséget szerették volna gydnydrkodtetni, szorakoztatni. Vellik ellentétben MacMillan - ha
tehette volna - legkevésbé a kdzonséget kivanta szolgalni. Biztos volt ugyanis benne, hogy az 6
szemlélete is megértésre talal a nézGiben, még ha lassan is, vagy nem is Londonban, hanem ki-
sebb varosokban. Talan ezért irta egy angol tanctdrténész, hogy sokkal szerencsésebb lett vol-
na, ha az Anyegin alkotgja, John Cranko keriilt volna a Royal Ballet-hez, és MacMillan Stuttgartba.
Valoszin(ileg mindkettdjiik élete kbnnyebb lett volna, de ez természetesen csak fikcio.

MacMillan ma leginkabb azzal ejti bamulatba miveinek nézéit, hogy mennyire tancban gondolkodik.
Szinpadan csak mozdulatok vannak, semmi felesleges Gtlet, dncéld figyelemelterelés. Balettjeiben
mindig a szolisztikus részeken van a hangsuly. A szolok és a kett6stk kifejezetten a szereplSk lelkial-
lapotanak, cselekveseik belsé mozgatdrugoinak kivetiilései, egymashoz f(iz6d6 viszonyuk bemutata-
sanak lehetdségei. Tanctechnikailag pedig féleq a férfiak szamara igen nagy erdkifejtést és odaado
partneri munkat kivano feladatok, ugyanis MacMillan elgtt ilyen nehéz, akrobatikus mozdulatokat
senki sem alkalmazott. A balettkar részeinek talan kevesebb figyelmet szentelt a koreografus, ez
azonban semmit nem von le a balettek mdvészi szinvonalabal, ugyanakkor technikailag mindig ke-
menyen probara tette a balettkart.

Balettjeinek szinpadi megvaldsitasaban két képzémivésszel dolgozott egyiitt gyakran. Kozilik az
egyik a gordg Nicholas Georgiadis (1923-2001), a mésik a dél-afrikai szliletést Yolanda Sonnabend
(1935-2015).
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MacMillan Manonja

AManon - vitén fellil - egyike a 20. szazad legjelentGsebb cselekményes balettjeinek. Londontdl Szent-
pétervarig és Hong-Kongtol Ausztraliaig sokfelé jatsszak, pedig Prévost abbé regénye mara kikopott
az éltalanos mdveltségbdl. Aki ismeri, az leginkabb Puccini operdja révén kerilt kapcsolatba a torté-
nettel. Az Abbé mive sajat koraban a kdzbeszed targya volt, érdekldéssel és lelkesedéssel olvastak,
akik hozzajutottak. Meghatddtak a nemes lovag minden bonyodalom ellenére is langolg szerelmétd,
és talan elitélték Manont. Mas nézépontbal a tirténet egyrészt a nagy francia forradalom elgtti francia
tarsadalom életébe enged bepillantast, ezen tul - noha idealizalt alakokkal operal - fellelhetd benne
valami hasonldsag sajat hanyatld korunkkal. Ez pedig nem mas, mint az individualizmus, illetve a
pénz és az élvezetek korlatok nélkili hajszolasa. Hantsuk tehat le a rokokd méazat Prévost mavérdl, és
megkapjuk azt a tartalmat, amely negyven évvel ezelgtt megragadhatta a koreografust.

MacMillan balettje nem eqgy Csipkerdzsika- vagy Hamupipdke-szer( cselekményes balett, amelyben
tetszetds tancok talalhatoak. Ez az elsé, minden kGtottségtdl mentes, egész estét kitgltd MacMil-
lan-opus, hiszen a Rémed és Julia esetében a zene és annak dramaturgiaja alapvetden meghatarozta
a koreografus mozgasterét, ezzel szemben a Manonhoz a zenéket szabadon valogathatta. Aki el6szor
4tja a balettet, az fleg a tGrténetre és a latvanyos tancjelenetekre lesz figyelmes. Aki tobbszor nézi
meg a darabot, az észreveszi, milyen érdekes és kifejezd kettGsok talalhatok benne, aki pedig el-
melyll benne, az folyton valami Gjdonsagat fedezhet fel. Ezek kdzilil talan a legszembetingbb, hogy
MacMillan hus-vér karakterekké formalta a Prévost altal egyoldalian megrajzolt személyeket.

A regényben Des Grieux tisztes fiatalember, aki komoly tanulmanyait és addigi jzan eletét adja fel,
hogy Manant szerethesse, akit a tarsadalmi rangkiilonbség miatt nem vehet feleségiil. Tiberge, Des
Grieux baratja - és egyben j6 énje - egyhazi palyara lep, és a lovag is erre a Iépésre szanja el magat,
miutan Manon hitlen lett hozza. Ezt Manon fondorlatos madon akadalyozza meg, hiszen a Saint-Sul-
pice templomba megy a felszentelés el6tt, és minden csaberejét latba vetve eltériti szandekatol Des
Grieux-t. Ebbdl a balettben semmi sem jelenik meg: nincs papi pélya, nincs lanyrablas, csak szerelem
és szenvedés. Des Grieux a tancszinpadon egy végtelenil elegans arisztokrata, aki szerelmes éalla-
potaban teljesen kiszolgaltatotta valik. A végskig kitart Manon mellett, meg akkor is, amikor a lany
csalrdsagra buzditja.

Manon a lovaggal szemben maga a szepséqggel parosult romlottsag, tokéletesen amoralis figura. Olyan
alak 6, akinek nincsenek gatlasai: amit szeretne, azt el is veszi. S hogy mésoknak szenvedést vagy
bajt okoz ezzel, azon kdnnyedén atlép. A nyitoképben még csak egyetlen dolgot tud: nem szeretne
apaca lenni, s ezért mindenre képes. Elcsavarja az dregur fejét, majd meglopja, és Parizsba szdkik (j
szerelmével, akit azon a napon latott eldszor. Hamarosan raébred arra, hogy hatassal van a férfiakra.

Amikor vélasztania kell a még nem vagyonos Des Grieux, akit mellesleg szerelemmel szeret, és a lu-
xust, valamint a kitartott statuszt kinalg, joval id6sebb G. M. Ur kdzdtt, akkor nem tépel6dik. Azt ismet
csak a regenybdl tudjuk meg, hogy szdméra az sem lenne visszatetszd, ha mindannyian a gazdag
G. M. urat pumpolnak, s egy fedél alatt elnének vele, mintegy ménage a trois. Erre torténik utalas a
balettben, amikor az els6 felvonas végén Lescaut azzal a pénzzel akarja teletomni Des Grieux zsebét,
amit Manonért kapott G. M. drtol.

A mésodik felvondsban Manon mér tokéletesen tisztaban van azzal, hogy mire képes a gazdag férfiak
vilagaban. Elvezi, hogy tetszik, és hogy bomlanak utana. Talan eqy kicsit sajnalja Des Grieux-t, de csak
masodszarra hajlando arra, hogy feltételekkel Gjra elszokjon vele. Ez a kivetelés természetesen a
pénzre iranyul, hiszen a lovagnak hamiskartya réven kell biztositania a gondtalan élethez sziikséges
anyagiakat. Manon igazi csapodar teremtés, mindig azt ,szereti’, akivel épp van. Természetesen 6
sem kerilheti el a sorsat, hiszen volt gavallérja bosszut all rajta azzal, hogy prostitualtnak mondja és
letartdztatja. A kdnyvben egyébkent sokkal hosszabb Manon szeretdinek sora. Elészdr Monsieur de
B.-vel csalja meg a lovagot, aztan jon G. M. ar, majd kiszabadul, és megismerkedik G. M. dr fidval, akit
szintén becsap, meglop, és nevetségessé is akar tenni azzal, hogy sajat 4gyaban akarja megcsalni
Des Grieux-vel. Emellett ellopott ékszerek, fizetetlen szamlak és driasi anyagi igények jellemzik.

A harmadik felvonasban Manon egészen mas arcat ismerjik meg. MeggyGtorte a hosszd hajedt, és
tobbé nincs része abban a luxusban, amely nélkil kardbban elképzelhetetlen volt az élete. Egyedill
Des Grieux szerelmét es szépsegét nem veszitette még el, meggy6torten is vonzza a férfiakat - leg-
inkabb a bortdnkapitanyt. Sorsa azonban - amint a tragikus hgsnéke éltalaban - betelni latszik. A
kapitany megerdszakolja; talan életében el6szdr torténik vele olyan aktus, amelyet nem akar. Immar
tényleg prostitualtként kezelik. A sok szenvedés megtori fizikuma, de legalabb kedvese karjai kdzott
leheli ki lelkét az Ujvilagban.

Lescaut alakja a két fészereplohoz képest kevésbé jelentds. 0 Manon batyja, egy tokéletesen elvtelen,
opportunista katona, aki barmilyen stikliben benne van, ha azzal pénzt lehet szerezni. Tudja, ,mit6l
ddglik a légy’, még sajat hugat is képes pénzre valtani. Latjuk 6t elkel6 tarsasagban és tolvajok
kbzott is, mindkét kiizegben magabiztosan mozog. § szolgaltatja a tancjaték egyetlen viddm momen-
tumat, amikor hires részeg kettdst tancolja szeretdjével.

Lescaut szeretdje teljes mértékben MacMillan lelemenye, Prévost kdnyvében nem szerepel. Azok kozll
a kurtizanok kozil valo, akik vélhetGen mélyrdl jottek, és megszerzett poziciojukat nagyon ,okosan”
drzik. Azaz a tudatossag tekintetében valamiféle anti-Manont lathatunk a személyében.

Jsorsfigura”. Mindenképpen bossz(t akar allni Manonon, s ehhez megvannak a kapcsolatai, valamint a
pénze is. Nem tdri, ha bolondnak nézik. A kdnyvben 6 és Des Grieux apja azok, akik elvalasztjak a part
oly modon, hogy Manont szoros Grizet alatt tartatjak, hogy ne lehessen ismét megszoktetni. Massenet
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Manon cimd operajaban feloldja a név roviditését Guillot de Morfontaine-ként, Puccininél Geronte
de Ravoir az alak neve, Prévost-nal azonban ennek nincsen nyoma. MacMillan ebben a regénybeli,
monogramos jeldléshez ragaszkodott.

