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Cselekmeny

l. felvonas

Siegfried herceg sziiletésnapja a kastélyban

A kastely parkjaban Siegfried herceq tizennyolcadik sziiletésnapjara készil6dnek. Barat-
ja. Alexander, az udvaroncok és a kornyékbeliek meglepetés-innepséget készitettek el§
szamara. A herceg nevelGje, Von Rasposen nem nézi j6 szemmel Siegfried és Alexander
baratkozasat a helyi parasztokkal. A mulatsagot a kirdlynd érkezése szakitja felbe, aki fi-
anak ajandékozza a trondrokosnek jaro gylrdt. Ezzel emlékezteti arra, hogy nemsokara
el kell foglalnia a tront és ehhez feleséget is kell valasztania. Siegfried szomorlan veszi
tudomasul, hogy milyen hamar véget ért gondtalan ifjusaga. A lassan besttetedd kertben
a jovejen elmélkedik, majd, hogy megszabaduljon szorongasaital, Alexanderrel és az ajan-
dékba kapott ijjal nekivag az erdének.

Il. felvonas

Talalkozas Odette-tel

Siegfried és Alexander az erd6ben balyongva egy t0 partjan talaljak magukat. Félelmetes
nagy madarral talalkoznak, aki Von Rasposenre emlékezteti Gket. Azt hiszik, hogy a rosz-
szindulatt neveld kémkedik utanuk. Valéjaban azonban a gonosz varazsld, Von Rothbart
az, aki - amikor Siegfried raszegezi ijat - egy hatty(t idéz eléjik a sététbe borulo tohal.
A hattyd emberi alakot dlt. § Odette, a Hatty(kiralynd. Siegfried azonnal gy érzi, benne és
szep, hofehér tarsndiben megtalalta az Gszinteség es egyszerliseqg eszménykepet, amelyet
mindig is keresett. Ordmdt és megnyugvast érez a tiszta lények kérében. Megeskiiszik,
hogy ehhez az idealhoz drokké hiiséges marad.

lll. felvonas

Az arulas

A kastélyban balt rendeznek. Az estélyen kilinbdzd menyasszonyjellteket mutatnak be
Siegfriednek. Am a herceq - a vendégek csodalkozasara és édesanyja kétségheesésére
- visszautasitja 0ket: egyet sem valaszt koziliik, mert minden pompa és ragyogas éles el-
lentétben all azzal a tiszta latomassal, amit a to partjan tapasztalt. Von Rasposen bejelenti
a vendégeknek Von Rothbart lovag, lanya, Odile és kiséretik érkezését. Siegfried remeny-
kedik, hogy Odile és Odette, a Fekete hattyl és a Fehér hattyUkiralynd ugyanaz a szemely,
de legbeliil mégis bizonytalansagot érez. Ekdzben kiilonféle népek tancai szorakoztatjak
a bali kdzonseget: spanyal, magyar, lengyel és napolyi. Odile teljesen elvarazsolja a herce-
get virtuoz és erzéki tancaval. Alexander rémdlten latja, hogy Siegfried Odile-nek kinalja
a gydrdjet. A herceg csak késdbb erti meg, hogy ezzel a tettével elarulta eszmenyképet,
Odette-et. Kétségbeesve rohan vissza a topartra, hogy megértse, mi tortént.

IV. felvonas

Talalkozas és kibékiilés Odette-tel

A csalddott, elarult Odette és a hattyllanyok a holdfényes toparton gyilekeznek. Ott talal
rajuk Siegfried. Odette megbocsat szerelmének és vigasztalni probalja: a fajdalmas tapasz-
talasok kozelebb vihetik a valdsaghoz, amelyben élnie kell. Von Rothbart mindent megtesz,
hogy eltavolitsa a Herceget a topartrdl, Siegfried azonban ellenall és végiil a kizdelemben
belefullad a toba. Von Rasposen, a nevel6 hiaba keresi Siegfriedet. Vequl Alexander az,
aki megtaldlja baratja élettelen testét. Siegfried eszményei most mar benne élnek tovabb.



Melnyik Tatyjana, Balazsi Gergd Armin

Régi legendak, meseék
nyomaban

A hattydk tava torténetéhez is alapul szolgald hatty(-motivum vilagszerte sok helyen felbukkan
amitoldgiai torténetek, legendak és mesek vilagaban. A hofehér tolld, hajlékany nyakd, nemes
kilseji madar szimbdlumkeént is szamos jelentésvaltozattal bir, amelyekkel a regi idék embe-
re éppen olyan gyakran talalkozhatott, mint az Ujabb korok irodalmi miveit forgatg,
mialkotasait szemlélg kozonség.

A kiilénleges megjelenésti madar a ndi baj jelképekent mar akkor feltlint, amikor Aphrodité
(Vénusz) és Artemisz (Diana) istenncket abrazoltak hattyival. Apollon isten szent madaraként
is szamontartjak. Mikor Apallon Délosz szigetén megsziletett, a szigetet hattydk vették kordl,
hogy eltakarjak azt Héra el6l, és Nap-Apollon kocsijat is hatty( hizta az 6rok tavasz szigetére.
Pauszaniasz, a Kr. utani 1. szazadban élt gordg irg szerint a hattylk jaratosak a mizséak
mestersegében, és Homerosz 21. himnuszaban is sz6 van az énekes hattyd hangjaral.
Aiszkhiilosz szerint a hattydnak a szépsége mellett masik nagyon jellegzetes tulajdonsaga,
Jhogy megérzi kézeledd haldlt, és csoddlatos énekben fejezi ki szomarusdgat.” Innen ered a
hattyudal fogalma.

Ugyancsak a gordg mitoldgiabal tudjuk, hogy Zeusz hattyu képében kdzeledett Ledahoz, és
frigyiikbél Ujabb mitoldgiai szerepldk sziilettek; szerelmiik a kés6bbi korokban Michelange-
l6tol Munkacsy Mihalyig, Rilkétdl Baudelaire-ig irodalmi és képzémiiveszeti alkotasok egész
sorat ihlette.

A germanok abban hittek, hogy sz(iz lednyok jGvendémondo hatty(va valtozhatnak. Ezzel a
hittel is rokonithatoak azok a mesék, amelyekben valamilyen természetfeletti birodalombal
szarmazo hattyuleanyok levetik tollruhajukat, és emberi alakot dltenek. Ez a mozzanat meg-
talalhato Az ezeregyéjszaka meséi kdzt, valamint szamos mas nép meseiben is. Az emlitett
motivumok - alakvaltas, madarlanyok - mar kdzelebb visznek a balettiink torténetéhez,
amelyben éppen az atvaltozas szimbdluma kap majd fontos szerepet.

A kelta és a german mondavilag is tele van alakvaltoztato szerepldkkel. Kiiléndsen szép az a
kelta Gsmanda, amelyben egy Aingusz nev( tindérkiralyfi madar alakot 6ltgtt tindeérlany utén
vagyakozva keresi a boldogsagot. ,A Halottak napjdn a Sdrkdnytéban dszkdlé hdromszor dtven
fehér maddr” és a hozzajuk hasonulni vagyo ifji hazassaganak torténete, amelyben a kiralyfi
valik hattyava, boldog véggel zérulo torténet. De esziinkbe juthat a hires Wagner-opera, a
Lohengrin is, amelyben a cimszerepld a Hattyllovag. A hattyd-vontatta arany csonakban, talpig
aranyba es fehérbe 6ltozott, pajzsara tdmaszkodo lovag latvanya éppen elegendd a



halhatatlansaghoz, de arra mar alig emlékszik valaki, hogy az operahoz szolgald eredeti mon-
daban maga a lovag 6ltott hatty( alakot.

A hindu mitoszokban a hattytk azoknak a bdlcseknek a jelképei, akik Ugy tudtak élni, hogy
nem ragaszkodtak a foldi javakhoz. A szanszkrit nyelvben a hamsa vagy hansa sz0 ,hattyat”
jelent és szamas istenség, mint peldaul Sarasvati, a zene és a mivészet hindu istenngje is
hattylhaton utazott. A vedikus irodalom is emliti a hattylkat, azokat pedig, akik nagy lelki
erével rendelkeznek, gyakran ,Nagy Hatty(" néven nevezi. A hatty( a tisztasag és a transzcen-
dencia szimboluma ezek szerint a tanitasok szerint. Eqy indiai legenda arrdl szol, hogy a hatty(
el tudja vélasztani a tejet a vizt6l. A hattyl az 5nmagat megvalgsitott lelket szimbolizalja, aki
kiilonbséget tud tenni a valosag és az illizio kozott. Egyben a vilagi kitelékektdl teljesen szabad
és fliggetlen lélek jelképe is, amely felemelkedve eggye valhat az istenekkel.