Még eqgy szerepldrdl kell szaIni, aki benne van ugyan a Prévost-regényben, viszont teljesen mas po-
Zicioban. A szinlapon a bortonkapitanyként szerepel, bar az angol szinlap szerint csak bortondr. Ez
az alak a regényben a New Orleans-i rabkoldnia vezetdjének, a helyi karmanyzénak az unokadccse,
aki Manon megérkezésétdl kezdve vonzodik a lanyhoz. Mivel azonban Manont mindenki Des Grieux
feleségének hiszi, a ferfi nem kdzeledik hozza. Amikor a lovag elmondja a kormanyzdnak, hogy Manan
nem a felesége, a bortonkapitany maganak kdveteli, és meg is kapja nagybatyjatol a rab feletti ren-
delkezési jogot. Szintén a regénybdl tudjuk meg, hogy Des Grieux a Manonért vivott parbajban megse-
besiti a kapitanyt, akit halottnak hisz, ezért menekiilnek el mindketten a koloniabdl. Kézben kidertil,
hogy a kapitany nemhogy nem halt meg, hanem lovagiasan - a rokoko Uri viselkedes szabalyainak
megfelelen - félre is allna az Utbal, azonban Manan id6kdzben meghal.

Ezzel szemben MacMillan a balettben kifejezetten Ugy mutatja be a torténetet, hogy Manont meger6-
szakolja a kapitany. Ennek talan az a magyarazata, hogy a Prévost altal leirt torténetet a 20. sz&zad
masodik felében - ismerve a koreografus igen erds vonzodasat az élet realista, iddnként erfszakig
fajulé bemutatasahoz - nem talalta kielégitnek ezt a fordulatot. Ezenkivil azt is el lehet kepzelni,
hogy MacMillan gy érezte, Manonnak egy ilyen kdnnyelmd és erkélcstelen élet utn nem elég biinte-
tés a szamiizetés és a szegényseg.

A Manon tancnyelve és ujitasai

MacMillan a klasszikus balettek lépésanyagara épiild, azanban annal joval modernebb és szabadabb
felfogast képviseld neoklasszikus stilust koveti. Nem is nagyon lehet ez masként, hiszen ezt tanulta,
ez valt a véréve. lgazi Jépescentrikus” koreografus, aki mindent tanccal old meg dgy, hogy kdzben az
angol iskola erdsségeit hasznélja.

Ujitasai kbzott a legfontosabb a kettdsdk Gjraértelmezése. Korabban, a 19. szézad végén a kettdsok
- az gy nevezett pas de deux-k - arra szolgaltak, hogy a tancosok a technikai virtuozitasukat meg
tudjak mutatni a kozonségnek. Ezeknek a nagy kettGstknek, amelyek megtalalhatok A hattydk tavd-
ban vagy a Don Quijotéban, megvolt a maguk szerkezeti felépitése, amelyt6l nem volt szabad eltérmni.
Az ilyen ortodox (klasszikus) pas de deux-k a 20. szazad elején kezdtek kimenni a divatbol, s helyi-
ket a cselekmenyt el6rébb vive kettdsok vették at, amelyekben mar az érzelmek is megnyilvanultak.
MacMillan balettszinpadan ezek a részek meg tovabb fejlédnek, egészen mély pszicholdgiai tartalmat,
a szerepldk lelki karakterét, pillanatnyi érzéseiket is kdzvetitik. Azt mondhatjuk, hogy 6 is sokat var
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az el6adoitdl, azonban nem a puszta technikai brillirozas lesz a feladatuk, hanem a szinészi jatékkal
elegyitett ugyancsak igen nehéz lépések és féleg emelések végrehajtasa. A Manon esetében ennek a
folyamatnak még csak az elején jart MacMillan, viszont mar latszanak azok a kezdemények, amelyek
példaul a csupan négy évvel késabbi Mayerling idejére mar kiforrottak.

A Manonban a kett6sok elsdsorban a férfi szdlistara ronak nagy terhet, ugyanis olyan emelések, ejté-
sek, vall folotti mozdulatok szerepelnek a koreografiaban, amelyek addig nem voltak megszokottak
a balettszinpadon. Manon és Des Grieux mindegyik kettdsében megtalalhatok ezek az elemek. Ezen
tilmenden MacMillan feltalalja a talaj nélkilli tancot. llyet lathatunk, amikor Manont példaul a Il. felvo-
nas estélyén a gavallérok szinte le sem teszik, ugy adjak kézrdl kezre.

A balett szoloinal mar nem mondhatjuk el ugyanazt, amit a kettdsoknél, ugyanis itt altalaban a tech-
nika domindl, és csak masodlagos a szinészi jaték. Ezekben is kifejezetten jol megtapasztalhatdk az
angol iskola jellegzetessegei, és éppen ez teszi nehezen eltancolhatdva a balettet egy nem ezen az
iskolan nevelkedett tancos szamara.

A 20. szazad elejétdl tdbb alkotd is megfogalmazta, hogy a tanckarnak nagyohb és dnallo szerepet
kell kapnia anndl, minthogy pusztéan a szolistakat ellenpontozza és kiemeli. Ezek az gondolatok - gy
tlinik - MacMillanre nem tettek nagy hatast. Nala ugyanis a tanckar zommel két funkciot télt be:
vagy a milidt jeleniti meg (példaul a tolvajok tanca az I. felvonasban) vagy egyszerien diszitd tanc
eldaddikent allitja 6ket szinpadra (példaul a kurtizanok tancai a Il. felvonasban). Késgbbi miveiben
egyebkent az a vad is érte MacMillant, hogy szamara a tanckar amolyan kdtelez6 penzum, s ha tehet-
né, ink&bb elhagyna ezeket a reszleteket.

A Manon premierje utén tobb kritikus is szemére vetette a szerzének, hogy vegelathatatlan kartanco-
kat készitett, hogy nehany részlet logikatlan, illetve olyan epizddokat emelt ki, amelyek nem is érde-
kesek (a bortdn-jelenet) a tirténet szempontjabol. Osszességeben - bar a kritikusoknak ez is a dolguk
- {résaikban sok mindent elmarasztalnak a Manonban, a zenevalasztastol a karakterek hianyossagain
at. Minddssze ket olyan pont van, amelyben mindenki egyetértett: a kett6sdk nagyszerlisége és az
gsbemutato eldaddinak magas szintd teljesitménye. Eppen ezért szilkséges megemliteni, hogy az
elsd Manon Antoinette Sibley, Des Grieux Anthony Dowell, Lescaut David Wall, Lescaut szeret6je pedig
Monica Mason volt.

S hogy miert kerlilt bele ebbe az irasba ennyi birélat? ElsGsorban azért, mert a Manont MacMillan
eqyik legegysegesebb alkotasanak tartjuk, amely az aranyok tekintetében igen kiegyensulyozottnak
mutatkozik. Raadasul 50 év tavlatabol egyértelmien kimondhato, hogy a Manont megszerette a ko-
z6nseg, es nem Oleg Kerensky veleménye érvenyesiilt, amikor ezt irta: ,Taldn néhany pas de deux-t
meg lehet 6rizni koncertszamkent, de a telies Manon nem az a balett, amelyet barki gyakran végig
szeretne {lni." E joslat ellenére a Manon a 20. szazad egyik legnépszeribb cselekményes balettjévé
valt a bemutato ota.
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Az abbe regénye

Antoine Francois Prévost d'Exiles, vagy ahogyan jobban ismerjlik: Prévost abbé 1697-ben latta meg a
napvilagot az Artois megyei Hesdinben. Alapos képzésben részesiilt, hiszen jezsuitak oktattak, igy mar
ott megmutatkozott az irodalom és a nyelvek iranti fogekonysaga. Ugyved apja azt remélte, hogy fia
az eqyhazi palyat vélasztja, azonban tengersok tanulds utan és csak nagy nehezen szentelték pappa.
Szamara az egyhaz amolyan atjaréhazra emlékeztet6 menedek volt, ahova barmikor visszatérhetett,
ha valamit6l megcsomorlgtt. Abban a korban, a galans rokoko idején pedig kdnnyd volt csdmart kapni.
lly mddon abbénk nem restellte megismerni az egyh&zi hivatas keretein tul zajlo életet is: ivott és
vigadozott cimboraival, hordott csipkés kezeldt és zsabds nyakravalot, udvarolt és szerelmeskedett.
Volt zsoldoskatona, hirlapszerkesztd, forditd, hazitudos, tanar es hitszonok is. Féktelen életmodija
miatt tdbbszor kellett menekiilnie, példaul Hollandiaba, mivel - mar masodszor - hagyta faképnél
a bencés kozosseget, és regenye, az Egy vildgtdl visszavonult nemesember emlékei és kalandjai a
kivanatosnal nagyobb hatast gyakorolt rendtarsaira.

Amint Salgé Emd irja: Osszefirkalt vagy 39 kétetet: tudomanyt, regényt, Gjsagot, botrany-riportokat,
torténelmet, erkdlcstant, utazast, eredetit, forditast, 6sszeollézast, népszer(sitést, amit csak tudott
es azt is, amit nem. Kozben 1734-ben kibekilt az egyhazzal,

s visszatért Franciaorszagba. Ir, s amit ir, azért megfizetik. Botrany-riportjaiért megint szamizik.
Csavarog Belgiumban, Németfdldan, de aztan halala elgtt hisz évvel Gjra visszatérhet hazajaba, és
aranylag rendezettebb korilmények kdzt irhat, killonosen, amikor Conti herceg udvari papja lesz."
Prévost 66 évesen, 1763. december 23-an halt meg Chantillyben. A Conti-birtok eqyik erdejében sétalt,
amikor qutaiitést kapott. Allitélag a halottnak hitt irot elkezdte boncolni egy videki felcser, hogy a
halal okéra fényt deritsen, amikor a tetszhalott Prévost magahoz tért. Végul harom ora malva lehelte
ki a lelkét.