Az ir legendarium sem nélklozi a hattyd alakjat. Eszerint Lir (Llyr, Lear), a tengeristen, 300 évre
hatty(va valtoztatta mostohagyermekeit. Egy masikban a sidhek (fold alatt éld, természetfeletti
lények) kiralya és Etain, irorszag legszebb lanya hattylva valtoztak, hogy elmenekiljenek a
kirly haragja és seregei eldl. Az atvaltozas, a hatty(va valtozas tehat itt is kdzos motivum.
Az egyik német legendaban egy vadasz meg akar 6Ini egy hattydt, aki varatlanul szépséges
leannya valtozik. Megigéri a vadasznak, hogy a felesége lesz, ha egy évig meg tudja 6rizni a
talalkozasuk titkat. A vadasz azonban nem tudja megtartani a fogadalmat, és el is vesziti a
hattyllanyt. Bizonyara ezlttal is ismer@snek tnhet a tortenet.

A szlavok hasonld torténetet tudnak egy Mihail Ivanavics nevii vandorrdl vagy csavargordl.
is le akart I6ni egy hattyut, de az figyelmeztette, hogy ne tegye, kiilénben egész életében bal-
szerencsés lesz. Mihail Ivanovics leengedte a fegyverét, mire a hattyl szépséges leannya
valtozott. A tortenetnek tobb befejezése is lehetséges, a szlav keresztények szerint a legény
elviszi a hattydlanyt Kijevbe, hogy megkereszteljek, aztan elveszi feleségil. De, hogy a tobbi
megoldas szerint boldogan élhettek-e egymassal, azt nem tudjuk.

A hattyllovagoknak és hattythercegndknek, magikus alakvaltoztatasoknak tehat se szeri, se
szama a legendas torténetekben. A Grimm testvérektdl Andersenen at Benedek Elekig szamos
meseben is felbukkannak a legkiilonbozobb hattylalakok. A torténetekben éppen az a szép
és izgalmas, hogy sokféle motivum, elem, mitikus, torténelmi és fantasztikus réteg rakodik
egymasra bennik, amelybdl nagyszerien lehet meriteni, mint ahogy meritettek is egy-egy
szinpadi m szévegkdnyvéhez. De vajon a sok koziil pontosan melyik torténet szolgalt valojaban
alapul A hattydk tava cim( baletthez és ki irta az eredeti valtozat szovegkonyvét?

A zeneszerz6

Pjotr lljics Csajkovszkij (1840-1893)

A zeneszerz6 1875 augusztusaban fogott hozza A hattyuk tava megkomponalasahoz, mi-
kdzben mas miveken is dolgozott. Szerette a balettet, és mar 1870-ben arrol irt Gccsének,
hogy egy négyfelvonasos mesebalett tervét forgatja a fejében. Ez a levelek tanisaga sze-
rint a Hamupipdke lett volna. A terv nem valosult meg, de 1875-ben Csajkovszkij konkrét
felkerést kapott egy balettzene elkészitésére. A felkérés éppen attol a Vlagyimir Petrovics
Begicsevtdl, a moszkvai Cari Szinhaz igazgatojatol érkezett, aki a balett szdvegkonyveének
eqyik ir6ja is volt. A hattyuk tava volt tehat a kompanista elsd balettzengje.

Csajkovszkij formailag ugyan betartotta a kor tancszinpadi miveinek alapszabalyait, al-
kotasa azonban mégis felette allt a megszokott semaknak. Lirai és mégis dramai zenét
kompanalt, amelyben a jo és a rossz kiizdelme épplgy megjelent, mint a visszatérd ze-
nei motivum alkalmazasa a fdszerepl6 jellemzésére. A komponista a balettzeneszerzés
teriiletén - amely ekkoriban nem drvendett tl nagy elismertségnek a ,hivatalos zenei
korokben” - olyan szerz6ket ismert el, mint Léo Delibes, Adolphe Adam, vagy kesdbb
Riccardo Drigo. Delibes-ért kifejezetten lelkesedett. Eqy levelében, amelyet eqgyik fiatal
partfogoltjanak, Szergej Tanyejevnek kiildétt, azt irta: Hallottam a Sylvia cimd Deli-
bes-balettet, micsoda bdj és elegancia! Micsoda dallam, ritmus és harmadnia! Ha ismertem
volna ezt a zenét, taldn meg sem merem irni A hattylk tavat..." Adam Giselle-jében pedig
a leitmotiv (vezérmotivum) hasznalatat csodalta. Maga is alkalmazta ezt az eszkozt a
hatty(-mativumban, amely eldszor az elsé felvonas végén csendil fel, majd tébbszor
visszatér a balett folyaman.

A kompozicio 1876 aprilisara késziilt el. Erdekessége, hogy a szerzd atvett néhany rész-
letet az 1869-ben komponalt, majd sikertelensége miatt megsemmisitett A vajda cimi
korai operajabal. Ebbdl szarmazik példaul a masodik felvonas duettjének zenéje, illetve a
negyedik felvonas bevezet6 zengje. Alighogy Csajkovszkij benydijtotta a partitdrat, hama-
rosan elkezdgdtek a moszkvai prabak Julius Reisingerrel. Azt nem tudjuk pontasan, milyen
egylttmUkddés alakult ki a koreografus és a zeneszerzd kozott, de a kritikak fényében
eléggeé valoszind, hogy nem igazan ertették meg egymas szandékait.



stina, Melnyik Vlagyiszlav €

Balett tanckara / corps de ballet of the Hungarian National Ballet

Az 0sbemutatok

A hattydk tava cimd balett sziletését ket tanctorténeti datum jelzi. Az elsd bemutatd 1877-ben
Moszkvaban volt, ennek koreografusa Julius (Wenzel) Reisinger (1828-1892) cseh szarmazasi
koreografus volt, aki mlvehez a valamivel korabban elkészilt Csajkovszkij-zenét hasznalta.
Reisinger koreografiaja eqyes forrasok szerint megbukott a Bolsoj Szinhaz szinpadan, a kora-
beli kritika tobbet kifogasolt, mint dicsért az eléadason, az a tény azonban, hogy a darab hét
évig szinpadon volt Moszkvaban, és tébb mint harminc el6adast megért, mégiscsak elgondol-
kodtatd. Mindenesetre a fennmaradt szdvegkonyv szerint, amelynek legelsd valtozatat ugyan
egyértelm(en senki sem jegyezte, a torténet a késébbi cselekményhez igen hasonld volt.
A herceg, az elvarazsalt hattyhercegnd, a neveld alakjai, valamint az arulas, a megtévesztés
és a szomoru befejezés mar szerepelt ebben az els6 verzioban is.

Egyes lexikonok szerint torténetiink irodalmi alapja a népszer(i német szerzd Johann Karl
August Muséus (1735-1787) meséje, Az ellopott fdtyol (Der geraubte Schleier) lehetett. Ezt
tamasztjak ala a balett szerepldinek német nevei is (Siegfried, von Rothbart, Benno von
Sommerstern). A mésik lehetséges forras Alekszandr Nyikolajevics Afanaszjev (1826-1871)
mesegy(jteménye, amelyben a folklorista-szerz6 az 1850-es években kdzel hatszaz orosz
népmesét gy(jtdtt dssze. Ebben is taldlunk olyan mesét, amely az elvarazsolt hattydlanyok
torténetét mondja el. Valoszindsithetd, hogy a forrasokra témaszkodva maga a zeneszerz6
Csajkovszkij gondolhatta ki az alaptorténetet. Vagy legalabb is nagyban hozzajarult a torténet
kialakitasahoz. Ugyanakkor a német kultiraju Reisinger is szaba johet librettistaként, hiszen
mas darabok szdvegkdnyvének dsszeallitojakent karabban mér szerezhetett gyakorlatot eb-
ben. Egy masik szovegkonyv-valtozaton pedig Vlagyimir Petrovics Begicsev, a Moszkvai Céri
Szinhaz igazgatoja és Vaszilij Geltzer tancas neve szerepel. Utobbiak a 19. szazadi balett-szd-
vegkdnyv hagyomanyakat kovettek.

A balettnek ezt az ,dsvaltozatat” leginkabb azért kritizaltak a kortarsak, mert a muzsika és a
tancos megvaldsitas nem tudott igazan 6sszhangba kertilni egymassal, amiért nem is annyira
a koreografust, mint inkabb a zeneszerz6t hibaztattak. ,Tulsdgosan zajos, tdl wagneri, tdlsd-
gosan szimfonikus!" - hangzottak a birlatok. Azt akkor még senki sem gondolhatta, hogy
késtbb éppen a zene valik majd A hattyuk tava poétikus szépségenek egyik ,garancidjava”.

A masodik immaron sikeres szentpétervari bemutatot megeldzte még egy moszkvai
kisérlet 1880-ban, amelynek koreografusa Joseph Hansen (1842-1907) belga tancos és ko-
reografus volt, aki 1879 és 1882 kdzott alkotott a maszkvai szinhazban. Ennek a valtozatnak



az érdekessége, hogy Siegfried herceq szerepét a magyar szarmazast Békefi Alfréd (1843-
1925) tancolta, aki fékent karaktertancosként miikddott ebben az iddben a cari szinhazak
szolgalataban.