A kordbban mér emlitett kdnyvén kivil két mésik jelentds irodalmi tény kapcsolodik a nevéhez. Az
egyik, hogy az akkoriban igen divatos Richardson-regényeket francia nyelvre {ltette at, illetve az
Egy vildgtdl visszavonult nemesember emlékei és kalandjai cim{ regényfolyamanak hetedik kéteteben
megjelentette Manon Lescaut és des Grieux lovag tdrténete cimi regényét (1731). Ez utébbi munkajat,
amely a f6 mdvének tekinthetd, legott betiltottak, s talan ennek is kiszonhetd, hogy oly nagy tetszest
aratott az ancien régime olvasoinak kdrében. Nemcsak Franciaorszagban iilddzték a Manon Lescaut-t,
sokaig szerepelt a katolikus egyhdzi indexeén is, mivel az olvasok szamara erkolcsileg karosnak itélték.
Ma az irodalomtdrténet a rokoko regényt latja a Manon Lescaut-ban, amelyben ott van a kés6bbi bu-
kott ndalakok arzenaljanak dsforrasa Marguerite Gautier-n at Bovarynéig, sét Anna Kareninatdl Nana-
ig. A 21. sz&zadi olvaso egy luxust szeretd, gyenge jellem(i, azonban a szerelem testi oldalat is aktivan

megeld karaktert Iathat Manonban. Des Grieux lovag karaktere mai szemmel mér nehezebben érthetd
meg, mert Manonok ma is akadnak, azonban a lovag jelleme tulzottan egysiki. Mindent megbocsato
szerelme Manon irant nehezen hihet6, azonban ha dsszegyurjuk a jozan Tiberge figurajaval, aki ba-
ratja, ugyanakkor racionalitisaval tokéletes ellenpontja a lovagnak, végre his-ver embert kapunk. A
regény a kalandokkal és kisstild atverésekkel teli torténetvezetésen keresztiil a fiatal szerelmespart a
grande passion, a misztikus, legyézhetetlen, vak szerelem Des Grieux-i perspektivajabol tarja elénk. S
hogy kik voltak a torténet ihletdi? Valoszintileg maga az abbé volt Des Grieux és Tiberge egy személy-
ben, s sajat kalandjat meséli el 20 éves korabdl, amikor odahagyta a jezsuitakat.

Prévost: Manon Lescaut

Részletek

Utazasom napjanak elGestéjén, baratommal, akit Tiberge-nek hivtak, séta kozben belebotlottunk az
arrasi postakocsiba, amelyet egészen addig a fogadoi kdvettiink, ahol meg szokatt allni. Kivancsisa-
gon kiviil nem hajtott semmi mas.

Neéhany holgy szallott ki a kocsibol, de rogton visszavonultak, egy lany kivetelével, aki az udvaron vara-
kozott, mialatt egy idgsebb férfi, aki valdszin(ileg a kisérdje volt, a kacsibal elszedte csomagjait. Ez a
lanyka oly leny(igdz6 hatést tett rdm, hogy én, aki addig sosem gondoltam a nemek kdzétti kiilénbség-
re, s még sohasem néztem nére férfiszemmel, én, akit mindenki csodalt okossaga és tartdzkodasa
miatt, egyszerre egész testemben felgydltam, s mar-mar dnkiviletbe estem.

Kimondhatatlanul félénk voltam, nagyon kinnyen zavarba jottem, de most ez a gyengeségem legke-
véshé sem tartott vissza; megindultam szivem kiralynéja felé.

[..]

Manon Lescaut kisasszony - mert igy mutatkozott be a lany - nagyon elégedettnek latszott a hatassal,
amit szépsege tett ram. Megindultsaga egyebkent - gy lattam - nem maradt mdgotte az enyém-
nek. Megvallotta, hogy kedvesnek taldl, és semmire se vagyik jobban, mint hogy nekem kdszénhesse
szabadsagat. Megkerdezte, ki vagyok, s amit megtudott, fokozta vonzalmat, mert alacsony sorbal
szarmazott, s ezért hizelgett neki, hogy egy magamfajta ifjt haditott meg.

Megvitattuk, miképpen lehetnénk egymaseéi. Hosszas tdprengés utan sem lattunk mas utat, mint a
szOkest. Ki kellett jatszani az Greg kisér§ eberségét, de dvatosan kellett bannunk vele, habar csak
cseléd volt. Haditerviink szerint éjszaka helyet kellett szereznem egy postakacsin, és mielétt még a
kisérd felébredne, kora reggel visszamennem a fogaddba, ahonnan titokban fogunk tovabbalini. Egye-



nesen Parizsba megylink, s ott rdgton egy keliink. Korilbeldl otven tallert gydjtottem dssze diakéveim
alatt. Manonnak kétszer ennyi pénze volt. Tapasztalatlan gyerekkent tgy képzeltiik, hogy ez az 8sszeg
sohasem fogy el, s épp ennyire biztunk terveink sikerében is.

[..]

Tobb mint tiz honapja voltam Amerikaban, meglehet6sen ismertem mér az orszagot, azt is tudtam,
mikent kell megnyerni a bennsziilottek bizalmat. Nem vart elkeriilhetetlen halal a kozéjiik merészke-
ddre, rajuk bizhatta magat az ember, én kiilGnben is megtanultam néhany szt a nyelviikdn, es néhany
szokasukat is megismertem, hiszen nemegyszer érintkeztem velik.

Ez volt az egyik szanandd reménységem, de kecsegtetett egy masik lehetdséq is, az angolok részérdl,
akiknek ugyancsak volt nehany telepiilésiik az Ujvilagnak ezen a vidéken, sajnos rettenetes tavolsag-
ban télink. Innen az 6 gyarmatukba terméketlen mez6kdn vitt az (t, tobb napi jarofolddn keresztill,
majd oly magas és meredek hegyek kivetkeztek, amelyek a legedzettebb és legizmosabb férfit is erd-
sen probara teszik. En mégis bizakodtam benne, hogy e két lehetdséq segitségével megmenekiliink:
a bennsziilottek megmutatjak az utat, az angolok pedig befogadnak gyarmatukba

Ameddig Manon erejébdl és batorsaghdl futotta, gyalogoltunk koriilbeldl két mérféldet. EIGbb Manon
semmikeppen sem akart pihendt tartani. Végre azonban kimerdilt, és bevallotta, hogy nem bir tovabb
menni.

Mar leszallt az ¢j. Eqy széles siksag kozepén telepedtiink le, a szabad ég alatt, mert még egy fat sem
talaltunk, amely védelmil szolgalt volna.

Manon mindenekel6tt kitést valtott sebemen, amelyet Gtnak indulasunk el6tt is 6 kotozott be. Haszta-
lan tiltakoztam, halalosan elszomoritotta volna, ha nem engedem, hogy gondoskodjék rélam, és elha-
ritsa t6lem a veszelyt, még mieltt sajat magaval foglalkozna. Nem ellenkeztem tehdt kivansagaival,
egy ideig csendben és tirelmesen fogadtam apolasat. De miutan befejezte gyongéd foglalatossagot,
ram kerllt a sor a gyongedségben. Kimondhatatlan 6rdmmel dobéltam le magamrol a ruhat, puha
fekvohelyet készitettem beldlik, hasztalan tiltakozott, mindent elkgvettem, hogy némi kényelmet biz-
tosithassak neki. Hideg kezeit ég6 csokjaival és leheletem forrdsagaval melengettem. Egész éjszaka
virrasztottam mellette, és szelid, békeés almot kértem neki az Egtdl. 0, Isten! Mily buzgon és dszintén
imadkoztam, de a kegyetlen g nem hallgatta meg fohészaimat.

Kolozsvari Grandpierre Emil forditdsa

Kekalo lurii




A balett utja a gondolattol a
szinpadig

A Manon szinpadra vitelének alapdtlete mar régéta érett MacMillanben, ugyanis latta a Manon 70 cimd,
Jean Aurel &ltal 1968-ban bemutatott filmet, tovabba diszlettervezd baratja, Nicholas Georgiadis is
javasolta neki a témat. Jann Parry tanctdrténész szerint el6szor Frederick Ashtonhoz jutatt el az Gtlet,
aki elvetette, mivel 1963-ban kareografalta meg A kamélids hélgyet Marguerite és Armand cimen Font-
eyn és Nurejev szamdra, es ezért nem akart tobb ,operaadaptéaciot”. MacMillan raharapott a témara,
és belevetette magat a tervezésbe. 1973 nyaranak elejen mar tudta, hogy Uj balettet fog keésziteni,
ezért két kedvenc szolistajanak, Antoinette Sibley-nek és Anthany Dowellnek az 6ltéz6asztalara oda-
csempeszett az évad végen egy-eqy kdnyvet. A kitetekben két mi szerepelt, Prosper Merimée Car-
menje és Prévast abbé Manon Lescaut-ja egybe kdtve. Arra kérte kollégait, hogy talaljak ki, melyikbdl
szeretne balettet koreografalni. Mindketten raéreztek, hogy melyik m lesz a kész(ilg balett alapja.
Amikor egy koreografus teljesen 0j mdvet szeretne Iétrehozni, alapvetSen két Ut kdzil vélaszthat:
vagy Uj zenét irat, ami valoszin(ileg lassabban készil el, vagy a méar meglévé készlethdl" gazdalko-
dik. Manon Lescaut térténetét tdbben is megkomponaltak: Auber vigoperat irt beléle (1856), Massenet
(1884) a francia nagyopera stilusaban, Puccini pedig a sajat maga elképzelései szerint 1893-ban mu-
tatta be operdjat, igy valasztek bdven akadt. MacMillan tehat ezek kdzil barmelyiket kivalaszthatta
volna. A tanctdrténetben mindegyik modszerre akad példa, hiszen Fokin Rimszkij-Korszakov Arany-
kakasat az énekes szolamok megtartasaval, de tancosokkal vitte szinre. Ronald Hynd A vig 6zvegyb6l
készitett balettet gy, hogy a meglévd - szinte teljes - zenei matériat zenekari szolamokka irtak at
szamara. MacMillannek rokonszenvesebb volt az az at, amelyet barétja - a Stuttgartban egyittest ve-
zetd - John Cranko jart be. Cranko 1965-ben ugyanis az Anyegint mutatta be, viszont balettjéhez nem
Csajkovszkij azonos cim( operajabol valasztotta a zenéket, hanem Csajkovszkij zongoradarabjait és
egyeb szerzemenyeinek részleteit Kurt-Heinz Stolze gy(rta dssze és hangszerelte Cranko igényeinek
megfelelden. MacMillan annyiban maradt a készletnél’, hogy Massenet zenéje mellett dontétt, azon-
ban az opera egyetlen hangjat sem felhasznalva alakitotta a zenei anyagot. A Guardian 1974. marcius
6-i szamaban kozreadott interjuban a koreografus Ugy nyilatkozott, hogy tudatosan szerette volna
elkeriilni az 6sszehasonlitgatasokat az opera és balettje kozott, raadasul szandéka szerint nem az
operdt szerette volna megtancositani, hanem magét a regényt.