Az a szinpadra allitas, amely sikert, s6t halhatatlansagot hozott az elvarazsolt hattydlanyok
torténetének, 1895. januar 27-én zajlott le a szentpétervari Mariinszkij Szinhazban. A ko-
reografiat Marius Petipa és Lev Ivanov kozdsen keszitették. Ezt azonban Csajkavszkij mar
nem érhette meg: 1893-ban elhunyt. A bemutato kozvetlen el6zménye a Csajkovszkij em-
|ekére szervezett koncert volt 1894-ben. Ez alkalommal mutattak be A hattyuk tava ,fehér
teljes verzio elkészitését, amelynek elsé és harmadik felvonast Petipa, a masodikat és a
negyediket Ivanov készitette.

Marius Petipa (1818-1910) francia szarmazast orosz tancos, balettmester és koreogréfus,
az orosz klasszikus balett megteremtdje. Nyugat-eurdpai tancos és némi koreografusi ta-
pasztalattal 1847-ben érkezett meg Oroszarszagba, ahol nem sokkal késébb balettmester
és koreografus lett. Nevéhez szdmos olyan balett fliz6dik, amely a 19. szazadi klasszikus
balettrepertodr alapmivévé valt, tébbek kdzdtt a Don (uijote, A didtdrd, a Csipkerdzsika,
A bajadér és a Rajmonda.

Lev lvanov (1834-1901) moszkvai sziiletésu orosz tancos és koreografus. Eletének nagy ré-
szét Szentpétervarott toltdtte, ahol tobb balett férfiszerepét is eltancolta. Hamar elkezdett
tanitani is, és koreografusi almokat dédelgetett, de Petipa arnyékaban erre csak 1885-ben
kerllhetett sor. Jol kiegészitette a nagyhatalmu, befolyasos francia mestert, ahogyan az
A hattytk tava kompoziciéjabol is kiderdl. Ivanov igen jo emlékezGtehetseggel és zenei
érzékkel rendelkezett. Ezt kamatoztatta A didtdrében is, amelyet Petipa betegsége miatt
6 fejezett be, illetve néhany sajat koreografiajaban - példaul a Haarlem tulipdnja (1885),
A vardzsfuvola (1889) -, amelyek azonban nem maradtak fenn.

A hattydk tava 1895-0s valtozataban Csajkovszkij muzsikajat a kareografusok sajat elképze-
léseikhez igazitottak. Ebben segitségiikre volt Riccardo Drigo (1846-1930) aki egyébként a
bemutaté karmestere is volt. Drigo, aki maga is tapasztalt balettkomponistanak szamitott,
nem csak hangszerelte Csajkovszkij zenéjét, de harom Csajkovszkij-zongoradarabbal is
kiegészitette az eredeti partitirat (L'Espiegle, Valse Bluette és Un poco di Chopin). A régi-Uj
verzio, amelynek szovegkdnyvét Csajkovszkij testvére, Mogyeszt Csajkovszkij (1850-1916)
jeqyezte, tartalmilag nem hozott jelentds valtoztatasokat. Lényeges azonban, hogy a be-
fejezést a korabbi szomor( vég helyett happy endre valtoztattak, a négy felvonast pedig
haromra csokkentették. A produkcio ,feher” képeiben Ivanov szépséges és valtozatos

mértani formakba (kdrok, félkorok, diagonalok, sorok) allithatta a hattydlanyokat, a duet-
tek a koltdi liraisag és a virtuozitas kettdsségének jegyében késziiltek, ugyanakkor Petipa
kiélhette alkotoi ambicioit a kilonbozd népek karaktertancainak komponalasaban. Ezek
is hozzatartoztak a 19. szazadi balettek szinpadi hagyomanyahoz, a kdzdnség kifejezetten
kedvelte az ilyen betét-szamokat. Ezért aztan a harmadik felvonasba belekertiltek magyar,
spanyol, orosz, napolyi és lengyel tancok karakterizalt, stilizalt formaban.

A hattydk tava 1895-6s koreografiaja 6sszegezve mutatta fel a kor tanctechnikai vivmanya-
it, ugyanakkor egyedulalle .emlékmive” lett a 19. szazadi romantikus stilusnak is, kiléndsen
az Ivanov altal készitett poétikus ,feheér képekben”.

A hattyuk tava késobbi
feldolgozasai

Koteteket tolthetnének meg azok az adatok, amelyek A hattydk tava tovabbi feldolgozasairdl
szolnak. A kilénbségek leginkabb abban mutatkoznak meg, hogy a koreografusok - koztik
olyan vilaghird alkotok, mint Rudolf Nurejev, John Neumeier, Rudi van Dantzig, Mihail Baris-
nyikov vagy Jean-Christophe Maillot - a torténet melyik elemére helyezik a hangsulyt, illetve
mennyit 8riznek meg az eredeti koreografiabal, vagy esetleq teljesen Uj mozgasnyelvet hasz-
nalva csupan Urligynek, kiindulépontnak tekintik az dsvaltozatot. Mindenre van példa bdven.
Akadtak olyan alkotok is, akik a szerepldk pszicholdgiai vizsgalatara alapoztak sajat valtoza-
tukat, és olyanok is, akik aktualis kérdésekre keresték a valaszt a mli kapcsan.

A kiilénbdzd atiratokban, feldolgozasokban tobbféle befejezés sziiletett, a boldog vég, a
megdics6iilés mellett vissza-visszatért a tragikus lezaras is, amelyben a szerelmesek a toba
fulladnak, vagy Odette nem nyerhette t6bbé vissza emberi alakjat.

MérfoldkGnek szamitott a balett ,utééletében” az 1995-ben, Londonban bemutatott Matthew
Bourne-féle valtozat. Ebben a ndiség hofeher idealjanak szamito hattyukat férfitdncosok
tancoltak. A kareografia sodro erejével és nagyszer(i tancos teljesitmeényeivel szintén beir-
ta magat a balett Ujabb kori térténetébe.



Az, hogy az érdekl6dés a mai napig sem sz(inik meq a balett térténetének bestsellere irant,
jol mutatja, hogy belgle nem csak Gjabb tancvaltozatok készilnek, hanem rajzfilmek, ja-
tékfilmek, de még képregények is. A Magyar Allami Operahéz kbzénsége eldszér 1951-ben,
Aszaf Messzerer koreografiajaval lathatta A hattydk tavdt, Rudi van Danztig produkcidjat
2015-ben mutatta be a Magyar Nemzeti Balett.

A koreografus és alkototarsai

Rudi van Dantzig (1933-2012)

A holland tancos, koreografus kilonleges és meghatarozd alakja volt a 20. szazadi hol-
land tancmUvészetnek. 15 éves koraban latta a Vords cipelldk cim(, 1948-ban késziilt
tancfilmet, amelyben meg olyan legendak jelentek meg a vasznan, mint Léonide Massine,
és a film hatasara (amelyet késdbb sajat bevallasa szerint legalabb Gtvenszer nézett
(jra) dontott a tdnctanulas mellett. Tizenhat éves koratol Sonja Gaskell, a hollandiai bal-
ettmivészet megteremtdjének tanitvanya lett. 1952-t6l - 19 évesen - a Ballet Recital
elnevezesi, Gaskell-alapitotta tarsulat tagja lett. Részben ebb6l a tarsulatbdl alakult
meg 1961-ben, ugyancsak Gaskell iranyitasaval a Holland Nemzeti Balett. Van Dantzig
1955-ben alkotta elsg tancdarabjat (Night Island, Debussy zenéjére). amelyet azutan még
legalabb 50 alkotas kovetett.

Van Dantzig 1969-t6l Gaskell mellett tarsigazgatdja lett a nemzeti tarsulatnak, amelyet
azutan egykori mentora visszavonulasa utan, 1971-t6l 1991-ig maga igazgatott tovabb. Ez
a husz esztendd a holland balett megujulasanak és valodi korszer(sitésének iddszaka
lett, amelyben fontos szerepet jatszott Dantzig mellett részt vett Toer van Schayk és
Hans van Manen is. A példat részben az angol balettmivészet szolgaltatta, de ebben az
id6ben jelentek meg a holland szinpadon George Balanchine mdvei is. Természetesen a
koreografus-trio sajat mlveivel is gazdagitotta a repertoart.

Van Dantzig sajat bevallasa szerint a modern és a klasszikus balett kozott egyensulyoz-
va epitette fel koreografusi életmdvét. Olykor teljesen eltavolodott a balettdl, maskor
visszatért hozza. Erdekelték az Gjabb alkotoi utak, ezt mar az 1965-ben bemutatott £m-
Iékm(i egy halott ifjunak cimi alkotasaval bebizonyitotta. Ugyanakkor gyakran alkotott
Ujra korabbi klasszikusokat, amelyek megtartasat fontasnak gondolta a nemzeti tarsulat
szamara. Féleg Ugy, hogy a klasszikus nyelvezettel fejezze ki a modern ember szorongd-

sait, menekiilését a boldogsag és az almok vilagabal. llyen volt a Rémed és Julia, vagy az
1988-ban szinpadra allitott A hattyuk tava.