A végleges zenei anyagot Jules Massenet miiveibdl Leighton Lucas (1903-1982) és MacMillan valasz-
totta ki és allitotta dssze, amit Lucas meg is hangszerelt, hogy egységes

zenei hangzas uralja a balettet. Lucas egyébként érdekes palyat futott be, hiszen fiatal koraban ket

évadon at Gyagilev egy(ittesének volt a tdncosa Lukine mivésznéven, majd még nem volt husz éves,
amikor balettkarmesterré avanzsélt. Késdbb zeneszerzéssel foglalkozott, féleg filmzeneket és valla-
s0s kompoziciokat irt. MacMillan a Manont igen gyorsan koreografélta meg, ugyanis 1973 oktoberében
kezdte meg a munkat, és 1974. marcius 7-en zajlott le az 6shemutato.

A Lucas-féle hangszerelést Martin Yates (1958-) valtozatara cserélték le. Yates univerzalis

miivész, aki operat, balettet, musicalt és szimfonikus mdveket egyarant vezényel a vilag szdmos
rangos szinhazaban és koncerttermében. A Manon hangszerelését 2011-ben készitette el, és azéta a
vildgon mindenditt ezt lehet hallani. 2013-ban Minkus Don Quijotéjanak az eredetitdl eltér6 hangzas-
vilagu zenei atiratat is kidolgozta a Royal Ballet szamara. Ezt a produkciot egyebkent Carlos Acosta
jeqyzi kareografuskeént Marius Petipa mellett.

Jules Massenet, a zeneszerzo

Massenet 1842. majus 12-én szilletett a franciaorszagi Montaud-ban, és a keresztségben a Jules Emile
Frédéric nevet kapta, amelybdl az elsGt élete végéig szivhdl utélta. Nagy csaladba sziiletett, ugyanis
dsszesen 12 gyereket szamlalt a familia, akik kdzll 6 volt a legfiatalabb. Apja ugyan igen elgkeld ro-
kanokkal biiszkélkedhetett, mégis vasnagykereskedésbdl tartotta el csaladjat. Sajnalatos madon a
csaladfd 1848-ban elvesztette a vagyonat, s nemsokara meg is halt, ezért a csaldd Périzsba koltozott.
Massenet 1852-ben lepett a hires Parizsi Konzervatdrium névendékei kdzé. Het év malva elsd dijat
nyert zongorajatékaval, és ezutan kezdett el zeneszerzést tanulni Ambroise Thomas-tol. Ugy tiinik,
hogy Massenet fiatal koratol szerencsés volt, ugyanis nem csak elismerést ért el, hanem pénzt is tu-
dott keresni: voltak magantanitvanyai, kavéhazakban zongorazott, és timpanistaként zenekarokban
is kapott feladatokat. Hihetetlendl lelkes volt, kortarsai azt irtak rdla, hogy minden zeneszerzésora
utén szinte azonnal hozta a tanultakat mutat¢ keringdket vagy kisebb zenemUiveket, amelyek arado
fantéziarol taniskodtak. 1863-ban a hires Rémai-dijat is elnyerte, amely két év rémai tartdzkodast je-
lentett szamara. Megismerkedett Liszt Ferenccel, és utazasokat is tett, mikdzben folyton komponalt.
Utjai soran Magyarorszagra és német teriiletekre is eljutott. Ezutan megndsillt és visszatért Parizsha,
hogy megostromolja a zenés szinpadokat. Sorra mutattak be operait (A nagynéni, Esclarmonde, Don
César de Bazan), de tartds sikert ekkor meg nem tudott elérni.

36 évesen lett a Conservatoire zeneszerzéstanara, s zeneszerz6k sorat tanitotta, koztik Gustave
Charpentier-t, Erest Chausson-t és Reynalda Hahnt. Thomas halala utan a Kanzervatérium igazgatoi
posztjat is felajanlottak neki, 8 azonban nem fogadta el, sét, a tanitast is abbahagyta, mert tobb id6t
szeretett volna magara forditani. Erre sziiksége is volt, hiszen évtizedeken &t faradhatatlanul dolgo-
zott: hajnali 5-kor kelt, és késdn fekiidt.
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Munkaval s sikerekkel teli életet 1912-ben, 70 évesen, Parizsban fejezte be.

Ma elsdsorban operairdl szokas megemlékezni, amelyeknek sora hosszd, témai pedig igen valtoza-
tosak. Van kdztiik bibliai (Hérodiade, 1881), irodalmi (Manon, 1884; Werther, 1892; Don Quijote, 1892),
kdzépkori (Le Cid, 1885), mesei (Hamupipdke, 1899) és okori témaju (Thais, 1834). E zenemiivek zommel
a francia nagyopera stilusat kdvetik, azonban nem tagadhato le Wagner hatasa sem. Ami kézds ben-
niik, hogy mindegyikben megtalalhatok a flilbemészo dallamok, a kivalo hangszerelési megoldasok és
a késBromantika széles érzelmi skaldja. Szamos alkotasa kozlil manapsag alig egy tucatot jatszanak,
azt is csak ritkan, leginkabb a francia kultirkérben. De ne gondoljuk, hagy Massenet csak egy mi-
fajban alkotott nagyot! Figyelemre méltok dalai (kdzel kétszazat irt), balettjei (Le carillon, Les rosati,
Cigale, Espada), zenekari szvitjei, egyhazi kompozicioi, kamaramivei, s6t még zongoraversenye is
van. Az 1950-es évekt6l divat volt elitéIni Massenet munkassagat, felszinesnek és unalmasnak bélye-
gezve szerzemenyeit. Szerencsére ma mar nem ilyen rossz a megitelése, azonban meg mindig lenne
mit felfedezni Massenet életmivébdl, hiszen szdmtalan meglepetést tartogat szamunkra.

Kenneth MacMillan Manon cim(i balettjében Massenet szamtalan m{ivének részlete talalhaté meg. Van
koztlik olyan, amely dal (Crépuscule) vagy operaéria (Hamupipdke: Reste au foyer, petit grillon kezde-
tii aria) zenekari tirata. Tébb szimfonikus részlet szerepel Massenet kiilonbdzd szvitjeibdl (Scenes
pittoresques, Scénes Alsaciennes, Scenes dramatigues), illetve operakbol. Az operak zenekari részletei
szarmazhatnak eldjatékokbal (Griselidis) vagy a balettbetétekbdl (Thais, Lahore kirdlya). Egyhazi mi-
veket is talalunk a zenei anyagban (La Vierge, szent legenday). A balett eqgyik legfiilbemaszabb dallama
kétseégkiviil az Elégia, amely Az erinniszek cim{ antik tragédia részlete. Tobbszor is felhangzik a mi-
ben: elszor akkor hallhatjuk, amikor Manon és Des Grieux elszor tancolnak egyitt az . felvonasban,
aztan ugyanez a muzsika szol Des Grieux fajdalmas szolgja alatt, amikor Manon elutasitja 6t a II.
felvanasban.

Tanykpayeva Aliya, Timofeev Dmitry




Melnyik Tatyjana, Balazsi Gergd Armin




Synopsis

Actl

Scene 1- The courtyard of an inn near Paris

Various gentlemen and actresses and ladies of the demimande can be seen in the yard. Among them
are the Chevalier Des Grieux, a young student, as well as the wealthy Monsieur G. M. and a certain
Lescaut, the latter who is there to meet his sister, Manon, before she enters the convent. A coach
arrives, and Manon and her elderly companion get out. The old gentleman seems to be attracted to
the pretty young girl. Lescaut notices his attraction and invites his sister's aged geriatric gallant
to the inn so that they can discuss her future. Manon, who remains outside, glimpses Des Grieux,
and they fall in love with each other immediately. They decide to escape to Paris with the help of
the money that Manon has stolen from the old gentleman. Having struck a deal, Monsieur G. M. and
Lescaut come out of the in and are shocked to find that Manon has disappeared. Monsieur G. M. tells
Lescaut that he is very much interested in Manon, and because Monsieur G. M. is wealthy, Lescaut
promises to find his sister and say a few words in the old gentleman's favour.

Scene 2 - Des Grieux’s lodgings in Paris

Des Grieux is trying to write a letter to his father, but Manon's passion carries them both away, and
they end up in bed with the letter unfinished. Des Grieux departs, and while he is away, Lescaut
arrives with Monsieur G. M. Manon cannot resist the extremely wealthy 6. M.S gifts and propositions,
and decides to leave her lover. When Des Grieux returns, Lescaut suggests that he allow Manon to
become Monsieur G. M.'s mistress, which will make all of them rich.

Actll

Scene 1-An hétel particulier in Paris

The Madame gives a ball for her wealthy friends, and herself chooses a gentlemen for each of her
courtesans. Lescaut and Des Grieux arrive, the former drunk and the latter stricken, becoming even
more anguished upon seeing Manon in Monsieur G. M.'s arms, living a life of luxury. The chevalier tells
her that he is still in love with her, but Manan rebuffs him. When they are left alone again, Manon's
heart is moved by Des Grieux, and she agrees to run away with him, but with one condition: Des Grieux
must first win Monsieur G. M. money at cards. She even gives him marked cards to ensure that he
wins. Des Grieux plays with so much success Monsieur G. M.'s suspicions are raised, and the fraud is
revealed. In the mayhem resulting from the scandal, Des Grieux injures Monsieur G. M. and runs away
with Manon.

Scene 2 - Jes Grieux’s lodgings

These are final moments of happiness in the love affair between Manon and Des Grieux. They are
about to run away from Paris when Monsieur G. M. and some soldiers break in. Manon is arrested as a
prostitute, and Monsieur G. M. shoots Lescaut dead in cold blood.

Actlll

Scene 1- The port of New Orleans

The crowd loitering at the port is curious to see who has arrived on the ship that has just docked.
It has brought prostitutes to the French penal colony, with Manon amaong them, together with Des
Grieux, who is pretending to be her husband. Although Manon has been broken by her sufferings and
the long voyage, her beauty and charm elicit the gaoler's interest.

Scene 2 - The gaoler’s room

Manon is taken to the gaoler’s room, where he asks her to desert Des Grieux and live with him. Manon
rejects this propasal, but is unable to prevent the gaoler from raping her. As payment, the gaaler
tosses the humiliated Manon a piece of jewellery. Des Grieux breaks in, kills the gaoler and runs away
with Manon.

Scene 3 - The swamp

Manon and Des Grieux have escaped into the Louisiana swamplands. Manon has renounced all her
former ambitions for wealth and splendour and now lives only for her love for Des Grieux. Exhausted
and sick, Manon sees a dream in which all the characters of her past appear and then vanish like
ghosts. Manon dies in her lover's arms.

The British passion for ballet

To the extent that such sweeping generalisations mean anything, the British are without a doubt one
of the world's ballet-loving peoples. A library could be filled with the works that have been written
about who has appeared exactly where and when in every ballet performed in the island kingdom
since the Napoleonic era. One such notable event is when the most important ballerinas of the
Romantic period first took the British stage. It was Jules Perrot, the choreographer of Pas de quatre,
who placed the superstars of the era, Marie Taglioni, Carlotta Grisi, Fanny Cerrito, and Lucile Grahn,
together on the same stage before the London audience in 1845. A comparable event in modern times
would be a joint production by Eltan John, Sting, Pavarotti, and Maria Callas. In the second half of



©
=
<
S5
=}
(=
©
=
e
=
=)
m
@©
N
=2
)
=

agyar

 Taran Ludmilla és a M

— .




the 19th century, interest in ballet began to wane, and by the early 20™ century, under the reign of
Edward VII, it was widely considered to be one of the less than respectable forms of entertainment.
In the public mind - as the famous Victorian sense of morality would have it - ballerinas were often
considered no more than a source of racy adventure for the affluent male audience.

“The Three Women”

Starting in 1911, mirroring what was happening on the Continent, interest in ballet began to recover
when Sergei Diaghilev’s Ballets Russes arrived in London on the tour that would transfix the world. The
guest performances became a reqular event and triggered a veritable avalanche of dance. Not only
did everyone want to see the shows of the Russian Ballet, the prestige of ballet in general increased
as well, to such an extent that, for the next two short decades, ballet exercised a greater impact
on cultural life than any other area of art, with the exception of architecture. The British passion
for ballet and the resurgence of this art form was furthered by three women, none of whom were
English, or even British. The oldest of them was Danish-born Adeline Genée (1878-1370), who had been
a well-known dancer in London before Diaghilev. After retiring, she became an important organiser
of cultural life, playing a key role in the establishment of both the Royal Academy of Dance and the
Camargo Society.

The second woman, who is known to dance history alternatively as Cyvia Rambam, Miriam Ramberg,
but most often as Marie Rambert (1888-1982), was born in Warsaw. Early on, she fell under the influence
by Isadora Duncan, the inventor of free dance, and then under that of Dalcroze. Her studies with Dalcroze
in eurythmics led her to an acquaintance with Diaghilev, who asked her to help the choreographer
Vaclav Nijinsky decipher the complex rhythmic patterns of The Rite of Spring. The season spent at the
Russian Ballet led Rambert to ballet; she learned ballet methodology and established the first British
ballet school in1920. The students soon formed a ballet company, which went by several different names
(Marie Rambert Dancers, Ballet Club) until 1935, when it became well known as Ballet Rambert. Rambert’s
importance in shaping ballet as an art form was not only a result of her work as a teacher, but also of her
fondness for giving young chareographers the opportunity ta show off their talents. Frederick Ashton,
Anthony Tudor, John Cranka, Norman Marrice, and many others cut their milk teeth under her auspices.
For a long period, Ballet Rambert performed Romantic/Classical works and new choreographies in
parallel with the “official” company, the Royal Ballet, but in 1966 it shifted direction and became a modern
ballet company, thus renewing the British dance scene once again.

Of the three long-lived women, Edris Stannus, that is, Ninette de Valois (1898-2001), was the most
important for British ballet. De Valais, who was of Irish descent, became a key ballerina in Diaghilev's
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company in the early 1920s. After returning to London in 1926, she, like Rambert, opened a ballet
school. De Valois combined in one person an excellent teacher and a tireless organiser, and also
created a great many choreographies (the most notable of them being Job, The Rake's Progress,
Checkmate, which was performed in Hungary, and Coppélia). Aithough the exact chronology of her
companies is a complicated one, it must be emphasised that her school and ballet both operated in
the Sadler’s Wells Theatre, which maved in 1946 to the Covent Garden building, where in 1956 it was
granted the right to bear the “royal” moniker, and this is how de Valois became the founder of the
Royal Ballet. Alongside the “royal” company, a smaller company remained at Sadler's Wells, for the
most part to tour around Britain and to provide opportunities for young choreographers - such as
MacMillan - to experiment. (This latter group became the Birmingham Royal Ballet in 1990.) Ninette de
Valois became a legend in her own lifetime, with endless honours and accolades being heaped upon
her spare figure, and earning the fitting sobriquet of “Madam”.

Frederick Ashton, MacMillan’s
predecessor and rival

Frederick Ashton (1904-1988) was a key figure in English ballet, and his work had a considerable
influence on Kenneth MacMillan, even though the professional relationship between the two was
generally a fraught one.

Ashton’s name is not unfamiliar to Hungarian audiences, despite the fact that only one of his works,
La fille mal gardée, has been included in the repertoire of the Hungarian State Opera’s ballet company.
The British choreographer, who was born in Ecuador, decided to dedicate his life to ballet after seeing
Anna Pavlova dance. After relocating to his family’s native Britain, he perfected his dancing skills with
the leading masters and was soon attempting to create his own choreographies under the tutelage of
Marie Rambert. His ballet A Tragedy of Fashion (1926) foreshadowed Ashton's genius, which primarily
manifested itself in his ability to create characters combined with inventive but graceful steps and a
good dramaturgical sense. Seeking better opportunities, Ashton joined Ninette de Valoiss company in
1935, working there until his death.

Up until World War Il, he created one-act pieces that revealed, in addition to the qualities mentioned
above, his musical sense. The most important works of this period were Apparitions, A Wedding
Bouguet, Les Patineurs, and Dante Sonata. With the end of the global conflagration, he created for the
now reactivated and relocated company one of the crown jewels of his oeuvre: Symphonic Variations

(1946), which was composed for three pairs of dancers. With this work, he demonstrated that he had
not been outstripped by Balanchine and Lifar in the genre of symphonic ballet. Two years later, his
creative palette again showed its richness of colour with the creation of the first British three-act
ballet, Cinderella, in which he himself danced the role of one of the stepsisters alongside Robert
Helpmann. His sense of inspiration remained, and bath short and full-length ballets practically poured
out one after the other: Daphnis and Chioé, Sylvia, Birthday Offering, Ondine, La fille mal gardée, The
Dream, Marguerite and Armand, Enigma Variations, A Month in the Country, and Rhapsody.

All his life, he venerated Margot Fonteyn as his muse, but his adoration alsa did not prevent him
from creating choreographies for the younger generation, including Antoinette Sibley, Rudolf Nureyev,
Anthony Dowell, and Mikhail Barishnikov. Between 1952 and 1970, as principal choreographer of the
Royal Ballet, he flooded the audience with his ballets, which are now the most prominent works of the
so-called English school. These are characterised by fast and precise legwork, excellent balancing
skills, characteristic movements of the arms and the hands, an expressive use of the upper body and
an elegant reserve coupled with a high degree of musicality.

Kenneth MacMillan

The Scottish-born choreographer, Kenneth MacMillan (1929-1992) was born at a fortuitous time: when
he decided to become a dancer, the popularity of British ballet was already sky high. The young bay,
who started by learning step dance, had his first acquaintance with ballet at age 14. In 1945, he joined
Ninette de Valois's ballet school. Writing to her ballet mistress, “Madam” commented of MacMillan that
he was: “extremely impressed with the boy from every point of view. He was well-grown, well-made,
has a good presence and is obviously intelligent.”

In 1946, we find MacMillan amang the members of the Sadler's Wells touring company. Although his
dancing knowledge would certainly have still been less than perfect, owing to the shortage of male
dancers after the war, he would have been able to gain a technical grounding on the stage as well
as a sense of the profession’s routines. Although he was regarded as an artist of elegant and strong
technique, he increasingly suffered from stage fright, so de Valois gave him a leave of absence. This
turn of events spurred MacMillan to begin creating choreographies. His initial attempts came in the
early 1950s and were judged to be quite promising, so he received several commissions from both
Madam (Semnambulism, Fragment, Danses Concertantes) and Marie Rambert (Laiderette). Stylistically,
these one-act ballets resembled the works of French new wave choreographer Roland Petit, but the
young Scotsman soon found his own language and style. He was in close contact with the writers
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and filmmakers of the era, and, like many members of his generation, was drawn into the post-war
spirit of rebelliousness, which manifested itself in the choice of subject material for his ballets. He
was interested in the topics of his own time, and had no wish to put fairy tales on the stage; in this
respect, he was quite similar to Maurice Bejart and Jerome Raobbins. He also had the opportunity to
spend a season in New York with the American Ballet Theatre. After returning to Britain, he created
his ballet The Burrow, in which, through the characters, he depicted the terror of wartime. This
marked the first time he worked with the outstanding Canadian-born ballerina Lynn Seymour, who
would long remain his muse. The Invitation related two young people’s sexual awakening. Although
the ballet world fundamentally supported MacMillan's ballets, the audience found them shocking,
and sometimes even outrageous. This is not surprising, since MacMillan's manner of thinking and
expressing himself placed both him and his work very far away from Ashton's ballets, which always
radiated harmony and never brought everyday topics onto the stage.

MacMillan created his adaptation of The Rite of Spring in the early 1960s. The work itself is a defining
element of the international dance repertoire. It provoked scandal at its world premiere in 1913, and
only with Maurice Bejarts excellent 1959 interpretation did it begin its path to global popularity,
making it one of the most frequently staged dance pieces today. MacMillan's version, similarly to
Bejart’s, places an emphasis on the rite itself, but a real ritual, rather than placing sexual fulfilment or
the propagation of life at its centrepiece. This was further reinforced by the visual aspect, which was
based on Aboriginal Australian magical hand painting and Monica Mason’s excellent performance in
the role of the “Chosen One”. The other highly influential piece was Las Hermanas. Based an Federico
Garcia Lorca’s play The House of Bernarda Alba and premiered in Stuttgart, this ballet presents the
tragedy of a family with a tyrannical mother in a way that is timely even in our own time. The many
spasmadic and broken elements and steps perfectly express the message of the drama, which
MacMillan choreographed to cembalo music.

MacMillan's first popular success was Romeo and Juliet, choreographed to Prokofiev's music in 1965.
This was the first full-evening ballet of his career, mainly inspired by the London guest performance
of the Moscow Bolshoi Theatre. The ballet was created for Christopher Gable and Lynn Seymour.
The balcony scene was conceived first, and the two main characters performed it at a gala a year
before the premiere. However, the management of Covent Garden, who had commissioned the work,
changed the cast, as it was much easier to sell tickets with perennial British favourite Margot Fonteyn
paired with Rudolf Nureyev, who had emigrated from the Soviet Union a few years before - a pairing
that became legendary in Ashton’s adaptation of The Lady of the Camellias.