Toer van Schayk (1936-)

Holland tancos, koreografus, vizualis mlivész, diszlet- és jelmeztervezd. Tancos pa-
lyafutasat 1955-ben Sonja Gaskell tarsulataban kezdte. 1959-ben azonban otthagyta a
tancot, hogy a hagai KépzémUvészeti Akadémian festészetet és szobraszatat tanuljon.
1966-t6l az amszterdami Holland Nemzeti Balett szdlistaja és szcenografusa, 1971-t6l ko-
reografusa. Erds kifejez6 készséqi tancos, aki van Dantzig szamos balettjében tancolt.
Fontosabb kareografiai: Past Imperfect (Ligeti, 1971), Nyolc Madrigdl (Gesualdo, 1975), Faun
(Debussy, 1978), Chiaro-Scuro (Gesualdo / Van Vlijmen, 1980). Szcenikusként is mindig
kilonlegeset alkotott, akar sajat mveiben, akér van Dantziggal egyiittm(ikddve. Dantzig
halala utan pedig a mdveészi 6rokseq megdrzésében is részt vesz.

Caroline lura

Tancmlivesz, balettmester. Los Angelesben szilletett, Irina Kosmovskatal tanult tancolni.
A Washington Ballet tarsulatanal kezdte palyafutasat, majd Europaba jott, csatlakozott a
Holland Nemzeti Baletthez, ahol 1986-ban szolistava nevezték ki. A klasszikus repertoar
- kdztiik A hattyuk tava, a Giselle, a Rémed és Julia, a Don Quijote, a Paquita, a Hamupi-
péke - szamos fGszerepét eltancolta, emellett a Balanchine-repertoarbol tancolt a Téma
és varidciékban, a Ballet Imperialban és a C-dur szimfdnidban. Szivesen tancolta modern
koreografusok (Hans van Manen, Wayne Eagling, Rudi van Dantzig) darabjait is. 2002-ben
kdszont el a szinpadtdl, azota keresett betanito balettmester a vilag nagy tarsulatainal.

Eleonora Demichelis

Tancmiveész, tanclejegyz6, betanito balettmester. Olaszarszagban sziiletett, majd John
Cranko stuttgarti iskolajaban végezte tanctanulmanyait. Ezutan tiz évig kilonbdzd
eurdpai balett-tarsulatokban tancolt. 2002-ben fejezte be koreoldgiai tanulmanyait
Périzshan, a Nemzeti Tanc- és Zenekonzervatériumban (CNSMDP), ahal a Benesh-tanc-
lejegyzd rendszert tanulta. A tovabbiakban szamos jelentds koreografus (Uwe Schaltz,
David Dawson) mellett dolgozott asszisztensként, lejegyz6keént. 2003-ban csatlakozott a
Holland Nemzeti Balett mivészeti csapatahoz, ahol tobbek kozott éppen A hattydk tava
betanitasaval is foglalkozott. 2009 6ta maga is tanitja a Benesh-féle lejegyz6 rendszert.



Melnyik Tatyjana, eblanc




Rudi van Dantzig Hattyuja

A holland koreografus nem mazeumi mitargyat akart a szinpadra allitani, hanem sokkal
inkabb egy olyan verziot, amely a 20. szazadi kozonséghez sz6l, mégpedig a klasszikus bal-
ett nyelvén. Ehhez elssorban a balett szerepldinek adott ,valds szemelyiséget”: a mesebeli
hdsok helyére érzelmekkel teli jellemeket allitott, pszichologiai lélekrajzzal abrazolta hdseit.
Valamiféle, a 20. szazadban is elfogadhaté magyarazatot akart adni a torténethez. Elsdsorban
Siegfried herceget jellemezte lelektani motivumokkal, aki igy a balett fdszerepldje lett. Nem
a hattyava varazsolt lany térténete, hanem sokkal inkabb a naiv, almodozo, kornyezetében
idealokat nem talald ifju sorsa keriilt a kdzéppontba. Ez a Siegfried nincs a helyén a sajat
vilagaban: nem akar uralkodo lenni, nem akar ceremaniakon feszengeni, leginkabb szivbéli
baratjaval, Alexanderrel kergetné dlom-alakjait. De az elvarasok, amelyekre Von Rasposen,
a szigor( neveld minduntalan figyelmezteti, béklyoként nehezednek ra. Azért lehet ebben a
valtozatban a neveld sokkal inkabb negativ szerepl6, mint az eredeti verziéban, mert a ko-
reografus a herceq szemszogehdl mutatja be a tbbi figurat is.

Alexander, vagyis Benna von Sommerstern kiildnds alakja mar a balett elsd, 1877-es
valtozataban is szerepelt. A Herceg baratjaként jelent meg a szinpadon, egyetlen szg-
vetségeseként az udvarban, valgjaban ezen kivil nem sok jelentgséget kapva a miben.
1895-ben azonban Benno aktiv szerepl6je lett a tdrténéseknek, ugyanis dgy tartjak, hogy
az akkor mar az Gtvenes éveit taposo Pavel Gerdt a Herceg szerepében nem tudta fel-
emelni partnerndjét, ezért a kett6stkben Benno emelt helyette. Kés6bb figurajara mar
nem volt sziikség, hiszen az ifju herceg maga is elboldogult a torténetben és a partneri
teenddkben is. Van Dantzignal Benno Alexanderkent tér vissza, mint Siegfried testi-lelki
tarsa. Alexander mindvégig jelen van a tdrténésekben, csak akkor ,hagyja magara”
baratjat, amikor az Odette-tel vagy Odile-lel van. Sziiletésnapi innepséget rendez neki,
vigasztalja kétségei kozepette, 6 veszi ra az erdei bolyongasra és veqil 6 talal ra Siegfried
holttestére is. Valamiféle titokzatos ,harmadikkeént” sziintelenil van jelen a zaklatott
lelkd Siegfried eletében.

A balett latvanyvilaga - a tarskoreografus és diszlet-jelmeztervez6 Toer van Schayk jovoltabol
- egészen pompas megfogalmazast kapott. A 17. szazadi holland-flamand stilus és izlésvilag
pompaja és szépsége elevenedik meg a szinpadon, Rembrandt, Vermeer szinei és ihlete talan
egy kicsit nemzeti vonasokkal is felruhazza a koreografiat.

Ugyanakkor van Dantzig, tisztelvén az eredeti Petipa-lvanov-balett formai és zenei ha-
gyomanyait, nem rugaszkodik el sem a klasszikus tanctechnikatél, sem a koreografia

elhiresiilt részleteinek felidézésétdl. Talan éppen a fehér kép’, a masodik felvonas orzi
leginkabb a koreografiai hagyomanyt, masutt van Dantzig jobban belenylt a koreografia-
ba. Ehhez kapcsolodik a harmadik felvonas karaktertancainak ,atirasa’, amelyet Toer van
Schayk (Ujkori lvanovként kapcsolodva van Dantzighoz) sajat vizudlis latdsmadjanak meg-
felelden gondolt Gjra.

Egészeben a balettnek ez a holland valtozata a latvany felerdsitésével, a mese és a térténe-
lem hataran lebegd, gazdag szinpadi képekkel festi a kozonség elé a tradiciokbol kiemelhetd
mondanivalot: megdrizhetd-e valamifele ideal a vilagban, vagy fel kell adni azokat az dimokat,
amelyek a tavoli vilagok, mesek, legendak értékeit probaljak szembesiteni korunk realitasaival?

Hogyan Orizhetd meg
egy koreografia?

Egy-egy koreografia megdrzésenek gondolata mar a reneszansz tancmesterek fejeben
is megfordult. El6szdr a mozdulatok szavakkal tortend leirasa latszott a legegyszeribb
megoldasnak, amely azonban a tancformak egyre bonyolultabba valasaval, a tancolok sza-
manak ndvekedésével egy idd utan lehetetlenne valt. Olyan rendszert kellett kitalalni, amely
jelekkel irja le a mozdulatsorokat, a csoportos és sz0l6 tancokat. A 16. szazadtol kezdve
szamos olyan lejegyz6 rendszert dolgoztak ki, amelyekkel tobb-kevesebb sikerrel lehetett
Jkonzervalni” a tancmiveket.

A 19. szézad masodik felében sziletett Petipa-koreografiakat, igy A hattyuk tavdt is szii-
letésekar még nem rogzitettek. Az él6 hagyomany gondoskodott arrdl, hogy a miivek
megmaradjanak a repertoarban. Tancos generacick Jabrol-labra” adtak tovabb a lépese-
ket, amelyet az a tény is nagyban segitett, hogy a darabok szinte folyamatosan mdsoron
voltak. Bar Vlagyimir Ivanovics Sztyepanov (1866-1896), a szentpétervari Cari Szinhaz tan-
cosa 1892-ben kidolgozott eqy lejeqyz6 rendszert, amellyel sikerllhetett a koreografiakat
leirni, Petipa nem lelkesedett azért, hogy miveit ilyen modon rogzitsék. Késtbb azutan
Nyikolaj Szergejev (1876-1951) tancos és koreografus ezzel a rendszerrel mégis rogzitet-
te a fontosabb Petipa-darabokat. A 21 &ltala lejegyzett balettet tartalmazo kollekcid az
1917-es forradalom utan nyugatra kerilt. 1969 0ta ez a gy(ijteményt a Harvard Egyetem
Konyvtaranak Szinhazi Gy(ljteményében 6rzik.



Manapség, kildngsen az angol balettegyiitteseknél (példaul az Angol Kiralyi Balettnél),
de Franciaorszagban (a kortars koreografus, Angelin Preljocaj miivei esetében) is egyre
inkabb hasznalatos lejegyzd rendszer a Benesh-féle notacio. Az 1955-ben Londonban
kiadott rendszer kitalaloja Rudolf Benesh (1916-1975) matematikus volt. Felesége, Joan
Rothwell angol balerina dszténzésére Benesh olyan rendszert dolgozott ki, amelynek
legfontosabb erénye, hogy kdnnyen alkalmazhata a balettel foglalkozok szamara. A le-
jegyzés alapja a zenei kottahoz hasonld dtvonalas rendszer, amelybe a tancos testének
végpontjait lehet ,beirni”.

Mire is j0 a Benesh-notacio?

Interju Eleonora Demichelisszel

Koreoldgia, notacio... Mit jelentenek ezek biivos, a laikusok szamara egeé-
szen ismeretlen fogalmak?

A koreoldgia a tancmozdulatok elemzeset jelenti. A koreoldgus azzal foglalkozik, hogy a
tancalkotd munkajat figyelve rdgziti a mozgasfolyamatokat és azok elemzésével valdjaban
megq is tanulja a koreografiat. A notacié maga a lejegyzés, amikor valamilyen jelrendszer
segitsegével leirjuk, rogzitjik az adott kareografiat.

Akkor elengedhetetlen, hogy a lejegyz6 maga is tancos képzettséggel
rendelkezzen.

Igen, természetesen elengedhetetlen a tanctudas. Magam is John Cranko iskoldjaban,
Stuttgartban sajatitottam el a szakmat, és csak késobb kezdtem komolyan foglalkozni a
Benesh-féle rendszerrel. De mar ott az iskolaban a csodalatos Georgette Tsinguirides
felkeltette az érdeklodésinket ez irant a killénleges dolog irant. 0 1966-tal kezdve jegyezte
le Cranko koreografiait. Leny(igdzott az, hogy egy ember egy ilyen irasos segitségre tamasz-
kodva konnyen meg tudja jegyezni, emlékezetében tudja tartani akar egy olyan egyittes
repertoarjat, mint amilyen a Stuttgarti Balett.

Hogyan lehet dsszefoglalni a Benesh-féle lejegyzé rendszer elonyeit?
Természetesen kiilonboz6 lejegyzési rendszerek Iéteznek a tanc vilagaban, de a balettel
foglalkozok szamara ez a szisztéma a bejaratott és megszokatt. Kénnyen lehet irni és ol-
vasni, az ember nem veszit azzal id6t, hogy a bonyolult jeleket rajzolgatja.

Miért lehet sziikség a notacié hasznalatara egy balett betanitasakor? Hiszen
mar filmre lehet venni az eldadast, amelyrél be lehet tanitani a koreografiat...
Nos, a film nagyon j6 eszkdz, de nem elegendd. A film értelmezése lehet szubjektiv, min-
denki a sajat szemeével latja azt, amit |at. A mozgasoknak a zenei partitirahoz hasonlithato
régzitése sokkal pantosabb és objektivehb.

Hogyan dolgozik egy-egy egyiittessel?

A munkam valgjaban olyan, mint a betanito balettmestere. A probateremben, a szinpadon
es bizonyos részhen az asztalnal zajlik. Egyrészt leirok, rogzitek egy koreografiat, masreszt
ha szlikseges, betanitom az adott darabot és ehhez hasznalom az irasos lejegyzést. Ez
azért fontosabb és pontosabb, mint példaul a filmrél valg tanulas, mert nem kell csupén a
szememre, vagy az emlékezetemre hagyatkoznom, hanem van egy pontos kulcs a darabhoz.
A hatvanas évek 6ta nagyon sok balett van lejegyezve, van tehat egy konyvtar, eqy gydjte-
meny, amire alapozhatunk. Eqy lejegyzett darab anyagabdl dolgozni nagyon megkdnnyiti és
felgyorsitja a betanitas munkajat.

Hogyan lesz valaki tanclejegyzd? Hol lehet ezt megtanulni?

Parizsban a Conservatoire National Supérieur de Musique et de Danse indit képesitést ado
képzéseket. Laban- és Benesh-szisztémakat lehet tanulni. En is ebben az intézményben
szereztem oklevelet. A képzes altalaban haroméves tancosoknak, pedagogusoknak, tanc-
kutatoknak szol. Az els6 ket évben megtanuljuk magat a lejegyzési rendszert, azutan a
gyakorlatban is kiprobaljuk mindazt, amit tanultunk. Kdzben pedig zenei ismeretekkel is
gyarapitjuk a tudasunkat. Angliaban ebbe a tudomanyba alapfokon a tancosokat is beve-
zetik. Tantargy tehat az allami képzésben.

El lehet helyezkedni ezzel a tudassal?

Természetesen egyre tobb tarsulat, kisebb-nagyobb egyittes alkalmaz kareoldgust, lejegy-
z6t. 2002-ben szereztem meg a képesitésemet és azota szerencsém volt olyan nagyszer(
koreografusokkal dolgozni, mint Uwe Scholtz vagy David Dawson. 2003-ban ker(ltem
Hollandiaba, a Het National Baletthez, ahol tébbek kdzott Rudi van Dantzig A hattydk tava
cimd koreografidjanak harmadik és negyedik felvonasaval foglalkoztam. De szerencsém volt
egy(tt dolgozni Patricia Neary-vel is, aki harom Balanchine-balettet tanitott be Lipcsében.
Az is igazan izgalmas tapasztalattal szolgalt.

Major Rita interjdja
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Synopsis

Actl

Prince Siegfried’s birthday in the castle

The royal court is preparing for Prince Siegfried's eighteenth birthday. His friend, Alexander,
together with the attendants at the court and local inhabitants, has organised a surprise
celebration for him. The Prince’s tutor, Von Rasposen, however, disapproves of Siegfried
and Alexander’s habit of associating with the local peasants. The festivities are interrupted
by the arrival of the queen, who presents her son with the ring worn by the heir to the
throne. As she gives it to him, she reminds him that he will soon be taking the throne, and
for this he will need a wife. Siegfried ruefully realises how quickly his carefree adolescence
has come to an end. As the garden slowly turns dark, he ponders his future, and then, to
shake off his anxiety, he takes the crosshow he has received as a gift and sets out inta the
forest with his friend, Alexander.

Actll

Meeting Odette
Wanderinginthewoods, Siegfriedand Alexander findthemselvesatalake. They seeaterrifying
large bird that reminds them of Van Rasposen. They have the feeling that the malevolent
tutor is spying on them. In fact, however, it is the evil magician, Von Rothbart, who - when
Siegfried aims at him with his crosshow - summons a swan from the gradually darkening
lake. The swan takes human shape: it is Odette, the Swan Queen. Siegfried immediately
feels that, in Odette and her beautiful, snow-white companions, he has found the model
of sincerity and natural simplicity he has always sought. He finds pleasure and tranquillity
in the company of these pure creatures and swears to be faithful to this ideal forever.

Actlll

The betrayal

At a ballin the castle, prospective brides are introduced to Siegfried in turn. To the guests’
astonishment and his mother’s despair, however, the Prince rejects all of them. None of
them take his fancy because all their splendour and brilliance is in such sharp contrast
to the pure vision he experienced at the lakeside. This is when Von Rasposen announces
the arrival of the knight Von Rothbart, along with his daughter, Odile, and their retinue.
Siegfried hopes that Odilia and Odette, the Black Swan and the Swan Queen, are the very
same person, but deep in his heart, he has doubts. Meanwhile, the guests at the ball are
being entertained with the dances of various nations, Spain, Hungary, Poland and Naples.
The Prince is wholly enchanted by Odile’s virtuosic and sensual dance and, to Alexander's
horrar, offers his ring to her. It is only later that the Prince realises that by doing so, he has
betrayed Odette and the ideal he cherished. In his despair, he runs back to the lakeside to
understand what has happened.