Because of the change, made against his wishes, to the cast of Romeo and Juliet and his need for
greater creative freedom, MacMillan decided to accept the position of ballet director at the Deutsche
Oper in West Berlin. The tribulations of his ballet Song of the Earth, which is regarded as one of the
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crown jewels of his oeuvre, also helped to propel him in this direction, since the management of
Covent Garden would not allow him to stage Mahler's sang cycle, finding it too long and extravagant.
MacMillan would later finally stage his ballet, an eminent artist's meditation an mortality, in Stuttgart.
MacMillan probably believed that in Berlin he would be able to both shape the life of the ballet and
choreograph at the same time, thus putting the company on a footing that was as well organised as
his friend John Cranko's Stuttgart Ballet. Instead, he had endless conflicts with bath the opera side
and the management, and the stress of putting on new premieres was continuously hanging over
his head. In spite of this, for three seasons between 1966 and 1969, he managed to stage two great
Russian classical pieces (Sleeping Beauty and Swan Lake), and still had time to prepare the one-act
versions of his symphonic ballets Concerto and Anastasia, the latter being the purported story of the
Czar's last remaining daughter. In the meantime, the Stuttgart Ballet also received new ballets from
him: The Sphinx and Miss Julie.

In 1970, MacMillan returned to London and took over the directorship of the Royal Ballet from Ashton.
Under his tenure - the beginning of which was marked by a financial crisis - he was compelled to
merge the travelling ensemble into the larger permanent company. The leading British company
was also opened up to foreign choreographers: the Royal Ballet was enriched by the work of
Balanchine, Rabbins, Cranko, van Manen, and many other artists, while MacMillan himself continued
choreographing, and also allowed Ashton to continue his work for the stage. His works were clearly
of two types. There were the ballets for a large stage, “serving” wider audiences, including the three-
act versions of Anastasia (1971) and Manon (1974). The other group comprised one-act ballets, which
in their diversity ranged from the lyrical (Triad, from 1972) and humorous (Elite Syncapations, 1974) to
dark and aggressive pieces (1970's Checkpoint and The Poltroon, from 1972). During this period, he met
his future wife, the painter Deborah Williams. Their daughter, Charlotte MacMillan, was born in 1973.
MacMillan's directorship lasted only seven years, as by 1977 he could no longer bear the administrative
burdens of managing the ballet. He resigned but remained in the post of principal choreographer. His
subsequent works grew increasingly dark. Mayerling (1978), with its historical subject matter (although
sometimes totally ignoring historical reality), presents Crown Prince Rudolph suffering and wasting
away as he progresses from his unsuccessful marriage to his double suicide with Maria Vetsera. The
Valley of Shadows (1983) took the audience to Nazi concentration camps, while Different Drummer
(1984) was based on Biichner's play Woyzeck. These lugubrious pieces turned the British audience
away from him, but this did not perturb MacMillan, who instead found stages for his productions
all over Europe. Compared to these, his Requiem (1976) composed to Faurés music and Poulenc’s
Gloria (1980) were novel in style and easier for audiences to understand. Although, formally speaking,
these are symphonic ballets, they still have specific messages. In the 1980s, MacMillan occasionally
returned to ballets daction; Isadora was one such work, although not a greatly successful one, as was

The Prince of the Pagodas. He created the latter for his last muse, the then 20-year-old Darcey Bussell.
However, The Prince of the Pagodas has so far found its way to the hearts of only the British audience,
and this ballet, based on the choreography of Sleeping Beauty, was unable to take root elsewhere in
the world - probably because of Britten's music.

Although MacMillan was now creating fewer choreagraphies than he had done in his younger days,
the pace of his life did not slow. He spent more and more time abroad, and accepted the positions of
associate director of the American Ballet Theatre and the Houston Ballet, thus increasing awareness
of his ballets in the United States. In1991s Winter Dreams, he adapted Chekhaov's Three Sisters on stage
in a single act. This adaptation might be considered to be a summary similar to Frederick Ashton's
A Month in the Country, which was based on the wark by Turgenev. Bath feature deep emotions,
elaborate characters and a tight storyline accompanied by piano. But MacMillan did not abandon his
rebellious nature, either, and created his ballet The Judas Tree in 1992. The biblical story updated to
modern times and with typical MacMillanian views (mixed with film-like elements) is about betrayal
and forgiveness, as well as the eternal fallibility of mankind.

MacMillan died on 29 October 1992. He suffered a heart attack during the first performance of the
revival of Mayerling, with Irek Mukhamedov in the principal role. He was 62. Apart from Frederick
Ashtan, Sir Kenneth MacMillan was the most important figure in 20™-century British ballet. His more
popular works (such as Manon and Mayerling) are danced all over the world, as there is a shortage of
such full-evening dramatic ballets. However, it is not in these ballets where the true MacMillan can
best be seen. As a choreographer, he was undeniably a genius, one who could create works of a high
standard in almost every genre, as Concerto and Elite Syncapations are both excellent pieces. His
psychological make-up made him inclined to dwell on the themes of violence and rebellion in his
most conspicuous works, the opposite of what one would expect from ballet. Thus, MacMillan has to
be regarded as an innovator in the areas of freedom of expression and the renewal of the language of
dance. Previous choreographers - including Ashton, whose contrast with him could not be starker -
saw ballet as an opportunity to express beauty and harmony, and thought of their works as something
to please and entertain the audience. MacMillan, by contrast, did not concern himself - when he had
the choice - with the audience at all. He was convinced that viewers would eventually understand his
point of view, even if the process was a slow one and even if it started not in London, but in smaller
cities. Perhaps this is why a British dance historian wrote that it would have been a much more
fortunate state of affairs if the choreographer of Onegin, John Cranko, had become the director of
the Royal Ballet, and MacMillan had gone to Stuttgart. While the lives of both men would probably have
been easier, this is, of course, just idle speculation.

Today, MacMillan continues to amaze viewers of his ballets most of all through the extent to which
he did his thinking through dance. On his stage, there are only mavements, and no superfluous ideas
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or distractions placed there for their own sake. In his ballets, the emphasis is always on the solo
parts. The solos and duets are the representations of the characters' state of mind and the internal
motives for their actions, while also revealing their relations to each aother. With respect to the
technical requirements of the dancing, they require both great strength, particularly where the men
are concerned, and dedicated partner work, as no one had employed such difficult and acrobatic
movements before MacMillan. In contrast to this, the parts of the corps de ballet are less interesting:
they appear as mandatory features but not particularly like elements of the art form. When staging
his ballets, MacMillan often worked with two artists: the Greek Nicholas Georgiadis (1923-2001) and
South-Africa-born Yolanda Sonnabend (1935-2015).

MacMillan's Manon

Manon is undeniably one of the most important ballets daction of the 20 century. It has been played
in many countries, from London to St. Petersburg, and from Hong Kong to Australia, in spite of the
fact that the Abbé Prévost's novel is no longer part of the general literary canon. Those who know the
story usually first encountered it in Puccini's opera. The Abbé's work was the subject of widespread
discussion in his own day, and those who could find a copy read it with interest and enthusiasm.
Readers were touched by the noble knight's love, which never diminished despite every complication,
and they perhaps disapproved of Manon. The story offers a glimpse, from a different perspective,
into the life of French society befare the revolution, and although it presents idealised figures, we can
still find some common ground with our own era of decline: this similarity is individualism and the
boundless pursuit of money and pleasures. Let us just remove the rococo shell from Prévost’s work,
and we can see the internal contents that were what maost likely gripped MacMillan forty years ago.
MacMillan's ballet is not a ballet d'action of pleasing dances like Cinderella or Sleeping Beauty. This
is the first full-length MacMillan opus, free from all restrictions, since in the case of Romeo and
Juliet, it was the music and its dramaturgy that fundamentally determined the choreographer's scope,
whereas in the case of Manon, he was able to choose music freely. Those watching the ballet for the
first time will chiefly pay attention to the storyline and the spectacular dances. Those who see it a
few more times will take note of the interesting and expressive duets, and those who become deeply
immersed in it, watching it again and again, will find some new innovation at each viewing. The most
obvious of these is how MacMillan reshaped Prévost’s one-dimensional figures into real flesh-and-
blood characters.

In the novel, Des Grieux is a respectable young man who gives up his serious studies and his hitherto
saber way of life in order to love Manon, whom he cannot marry because of the difference in their

social status. Tiberge - who is Des Grieuxs friend and, at the same time, a better version of himself
- embarks on an ecclesiastical career, and the chevalier decides to follow suit after Manon proves to
be unfaithful. Manon prevents through intrigue, going to the St. Sulpice Church before Des Grieuxs
ordination and using all her power of attraction to make Des Grieux change his mind. None of this
appears in the ballet: there is no ecclesiastical career and no elopement with the girl, only love and
suffering. Des Grieux on the dance stage is an extremely elegant aristocrat who becomes completely
helpless when in love. He stands by Manon even when the girl pressures him into crooked behaviour.
In contrast to the chevalier, Manon is the embodiment of beauty combined with depravity, a perfect
amoral figure. She has no scruples to speak of and takes whatever she wants. And if this causes
suffering or difficulties for others, she easily maves on. In the opening scene, she knows only one
thing: she does not want to be a nun, and she is ready to do anything to avoid it. She seduces the old
gentleman, then steals his money and flees to Paris with her lover, whom she met for the first time
that same day. She soon realises what a powerful effect she has on men. When forced to choose
between the still penniless Des Grieux, whom she genuinely loves, and the elder Monsieur G. M., who
offers luxury and the status of a kept mistress, she does not hesitate at all. Again, it is only from the
novel that we learn that she would be satisfied to accept an arrangement in which they all are kept
by the wealthy Monsieur G. M. and live with him under the same roof as a “menage a trois”. There is a
reference to this in the ballet when Lescaut attempts to fill Des Grieux's pocket with the money that
Monsieur G. M. has paid for Manon at the end of the first act.

By the second act, Manon is fully aware of what she is capable of in the world of wealthy men. She enjoys
the fact that they are attracted to her and lose their heads over her. Perhaps she feels a bit of pity for Des
Grieux, but it is only with stipulations that she is willing to run away with him a second time. This demand,
of course, concerns money, as the chevalier will have to provide the finances necessary for a carefree
life by cheating at cards. Manon is a truly fickle creature, one who is always “in love” with whoever she is
currently with. Of course, even she cannot avoid her fate, and one of her former patrons takes revenge
on her, accusing her of being a prostitute and having her arrested. In the book, the list of Manon's lovers
is much longer. First, she cuckolds Des Grieux with Monsieur de B., and then along comes Monsieur G.
M.; after being released from prisan, she meets Monsieur G. M.s son, whom she also deceives and robs,
and even subjects to ridicule when she attempts to cheat on him in his own bed with Des Grieux. Stolen
jewellery, unsettled accounts and huge financial demands colour her warld.