Act IV

Meeting Odette, reconciliation

The disappointed, betrayed Odette and the swan maidens gather by the moonlit lake. Siegfried
finds them at the lakeside. Odette forgives her love and tries to consale him, saying that such
painful experiences can bring him closer to reality, which is where he must live. Von Rothbart
tries everything in his power to make the Prince leave the lakeside, but Siegfried resists.
The struggle ends with the Prince drowning in the lake. Von Rasposen, the tutor, searches
fruitlessly for Siegfried, and finally it is Alexander wha finds his friend's lifeless body. From this
moment on, Siegfried's ideals continue to live onin him.
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Tanykpayeva Aliya, Timofeev Dmitry

In search of old tales
and legends

The motif of the swan, which serves as a basis for the storyline of Swan Lake, appears in a
number of myths, legends and tales all over the world. The white feathered, noble-looking
bird with a long, gracefully curved neck is a symbol with numerous meanings people of
earlier times would have frequently encountered, just as audiences exploring the literary
and artistic works of modern times do.

With its unique appearance, this bird came to be used as the symbol of feminine grace
and allure when the goddesses Aphrodite (Venus) and Artemis (Diana) were depicted in the
company of swans. The swan is also known as the sacred bird of Apollo. When the god was
born on the island of Delos, swans surrounded the island to hide it from Hera, and it was
also a swan that pulled the carriage of the sun-god Apollo to the island of eternal spring.
According to the first-century Greek historian, Pausanias, swans have mastered the
arts of the muses, and even Homer refers to the vaice of the wild swan in his 2Ist Hymn.
Aeschylus praises the beauty of the swan, and also mentions its peculiar behaviour: feeling
its approaching death, the bird expresses its sorrow with marvellous singing. This is how
the phrase swan song was born.

Greek mythology has also taught us that Zeus approached Leda in the form of a swan, and
their love spawned not only later mythological works, but a great number of literary and
artistic works, ranging from Michelangelo to Mihaly Munkacsy, and from Rilke to Baudelaire.
Germanic peoples believed that virgins can turn into soothsaying swans. This belief seems
to be preserved in tales where swan girls from some supernatural realm remove their
feathery garments and assume human shape. The same element is found in tales of
the Arabian Nights and in the folk tales of several other cultures. All of these motifs -
shapeshifting, birds who are really human girls - take us closer to the storyline of our
ballet, in which the symbol of metamarphosis plays an important role.

Celtic and Germanic folklore also abounds in shapeshifting characters. A particularly
beautiful Celtic saga tells us about how the young fairy prince Aengus seeks happiness and
yearns for a fairy-girl who has turned into a bird. The story of the 150 white birds floating an
the Lake of the Dragon’s Mouth on All Saint's Day (1 November) and the young man seeking
to become one of them has a happy ending: the prince, finally able to marry his love, turns
into a swan. One also recalls the famous Wagner opera, Lohengrin, in which the title rale
belongs to the Knight of the Swan. The sight of the knight clad in gold and white, leaning




against his shield in his golden boat drawn by swans suggests immartality, but it is rarely
noted that the original tale - adapted by Wagner for his opera - features a knight who has
himself turned inta a swan.

In Hindu mythology, the swan is the symbol of those sages who have succeeded in living
their lives without clinging to earthly goods. In Sanskrit language, the word hamsa or hansa
means swan - several deities, including Saraswati, the Hindu goddess of music and arts,
were believed to use swans as a means of transport. Swans are present in Vedic literature,
where a man with great spiritual force is called a Supreme Swan, or Paramahamsa.
According to Vedic teachings, swans are the symbol of purity and transcendence. An Indic
legend tells us that a swan is capable of separating milk from a mixture of milk and water.
The swan symbolises the self-fulfilled soul which is able to discern reality from illusion. At
the same time, it is also the symbal of the independent soul completely liberated from all
earthly bonds and allowed to ascend to the gods and be absorbed among them.

Irish mythos is not devoid of the figure of the swan, either. According to the legends, Lir
(Llyr, Lear), the sea god, turned his stepchildren into swans for a period of 900 years. In
another legend, the king of the sidhe (supernatural creatures wha live underground) and
Etain, the most beautiful girl in Ireland, changed into swans to flee the king's wrath and the
soldiers of the king. As we can see, shapeshifting, i.e. turning into a swan, is a comman
motif in these stories.

In one German legend, a hunter is about to kill a swan, but it unexpectedly turns into a
beautiful girl. She promises to be the hunters wife if he can keep their meeting a secret for
a year. The hunter, however, is unable to keep his vow, and thus loses the swan girl. This
story might sound somewhat familiar...

Slavs have a similar stary about a wanderer or tramp called Mikhail Ivanovich. He also
wants to shoot a swan, but it warns him not to do so, lest he suffer misfortune for the rest
of his life. Mikhail Ivanovich lowers his weapon, and the swan turns into a beautiful girl. The
story has various possible endings: according to Slavic Christians, the young man takes the
swan girl to Kiev to be baptised, then marries her. We do not know if they are allowed to live
happily ever after in other versions of the story.

Swan knights, swan princesses, and magic shapeshiftings are thus frequent occurrences
in tales and legends. From the Grimm brothers, through Andersen, to the Hungarian Elek
Benedek, many tales involve various forms of swans. What is really beautiful and exciting
about these stories is that they contain a variety of motifs, elements, as well as mythical,
historical and fantastic layers, which can be and often have been used as a source for the
librettas of theatre plays. But of all these many stories, which one served as the basis for
the ballet Swan Lake, and who wrote the libretto to the original version?

The composer

Pyotr llyich Tchaikovsky (1840-1893)

Tchaikovsky began the composition of Swan Lake in August 1875, while simultaneously
also working on other pieces. He liked ballet, and he wrote to his brother as early as 1870
that he was contemplating an idea for a ballet of a story in four acts. According to his let-
ters, this would have been Cinderella. Although this plan was not implemented, Tchaikovsky
was commissioned in 1875 specifically to compose ballet music. The request came from
Vladimir Petrovich Begichev, director of the Imperial Ballet in Moscow, who was to be one of
the librettists of the ballet. Thus, Swan Lake was the composer’s first ballet music.
Although, in terms of form, Tchaikavsky followed contemparary principles of ballet music,
his work went beyond the customary formula. He composed lyrical music which was also
dramatic, featuring the conflict between good and evil, as well as the application of a
returning musical motif to characterise the protagonist. In the field of composing ballet
music - which was not accorded terribly high esteem in official musical ‘circles” of the
day - Tchaikovsky admired such composers as Léo Delibes and Adolphe Adam, and later
Ricardo Drigo. He was certainly fascinated by Delibes. In a letter he sent to one of his young
disciples Sergei Taneyev, he wrote the following: “/ listened to the Delibes ballet Sylvia. What
charm, what elegance, what wealth of melody, rhythm, and harmony. | was ashamed, for if
I had known of this music then, | would not have written Swan Lake..." In Adam’s Giselle, he was
impressed by the use of the leitmatif. He himself applied this tool in the swan motif, which
is first heard at the end of the first act, and then recurs on several occasions in the ballet.
He had finished compasition by April 1876. Interestingly, the composer used some excerpts
of his early opera The Voyevoda, which he finished in 1869 and then destroyed due to its
lack of success. This was the source for the music of the pas de deux in the second act
and the introduction to the fourth act. Hardly had Tchaikovsky submitted the score than
rehearsals began in Moscow with Julius Reisinger. We do not know exactly what kind of
collaboration developed between the choreographer and the composer, but the reviews
suggest that they did not really understand each other's intentions.
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World premieres

The conception of the ballet Swan Lake can be linked to two dates in the history of dance.
The first premiere was held in Moscow in 1877; the choreographer of the production was
Czech-born Julius (Wentzel) Reisinger (1828-1892), who used the music material that Tchai-
kovsky had finished slightly earlier. According to some reports, Reisinger's choreography
was a failure at the Bolshoi Theatre, and contemporary reviews contained more criticism
than praise for the performance. But the fact that it remained on stage in Moscow for
seven years, with more than 30 performances, is still cause for thought. In any case, the
surviving libretto, the first version of which bears no unambiguous claim to authorship,
reveals that the plot was very similar to the story that would be used later. The characters
of the prince, the enchanted swan princess and the tutor, as well as the motifs of betrayal,
deceit and the unhappy ending were already present in the first version.

According to some encyclopaedias, the literary basis of the story could have been the
popular German author Johann Karl August Musaus's (1735-1787) tale The Stolen Veil (Der
geraubte Schieier). This hypothesis is supported by the German names of the characters
(Siegfried, von Rothbart, and Bennao von Sommerstern). Another possible source is the folk-
lorist and writer Alexander Nikolayevich Afanasyev (1826-1871), who collected nearly 600
Russian folk tales. The collection contains a tale that tells the story of the enchanted swan
girls. It is probable that it was the composer Tchaikovsky himself who created the story
based on these sources. At the very least, he greatly contributed to the development of the
plot. However, with his German cultural background, Reisinger could also be considered to
be the librettist, as he would have gained some practice when compiling librettos for other
pieces earlier. Another version of the libretto has the names of the director of the Imperial
Theatre in Moscow Vladimir Petrovich Begichev and the dancer Vasily Geltzer on the cover
page. These latter two followed the traditions of 19"-century ballet librettos.

This “original” version of the ballet was criticised by contemporaries mainly because the
music and the dancing were unable to develop a real synergy, and they blamed the com-
poser rather than the choreographer for this. “Too noisy, too Wagnerian, and too sym-
phonic!” critics declared. No one could know that later on it would be the music that would
become ane of the “guarantees” for the poetic beauty of Swan Lake.

The second, and this time successful, St. Petersburg premiere was preceded by another
attempt in Moscow in 1880 staged by Belgian dancer and choreographer Joseph Hansen
(1842-1907), who worked for the Moscow theatre from 1879 to 1882. An interesting aspect




of this version was that the raole of Siegfried was danced by Hungarian-born Alfréd Békefi
(1843-1925), who worked at the time, mainly as a character dancer, at the Imperial Theatres.
The version that brought success and even immortality to the story of the enchanted
swan maidens was staged at the Mariinsky Theatre in St. Petersburg on 27 January 1895.
The choreography was created jointly by Marius Petipa and Lev Ivanov. Tchaikovsky,
however, would not live to see this, as he had died in 1893. The immediate precursor to
the 1895 premiere was a concert dedicated to the memory of Tchaikovsky in 1894. This
was the time when the first white scene of Swan Lake (choreography by Lev Ivanov) was
performed, and its positive reception inspired the creation of a new version of the entire
ballet whase first and third acts were choreographed by Petipa, and the second and
fourth acts by Ivanov.

Marius Petipa (1818-1910) was a French-born Russian dancer, ballet master and choreog-
rapher, the founder of Russian classical ballet. He arrived in Russia in 1847 as a west-
ern European dancer with some experience in choreography, and soon became a ballet
master and choreographer. His name is associated with several ballets that became
core works of the 19™-century classical ballet repertaire, including Don Quixote, The Nut-
cracker, The Sleeping Beauty, La Bayadére and Raymonda.

Lev Ivanov (1834-1901) was a Russian dancer and choreographer born in Moscow. He
spent most of his life in St. Petersburg, where he danced the principal male roles of a
number of ballets. He soon began to teach ballet and also nurtured dreams of becoming
a choreographer, but, as he was overshadowed by Petipa, that opportunity did not arise
until 1855, as can be seen from the story of the compasition of Swan Lake. Ivanov had an
exceptional memory and musical sense. He would make use of these in The Nutcracker,
which he finished after Petipa fell ill, as well as in some other choreographies of his
own, which, nevertheless, did not survive (e.g. The Harlem Tulip, 1855, and The Magic
Flute, 1889).

In the 1895 version, the choreographers adjusted Tchaikovsky's music to their own con-
cepts. Ricardo Drigo (1846-1930). who was to conduct the premiere later, helped them
in this. Drigo, recognised as an experienced ballet music composer, not only arranged
Tchaikovsky's music, but also supplemented the original score with three piano pieces
by Tchaikovsky (L'Espiegle, Valse Bluette and Un poco di Chapin). This version with ele-
ments both old and new, and with a libretto written by Tchaikovsky's brother Modest
(1850-1916), did not entail significant modifications to the content. It is relevant, however,
that the tragic ending was changed to a happy one, and the four acts were condensed
to three. In the white scenes of the production, lvanov was able to arrange the swan
maidens inta beautiful and diverse spatial arrangements (circles, semicircles, diagonals

and lines). and the pas de deux were choreographed according to the dual principles
of poetic lyricism and virtuosity; at the same time, Petipa satisfied his ambitions as a
choreographer by creating character dances from various nations. These too belonged
to the ballet tradition of the 19th century, and audiences were especially fond of these
interludes. This is why Hungarian, Spanish, Russian, Neapolitan and Polish dances were
included in the third act in characterised, stylised forms.

The 1895 chareography of Swan Lake presented all the advances in dance technique in
their totality, but, at the same time, it also became - especially in the “white scenes”
created by Ivanov - a unique monument to the Romantic style, in spite of the fact that
this was already in decline.

Furtheradaptationsof SwanLake

Whole volumes could be filled with details of further adaptations of Swan Lake. The differ-
ences mainly manifest themselves in the choreographer’s - including Rudolf Nureyev, John
Neumeier, Rudi van Dantzig, Mikhail Baryshnikov, and Jean-Christophe Maillot - choice of
which element of the story to focus on, how much they preserve from the original cho-
reography or whether they simply regard the “original” as a pretext or starting point and
then go on to use a completely novel language of movement. There are many examples
of all of these. Some artists base their versions on psychological investigations into the
characters, while others try to find answers to contemporary questions using the ballet
only as a pretence.

The various adaptations and arrangements engender different finales; in addition to the
“happy ending” and the “apotheosis”, tragic endings in which the lovers drown in the lake or
Odette can never regain her human shape are also frequently seen.

One milestane in the “afterlife” of the ballet was Matthew Bourne's version, which
premiered in London in 1995. The roles of the swans, the snow-white ideals of femininity,
were danced by male dancers. With its sweeping power and the excellent performances
by its dancers, this choreography became an important part of the contemporary history
of ballet.

Interest in this blockbuster from the history of ballet has not faded even in the present
day, a fact attested to by the creation not only of endless new dance versions, but



also of animated cartoons, feature films, and even comic books. The audience of the
Hungarian State Opera was first introduced to Swan Lake in a choreography by Asaf
Messerer in 1951. Rudi van Dantzig's production became part of the Hungarian National
Ballet repertoire in 2015.

The choreographer and his
creative team

Rudi van Dantzig (1933-2012)

Dutch dancer and choreographer Rudi van Dantzig was a unique and significant figure in
his country’s dance scene throughout the 20™ century. When he was 15, he saw the dance
film The Red Shoes featuring Léonide Massine among other legends. Influenced by the film
(which he admitted to returning to see at least fifty more times), he decided to study dance.
From the age of 16, he was a pupil of Sonia Gaskell, the progenitor of Dutch ballet. In 1952,
when he was 19, he joined the Ballet Recital company Gaskell had established. It was partly
from this company that the Dutch National Ballet was formed later by Gaskell, in 1961. Van
Dantzig created his first dance work (Night Island, to the music of Debussy)in 1955, and this
was followed by at least 50 other warks.

Van Dantzig became co-director of the national ballet in 1969, and, after his mentor’s retire-
ment in 1971, went on to lead it by himself until 1991. This period of 20 years was the era
of the renewal and true modernisation of Dutch ballet, one in which Toer van Schayk and
Hans van Manen also played their roles alongside Dantzig. English ballet served as a partial
model, but George Balanchine’s works were also starting to appear on Dutch stages at the
same time. This trio of choreographers, of course, also enriched the repertoire with their
own works.

By his own admission, Van Dantzig had built up his oeuvre as a choreographer by striking
a balance between modern and classical ballet. Sometimes, he distanced himself from
ballet, and then returned to it. He was interested in innovative methads of creation, which
he displayed with his Monument for a Dead Boy, premiered in 1965. On the other hand, he
frequently re-choreographed classical works that he considered important to preserve for
the national ballet. Especially in order to express, with the use of classical language, mod-

ern man's anxiety and escape from happiness and the world of dreams. Such productions
included Romeo and Juliet, as well as Swan Lake, which he staged in 1988.

Toer van Schayk (1936-)

Dutch dancer, choreographer, visual artist, set and costume designer. He began his danc-
ing career in Sonia Gaskell's company in 1955. He gave up dancing in 1959 to study paint-
ing and sculpting at the Royal Academy of Art in The Hague. From 1966, he was soloist
and scenographer, and from 1971, a choreographer with the Dutch National Ballet. He is
a dancer of powerful expressive skills and has danced in several ballets by van Dantzig.
Major choreographies: Past Imperfect (music by Gydrgy Ligeti, 1971), Eight Madrigals (music
by Gesualdo, 1975), Faun (Debussy, 1978), and Chiaro-Scuro (Gesualdo- Van Viijmen, 1980).
As a scenic designer, he always created something special both in his own works and in
collaboration with Dantzig. Since Dantzig's death, he has participated in safeguarding his
artistic heritage.