In Act Three, we can see a completely different face to Manon. The long voyage by boat has been
torture for her, and she no longer enjoys a life of luxury, something that was unthinkable earlier. Only
two things remain that she has not lost: Des Grieuxs love and her ability to attract men, especially the
gaoler, even under such conditions. Her fate, similarly to that of other tragic heroines, seems to be
sealed. The gaoler rapes her, perhaps the first time in her life when she has engaged in such an act
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against her will. Now she is treated as a prostitute. The sufferings break her body, but at least she
dies in the arms of her beloved in the New World.

Compared to the two main characters, the figure of Lescaut is less important. His primary role is as
Manon's brather, an opportunistic soldier with no principles at all, one who is ready to get involved in
any swindle if it means financial gain for him. He knows which way the wind is blowing, and is even
ready to sell his own sister. In the ballet, he appears both in high society and among thieves, and he
moves with self confidence in both circles. He provides the only humorous moments of the ballet
when he dances his famous drunken duet with his mistress.

Lescaut’s mistress is entirely MacMillan's own invention, and does not appear in Prévost's novel. She
is one of the courtesans who most likely come from the lower sacial classes and who can maintain
the positions they have achieved through “great cleverness'. That is, with respect to her sense of
awareness, we see in her personality a sort of anti-Manon.

The elderly gentleman Monsieur G. M. is a bloodthirsty character from the novel and, using the
terminology of Romantic ballets, the figure of fate. He is determined to take revenge on Manon,
and he has the connections and the money to achieve this. He will not tolerate being made a fool
of. In the novel he and Des Grieuxs father separate the couple by keeping Manon under close guard
so that she cannot be spirited off again. Massenet uses the name Guillot de Morfontaine in place of
the character's initials in his operatic version of Manon, and in Puccini's work the character is called
Geronte de Ravair, but in Prévost's novel the name is not given at all. MacMillan himself insisted on
using the initials found in the novel.

Mention must be made of one more character who appears in Prévosts novel, but in a completely
different position. On the playbill he is listed as the captain of the prison, although in the English-
language version he is simply a gaoler. In the novel. this figure is the nephew of the lacal gavernor,
who is himself the leader of the New Orleans penal colony, and the young man is attracted to Manon
from the day she arrives. As everyone believes that Manon is Des Grieux's wife, he does not try to
approach her. When the chevalier tells the governar that Manon is nat his wife, the gaoler demands
total control over the prisoner, which he is granted by his uncle. We also know from the novel that
Des Grieux fights a duel with the gaoler for Manon and wounds him. Believing him to be dead, he and
Manon flee together from the penal colony. In the meanwhile, it turns out that the gaoler nat only did
not die, in keeping with the gentleman’s code of conduct of the racoco era, he was also prepared to
withdraw his claim to Manon, who nevertheless simultaneously dies.

MacMillan, however, explicitly introduces into the ballet the part about the gaoler raping Manon.
Knowing the choreographer’s powerful attraction to representing the realistic side of life, sometimes
including violence, the explanation for this could be that he did not find Prévost's story suitable for
the second half of the 20™ century. It is also possible that MacMillan felt that after such a careless and
immoral life, exile and poverty would not be sufficient punishment for Manon.
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The language of dance and its
innovations in Manon

MacMillan was a practitioner of the Neo-Classical style, which is based on the steps of Classical ballets
but also takes a much more modern and freer approach. He would have had difficulty embracing a
different style, as this is what he had learnt and internalised. He was a choreographer focusing on
steps, wha resolved everything with dance based on the strengths of the “British schoal”.

The most important of his innovations is the new interpretation of duets. Earlier, in the late 19"
century, the purpose of duets - the so-called pas de deux - was for the dancers to show their
technical virtuosity to the audience. These grand duets, which can be found in Swan Lake and Don
Quixote, have a standardised internal structure, from which deviations are impossible. This kind of
orthodox (Classical) pas de deux went out of fashion in the early 20" century and was replaced by
duets that followed the story and expressed emotions.

On MacMillan's ballet stage, these parts were developed even further and projected very deep
psychological content, the spiritual nature of the characters and their current emotional state.
It could be said that he expects a great deal from the dancers: their task is not simply to show
off brilliant technique, but to perform extremely difficult steps and especially lifts combined with
elements of acting. In the case of Manon, MacMillan was still at the beginning of this process, but
the preliminary stages are clearly visible, and were developed further in Mayerling, staged only four
years later.

The duets in Manon are especially difficult for male soloists, as the choreagraphy contains lifts, drops
and movements above the shoulder, all of which had hitherto been unusual to see on the ballet stage.
All of Manon's and Des Grieux's duets contain such elements. Furthermare, MacMillan invented a style
of dance in which ballerinas never touched the ground. We can see an example of that at the ball in
the second act, when the gentlemen do not allow Manon to drop to the floor, but instead pass her on
from hand to hand.

In this respect, the solos of the ballet are different from the duets, as it is the technique that
dominates there, and the acting is only secondary. The unique features of the British school are
evident here too, and this is what makes this ballet difficult for dancers from a different background
to dance.

Starting around the beginning of the 20" century, choreagraphers increasingly took the view that the
corps de ballet should be given a more independent role, rather than simply serving as a backdrop or
counterpoint to the soloists. These ideas apparently did not have much influence on MacMillan. In his
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works, the corps de ballet essentially has twa functions: it either establishes a milieu (e.g. the dance
of the thieves in Act One) or simply performs an ornamental dance on the stage (e.g. the dance of the
courtesans in Act Two). MacMillan's later works were criticised for treating the corps de ballet as a
mandatory element that he would have been happy to leave out altogether.

After the premiere of Manan, some critics took the choreagrapher to task for having created prolonged
full-company dances, including some segments with little grounding in logic, as well as for focusing
on episodes that are not really critical (e.g. the prison scene) for advancing the plot. Although this is
the job of the critic, they, generally speaking, found many faults in Manon, from the choice of music
to the deficiencies in the characters. There are only two aspects on which almost everybody agreed:
the excellence of the duets and the high standard of the dancers' performance at the premiere. It is
for this reason that it bears mentioning that the first Manon was performed by Antoinette Sibley, Des
Grieux by Anthony Dowell, Lescaut by David Wall and Lescaut’s girlfriend by Monica Mason.

And why does this commentary you are reading contain so many strong opinions? Primarily because
we regard Manon as one of MacMillan's most uniform works, the one that seems to be the most
balanced in terms of its proportions. Moreover, in light of the past 50 years, we can state unequivocally
that audiences have begun to warm to Manon, putting paid to Oleg Kerensky’s opinion that “perhaps
some of the pas de deux could be preserved as concert pieces, but the whole of Manon is not a ballet
that anybody would like to sit through.”

The Abbé’s novel

Antoine Frangois Prévost dExiles, or the Abbé Prévost, as he is better known, was born in Hesdin, Artois in
1697. From the Jesuits, he received a thorough education, in which his affinity for literature and languages
was able to manifest itself early on. His lawyer father hoped that his son would choose a career in the clergy,
but he only managed to be ordained after intense struggle and study. For him, the church became a kind of
transient refuge where he could return whenever he was sated with the world. In those gallant days of the
rococo, it was easy to become sated. Thus, our Abbé showed no hesitation in developing an acquaintance
with life outside the confines of his ecclesiastical vocation: he drank and cavorted with his cronies, wore
lace sleeves and ruffled cravats, courted and made love. He worked as a mercenary, newspaper editor,
translator, domestic scholar, teacher, and preacher. Because of his unbridled lifestyle, he often had to
flee from wherever he was; for example, to Halland after turning his back - for the secand time - on the
Benedictine community and finding his novel Mémoires et aventures dun homme de qualité qui sest retiré du
monde had made a “stronger” impact on his peers than was prudent.
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As Erng Salgd wrote: “He scribbled down some 39 volumes worth of text: science, novels, news
reports and scandal sheets, history, books on ethics and travel, originals, translations, compilations,
popularisations: everything that he knew and quite a bit that he did not. In the meantime, in 1734,
he reconciles with the church and returns to France. He writes and is paid for what he writes. He is
banished again because of his scandal sheets. He travels around Belgium and the Netherlands, but
then, twenty years before his death, he is allowed to return to his home country and can write under
relatively normal conditions, especially when he becomes Prince de Conti's court priest.” Prévost died
in Chantilly on 23 December 1763, at the age of 66. He had been walking in a forest in Conti's estate
when he suffered a stroke. It is alleged that a country surgean, believing the writer to be dead, began
to perform an autopsy on him in order to discover the cause of his death when Prévost regained
consciousness, eventually expiring for good three hours later.

In addition to his previously mentioned output, two other significant literary achievements bear his
name. One is the French translation of Richardson's novels, which were very fashionable in those
days, and in the seventh volume of his series of navels, Mémoires et aventures dun homme de qualité
qui sest retiré du monde, he published his novel Histoire du Chevalier des Grieux et de Manon Lescaut
(1731). The latter novel, which can be regarded as his principal work, was immediately banned, and
perhaps it was due to this fact that it became so popular with the readers of the ancien regime. Manan
Lescaut was not only banned in France, it was also included in the index of the Catholic Church, since
it was also considered to be morally harmful to readers.

Today, it is as a novel of the rococo that literary schalars regard Manon Lescaut, containing as it does
the archetype of the host of fallen women from later periods, from Marguerite Gautier to Madame
Bovary, and even on to Anna Karenina and Nana. The 21*-century reader can see in Manon a character
of weak moral fibre who loves luxury, and who actively pursues the physical side of love. The figure
of the Chevalier Des Grieux is more difficult to understand today because, while Manon-types remain
today, the character of the chevalier is too simple. His all-forgiving love for Manon is difficult to
believe, but if we combine him with the figure of the sober Tiberge, who is his friend and, with
his rationality, a perfect opposite of the chevalier, we get an actual flesh-and-blood human figure.
With its storyline full of adventures and petty swindles, the novel shows the young lovers from the
perspective of the grande passion, Des Grieux's perspective of mystical, invincible and blind love. And
who was it who inspired the story? Probably the Abbé himself was both Des Grieux and Tiberge, in
a single person, and it is his own adventures from 20 years earlier, when he left the Jesuits, that he
is relating.