Carolina lura

Dancer and ballet mistress. She was born in Los Angeles and studied dance with Irina
Kosmavska. She began her career with the Washington Ballet, and then came to Eurape to
join the Dutch National Ballet, where she became a soloist in 1986. She has danced numer-
ous principal roles from the Classical repertoire: Odette-Odile in Swan Lake, as well as Gi-
selle, Romea and Juliet, Don Quixote, Paquita and Cinderella. Additionally, she has danced in
ballets from the Balanchine repertoire including Theme and Variations, Ballet Imperial and
Symphony in C Major. She also enjoyed dancing in pieces by modern choreographers (Hans
van Manen, Wayne Eagling, Rudi van Dantzig). She left the stage in 2002, and has since been
a sought-after répetiteur with major ballet companies around the world.

Eleonora Demichelis

Dancer, choreologist and répétiteur. She was born in Italy and completed her ballet stud-
ies in John Cranka's school in Stuttgart. In the ensuing ten years, she danced with various
ballet companies in Europe. She finished her studies in choreology at the Conservatoire
National Supérieur de Musique et de Danse de Paris (CNSMDP) in 2002, where she studied
the Benesh movement notation. Later, she worked as an assistant and choreologist with
various major chareographers (Uwe Scholtz, David Dawson). She joined the artistic team
of the Dutch National Ballet in 2003, where she was also responsible for rehearsing Swan
Lake. She has been teaching the Benesh notation since 2009.
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Rudi van Dantzig's Swan

With Swan Lake, Rudi van Dantzig did not want the stage to be a museum piece, but rather
a version that could speak to 20th century audiences in the language of classical ballet. In
order to achieve this, he gave “real personalities” to the characters of the ballet: the fairy-tale
heroes were replaced by characters filled with emations and depicted with a psychological
dimension. He strove to give the story a fundamental basis that would be valid in the 20th
century as well. He attributed psychological matives to the main character, Prince Siegfried,
who thus became the protagonist of the ballet. It was no longer the story of a girl changed into
a swan, but now the focus was much more on the fate of a naive, day-dreaming young man
who cannat find ideals to live by in his own enviranment. This Siegfried cannot find his place
in his world: he does nat want to be a ruler, does not want to stand awkwardly at ceremonies,
but would rather chase the figures of his dreams with his best friend, Alexander. But the ex-
pectations that his strict tutor Von Rasposen repeatedly remind him of weigh on him heavily.
The tutor is able to become a much more negative figure in this version than in the original
because the choreographer presents the other characters from the Prince’s perspective.
The strange figure of Benno von Sommerstern was already present in the first version
of the ballet in 1877. He appeared on the stage as a friend of the Prince and his only ally
in the court, but he did not have much significance in the ballet. In 1835, however, Benno
became an active participant in the events because, as the story has it, Pavel
Gerdt, dancing the role of the Prince while already in his fifties, was unable to lift
his partner, and therefore Benno danced in the pas de deux instead of him. Later
on, the character became unnecessary, as younger princes could cope with both
the story and lifting their partners. In van Dantzig's adaptation, Benno returns as
Alexander, Siegfried's close friend. Alexander is always present at events and leaves
his friend “alone” only with Odette or Odile. He arranges a birthday party for him,
consoles him in his despair, persuades him to wander in the forest and it is he who
finds Siegfried’s dead body. As a kind of mysterious “third man”, he is incessantly
present in the life of the troubled Siegfried.

The visual aspect of the ballet was a splendid one thanks to co-choreographer and set
and costume designer Toer van Schayk, who brought the pomp and beauty of 17th century
Dutch-Flemish style and taste to life on the stage, with colours and inspiration from Rem-
brandt and Vermeer adding a bit of national flavour to the choreography.

However, Van Dantzig, out of respect for the formal and musical traditions of the original
ballet by Petipa and Ivanov, rejected neither the use of Classical dance techniques nor the
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recollection of famous excerpts from the choreography. It is perhaps the white scene in
the second act that mast carefully preserves the traditional elements of the choreography,
but van Dantzig changed the choreography mare drastically elsewhere. Such a change is
the “revision” of the character dances in the third act, which Toer van Schayk (collabarating
with Dantzig as a modern Ivanov) reinvented according to his own vision.

As a whole, this Dutch version of the ballet uses strong visuals and richly staged scenes
hovering on the border between fairy tale and actual history to ask the audience the same
question posed in traditional versions: is it possible to preserve some sense of ideals in the
world, or do we have to give up on those dreams that confront the values of distant worlds,
tales and legends with the realities of our own times?

How can a choreography be
preserved?

The idea of preserving a choreography first occurred to the dance masters of the
Renaissance. Initially, a verbal description of the movements seemed to be the simplest
solution, but as dance forms developed in terms of complexity and the number of dancers,
this eventually became impaossible. Required was a system that could describe the series
of movements and the group and solo dances with the use of symbols. Starting in the 16th
century, a number of notation systems were worked out which could be used to ‘conserve”
dance works with varying degrees of success.

Petipas choreographies of the second half of the 19th century, including Swan Lake, were
not recorded when they were created. It was a living tradition that ensured that the pieces
would remain in the repertoire. Generations of dancers passed on the steps “from foot to
foot", which was made easier by the fact that the works were almost continuously in the
programme. In 1892, Vladimir Ivanovich Stepanov (1866-1896), a dancer with the Imperial
Theatre in St. Petersburg, warked out a notation system which was suitable for recording
choreographies. Later on, dancer and choreographer Nikolai Sergeyev (1876-1951) used
the same system to record the most important Petipa choreographies. His collection of
the records of 21 ballets were taken to the West after the 1917 revolution and has been kept
in the Theater Collection of the Harvard College Library since 1969.

Nowadays, the Benesh notation system is increasingly widely used, especially among British
ballet companies (for instance, the English Royal Ballet), and in France (in the cases of the



works of contemporary choreagrapher Angelin Preljocaj). The system, published in Londan
in 1955, was developed by mathematician Rudolf Benesh (1916-1975). Encouraged by his wife,
the English ballerina Joan Rothwell, Benesh worked out a system which can be used easily
by anyone involved with ballet. The notation is based on the five-line stave, similar to the one
used in music, on which the extremities of the dancer’s body can be “notated".

Why use the Benesh notation?

An interview with Eleonora Demichelis

Choreology, notation - what exactly do these words, which are completely
unknown to laymen, mean?

Chareology refers to the analysis of movements in dance. A choreologists job is to watch
the choreographer’s work, record the movements, and, by analysing them, actually learning
the choreography as well. Notation is the document itself in which we record the given
choreography using a system of symbals.

Then it appears it would be indispensable for a choreologist to also be
qualified as a dancer.

Yes, dancing skill is naturally an absolute prerequisite. | myself learned the profession in
John Cranka’s school in Stuttgart and began to deal with the Benesh system mare seriously
only later. But even at schoal, Georgette Tsinguirides piqued our interest in this special
field. She had been recording Cranko's choreographies since 1966. | was impressed to see
how such a written record can help a single person remember the whole repertoire of a
company like the Stuttgart Ballet.

How would you summarise the advantages of the Benesh notation system?
Of course there are various systems of notation in the world of dance, but this is the one
those who are involved in ballet are accustomed to using. It is easy to read and write, and
one does not have to waste time drawing complicated symbols.

Why is it necessary to use notation when coaching a ballet? We can now
record performances on film, which can also be used to rehearse the
choreography...
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Well, video recording is a very useful tool, but it's not sufficient. The interpretation of a
film can be subjective, as everyone sees it with his or her own eyes. The recording of
movements, like the music score, is something much more precise and objective.

How exactly do you work in a ballet company?

My work is similar to that of the répétiteur. It takes place in the rehearsal room, the stage
and, to some extent, at the writing desk. | write down and record a choreography, and, on
the other hand, | rehearse the piece when necessary, and | use the written records for this.
This is more important and more precise than learning it from a film, as | do not have to
rely on my eyes and memory alone, but instead there is a precise key to the piece. A great
many ballets have been notated since the 1960s, so there is a library, a collection we can
rely on. Working with the recorded material of a ballet makes the rehearsal process much
easier and faster.

How does one become a choreologist? Where can you study it?

The Conservatoire National Supérieur de Musique et de Danse de Paris offers courses
where you can study Laban's and Benesh's systems. | myself graduated from this institution.
The programme usually lasts three years and is designed for dancers, educators and
researchers of dance. In the first two years, we learn the notation system, and then try out
everything we have learnt in practice. In the meantime, we also enhance our knowledge of
music. In England, dancers study this discipline at an elementary level, so it is a subject in
the official training programme.

Is it possible to find a job with such skills?

Naturally, more and more dance companies of various sizes employ choreologists. | graduated
in 2002, and since then | have had the honour to work with such excellent choreographers
as Uwe Scholtz in Leipzig and David Dawson. | went to the Netherlands in 2003 and joined
the Dutch National Ballet, where | dealt with the third and fourth acts of Rudi van Dantzig's
choreagraphy of Swan Lake. | was also lucky to work with Patricia Neary, who staged three
Balanchine ballets in Leipzig. That was a really exciting experience for me.

Interview by Rita Major
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