Scivener Louis, Yakovleva Maria




Prévost: Manon Lescaut

Excerpts

The day before | intended to leave, | was walking along with my friend, whose name was Tiberge, when
we saw the Arras coach arrive, and out of idle curiasity we followed it to the inn where passengers
are set down.

Afew women got out and went straight indoors. But there was one very young one who waited alone
in the inn-yard while an oldish man, who appeared to be in charge of her, was busy getting the
luggage out of the boot. My modesty and reserve had been the admiration of all who knew me, and |
had never so much as given a thought to the difference between the sexes, or more than a passing
glance to any woman; but she seemed so lovely to me that then and there | was carried away by
an overmastering passion. | had always suffered from the drawback of being over-shy and easily
embarrassed, but far from being held back by this now | found myself confidently walking forward to
meet the woman of my choice, the queen of my heart.

[...]

Mademoiselle Manon Lescaut (she told me that was her name), seemed gratified by this proof of the
power of her charms, and | thought she was as deeply affected as | was. She admitted that she would
be overjoyed to owe her freedom ta me, for she found me most charming. She then asked who | was,
and when | told her, her affection visibly increased because, being of humbler birth, she felt flattered
at having such a man as me for a lover.

We discussed ways and means of belonging to each other, and after much thought agreed that the
only way was to elope. The first thing was to dodge the watchful eye of her man, and, though he was
only a hired servant, he was a person to be reckoned with. It was decided that | should hire a post-
chaise during the night and bring it round to the inn very early befare he woke up; then we would steal
away, make straight for Paris and get married as soon as we arrived. | had all my savings, about fifty
écus, and she had about twice as much. In our innocence we imagined that this sum would last for
ever, and were confident that everything else would be equally satisfactory.

[..]

During the ten months of our stay in America | had learned enough about the country to know how
the natives could be dealt with. It was quite possible to give oneself up to them and yet not go to a

certain death. | had even learned a few words of their language and something of their customs on
the various occasions | had had of seeing them.

In addition to this slender resource there was another: the English, who, like us, have trading stations
in this part of the New Waorld. But the distances were frightening; in order to reach their colonies
we had to traverse great stretches of desert several days’ journey in extent, and cross mountains
s0 high and steep that they were difficult to negotiate even for the toughest and hardiest of men.
Nevertheless | clung to the hope that we might make use of these two resources: the savages might
help us to reach our objective and the English might welcome us inta their hames.

We walked on as long as Manon's courage kept her going, that is to say about two leagues, for her
matchless devotion made her refuse to stop sooner, At last, overcome by weariness, she had to admit
that she could not go on any further.

Night had already fallen. We sat down in the middle of a great plain, not having been able to find a
single tree to shelter us.

Her first care was to change the bandages she had tied on my wound before we set out. It was useless
for me to try to stop her, and it would have put the finishing touch to her troubles if | had refused
her the satisfaction of seeing me comfortable and out of danger before thinking about her own
welfare. For some time | let her have her way, but | did so in silence and felt ashamed. But when she
had satisfied all the promptings of her love, how eagerly | let mine have their turn! | stripped off my
clothes and laid them beneath her so that she might feel the ground less hard. Despite her protests, |
made her let me do everything | could think of to lessen her discomfort. | warmed her hands with my
burning kisses and the heat of my breath, and spent the whole night watching over her and praying
Heaven to grant her soothing and peaceful sleep. 0h God, how sincere and heartfelt were my prayers,
and by what harsh decree did You decide not to lend ear to them!

Translated by Leonard Tancock

The path of the ballet from
concept to stage

The idea of adapting Manon for the stage had been gestating in MacMillan's mind for a long time;
he had seen Jean Aurels film Manon 70, premiered in 1968, and his set designer friend Nicholas
Georgiadis had suggested he base a work on this thematic material. According to dance historian
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Jann Parry, the idea was first offered to Frederick Ashton, who rejected it, as he had created a
choreography for The Lady of the Camellias entitled titled Marguerite and Armand for Fonteyn and
Nureyev in 1963, and did not want to do another “opera adaptation’. MacMillan, however, went for
the subject and quickly threw himself into planning. In early 1973, he already knew that he would be
creating a new ballet, so he smuggled copies of a book onto the dressing tables of two of his favourite
soloists: Antoinette Sibley and Anthany Dowell. The books contained two works in a single volume:
Prosper Merimée's Carmen and Abbé Prévost's Manon Lescaut. He asked his colleagues to guess which
of the two he wanted to create a ballet for. They both were able to sense which one would be the
source for the new ballet.

When a choreographer wishes to create a completely new piece, he can basically choose from two
options: he either commissions someane to compose new music, which will probably be completed
more slowly, or he uses existing sources. The story of Manon Lescaut has been set to music by several
composers: Auber composed a comic opera (1856), Massenet (1884) created an opera in the style of
the French grand opera, while Puccini premiered his opera, which was based on his own ideas, in
1893. Thus the available selection was quite wide. MacMillan could have chosen any of these. The
history of dance includes precedents for approaches to each option: Fokin staged Rimsky-Korsakov's
The Golden Cockerel with dancers while retaining the vacal parts. When Ronald Hynd created a ballet
from Die lustige Witwe, almast the entire score was arranged for symphony orchestra. MacMillan
preferred the method that his friend John Cranko, head of the Stuttgart Ballet, had chosen. Although
Cranko staged a ballet version of Onegin in 1965, he did not use the music from Tchaikovsky's opera of
the same name, but instead commissioned Kurt-Heinz Stolze to combine and arrange Tchaikovsky's
piano pieces and other composition into one piece according to Cranko's requirements. MacMillan
decided to choose from the existing material in the sense that he opted for Massenet’s music,
but ended up not using a single note from the composer's 1884 opera in the ballets music. In an
interview published in The Guardian on 6 March 1974, he stated that he consciously wanted to avoid
comparisons between the opera and his ballet, and that his original intention was not to make the
ballet an adaptation of the opera, but rather of the novel itself.

The final musical material was selected and arranged from Jules Massenet's works by Leighton Lucas
(1903-1982) and MacMillan, and then Lucas orchestrated them in order to ensure that the ballet would
have a uniform musical sound. Lucas had had an interesting career, having been in his youth, for
two years, a dancer in Diaghilev's ballet under the stage name Lukine, and was not yet 20 when he
advanced to become a ballet conductor. Later on, he began to compose, especially film music and
religious works. MacMillan created the choreography for Manon very rapidly: he began work in October
of 1973, and the premiere was held on 7 March 1974.

Lucass arrangement has been replaced by that of Martin Yates (1958-). Yates is a universal artist
who conducts aperas, ballets, musicals and symphonic works in leading theatres and concert halls
all around the world. In 201, he created a new arrangement for Manon that has since been heard all
over the glabe. In 2013, he also revised the score of Minkus's Don (uixote for the Royal Ballet, making it
sound much different than the original. Carlos Acosta is credited as choreographer of this production
alongside Marius Petipa.

Jules Massenet, the composer

Massenet was born in the French village of Montaud on 12 May 1842. He was baptised as Jules Emile
Frédéric, but he hated his first given name all his life. He was born into a large family with altogether
12 children, of whom he was the youngest. Although his father had high-born relatives, he himself
provided for his family by running an ironmongery. Unfortunately, the father was financially ruined in
1848 and soon died, so the family moved to Paris. Massenet entered the famous Paris Conservataire
in 1852. Seven years later, he won first prize at a piano competition, and then began learning
composition with Ambroise Thomas. It appears that Massenet enjoyed good fortune from a young
age, since he not only received recognition, he could also earn money: he had private students, played
the piano in cafes and the timpani in orchestras. He was incredibly enthusiastic about his work;
his contemporaries reported about him that, almost immediately after each composition lesson, he
would bring them the waltzes and other short pieces attesting to his mastery of the new material and
his vivid imagination. In 1863, he even won the famous Prix de Rome, which meant that he would have
the opportunity to spend two years in Rome. He got to know Ferenc Liszt and travelled around, all the
while continuously composing music. He visited Hungary and German-speaking areas as well. After
getting married, he returned to Paris to conquer the musical stages. His operas were premiered one
after the other (La grand'tante, Esclarmonde, Don César de Bazan), but he was not yet able to achieve
lasting success.

He was 36 when he was appointed to be a teacher of composition at the Conservataire, where he
taught a number of compaosers, including Gustave Charpentier, Ernest Chausson, and Reynaldo Hahn.
After Thomas's death, he was offered the position of director of the Conservatoire, but he declined
and even gave up teaching because he wanted to devote more time to his own work. And this time
was needed indeed, as he worked tirelessly: rising at 5 in the morning and staying up late. He died in
Paris in 1912, after a life full of work and success, at the age of 70.

Today, he is primarily known for his operas, of which he composed many, on a wide range of subjects.
He composed operas drawn from biblical (Hérodiade - 1881), literary (Manon - 1881, Werther - 1892,
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Don Quixote - 1892), medieval (Le Cid - 1885), fairy tale (Cinderella - 1899) and classical (Thais - 1894)
sources. While most of these works follow the style of, French grand opera, Wagner's impact cannot
be denied either. What is common ta them is the presence of catchy melodies, excellent arrangement
technigues and the wide range of emotions of Late Romanticism. Of his large number of works,
scarcely a dozen are played these days, and quite rarely, usually in French-speaking countries. But it
would be a mistake to think that Massenet created great pieces only in this one genre. His songs (of
which he composed nearly 200) are worthy of note, as are his ballets (Le carillon, Les rosati, Cigale,
Espada) and his suites for orchestra, church music and chamber music pieces; he even composed
a piano concerto. In the 1950s, it became fashionable to denigrate Massenet's work, branding his
compositions as superficial and boring. Fortunately, the general judgement of his work is no longer
so harsh, but there is still a ot to discover in Massenet's oeuvre as it holds innumerable surprises in
store for us.

MacMillan's ballet contains excerpts from several pieces by Massenet. Some are orchestral
arrangements of a song (Crépuscule) and an opera aria (Reste au foyer, petit grillon from Cinderella).
There are many symphonic parts from various suites (Scénes pittoresques, Scénes Alsaciennes, and
Scénes dramatiques) and operas. The orchestral operatic segments are from preludes (Griselidis) and
ballet interludes (Thais, Le roi de Lahore). The musical material contains liturgical music as well (La
Vierge, a "légende sacrée”). The most memorable tune in

the ballet is probably the Elegy, which is from the ancient tragedy Les Erinnyes. It can be heard more
than once: first when Manon and Des Grieux dance together for the first time in the first act, and
then the same music is played again during Des Grieux's sorrowful solo when Manon rejects him in
the second act.
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