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Cselekmény

I. FELVONAS

1. kép

Roma. A Via Appia mellett keresztfak sorat latjuk, rajtuk megfeszitett rabszolgak. Koz-
tik van a haldokld rabszolgavezér, Spartacus is. Katonak kiséreteben érkezik a gydztes
hadvezér, Crassus, a rabszolgalazadas leverdje, aki indulattal néz meghurcalt és le-
gy6zott ellenfelére. Spartacus keresztje alatt a felesége, Flavia virraszt. Az asszony
konyorogne férje életéért, am Crassus nem figyel ra. Spartacusban Ujra lejatszodnak

haldltusaja alatt a felkelés esemeényei.

2. kép

Crassus és nemesi baratai elhatarozzak, hogy Capuaba mennek, a gladiatorképzdhe.

3. kép

A capuai gladiatoriskola. A rabszolgdk szokasos gyakorlataikat vegzik. Batiatus, az
iskola tulajdonosa kiszemeli Spartacust, majd rovid kiizdelemben leteriti a férfit. A rab-
szolgandk vizzel kinaljak az elcsigazott harcosokat. Megjelenik Flavia is, akire Batiatus
szemet vet. Vendégek érkeztét jelzik a harsonak: Crassus jon barataival, Canusszal,
Claudiaval és Juliaval. Crassus kivalaszt négyet a felsorakozo rabszolgak kozil. A thrak
Crixus a jideai Gaddal, az Afrikai pedig Spartacusszal kiizd majd életre-halalra. Amikor

férjét kivalasztjak, Flavia a gladiatorok kozé rohan, és ajultan esik ssze.

4. kép
A viadal el6tti éjszakara kdzos cellaba zarjak a négy gladiatort. Sokaig nem jon &lom a
szemikre. Spartacus marad ébren legtovabb. Flavia beszokik a cellaba, hogy férjétdl

elbldcstzzon. Az alvok is felebrednek, és mindannyian elblcstiznak az élettol.

5. kép

A gladiatorviadal szinhelye. Az elsd parviadalban Gad megdli Crixust. A két dsszecsapas
kozotti sziinetben tdncosnd szorakoztatja a vendegeket. Spartacust ezalatt a paholyba
kisérik, hogy a hélgyek kdzelrdl szemlélhessék meg izmait. A tancosndrdl Spartacus-
nak szerelme, Flavia jut eszébe. A masodik parviadalban Spartacus egy kessel szall
szembe a szigonnyal és haloval kiizdd Afrikaival. A fekete fellilkerekedik, am ahelyett,
hogy megdlné a gladiatort, 6rjongd dihében a romaiak paholya ellen fordul. Lazadasa
remenytelen, és bar tobb katonat megsebez, végil az eqgyik 6r végez vele. Az Afrikai

Spartacus karjai kdzott hal meg. Spartacus tehetetlen dihében a féldbe dofi kését.

6. kép

Az Afrikai tetemeét a rabszolgak elrettentéseil az udvar racsbol készilt falara akasztjak.
Spartacus éjjel kiszokik a cellajabol, és a holttest el6tt bosszut fogad. Miutan egy felé
kozeledd drt megdl, kiszabaditja Gadot és a rabszolgakat. A felkel6k megolik az 6roket,

majd kitérnek az arénabol.

Il. FELVONAS

1. kép
Evekkel késobb Crassus két baratndjével felkeresi a romba délt capuai arénat. A hadve-

zért emlékek gydtrik. Felidézi a gladiatorok, a halott Afrikai, Spartacus és Flavia alakjat is.

2. kép

Crassus nyari palotajaban vendégekkel mulatja az idét. Claudia és Julia mellett maga
is tancol, majd az el6keld tarsasag féktelen mulatozasba fog. Ekdzben kint, Spartacus
vezetésével gyllekezik arabszolgasereg. Betdrnek a palotaba, ahonnan mindenkit eldz-
nek, majd megiinneplik gydzelmiket. Elfogjak Crassus baratjat, Canust, és parviadalra
kényszeritik eqy romai katonaval. A harcban mindkeét férfi megsebesil, am a rabszolgak

megkimélik életlket.



ll. FELVONAS

1. kép

Roma. A szenatusban izgatott vita zajlik épp, amikor a capuai rabszolgatabort megjart
sebesiilt katona betantorag, és a szenatorok szeme lattara meghal. Crassus letakarja a
holttestet, majd a katona kardjat magasra emelve jelzi, hogy a szenatus tamogatasaval

a rabszolgak ellen induld sereg élére allt.

2. kep
A rabszolgafelkelést leverik. A seregnek menekiilnie kell. Az utolsg tabarhelyen Spar-
tacus és Flavia lirai szépségl duettben blcsuzik egymastol és az élettdl. A romaiak

bekeritik a tabort, az asszonynak siker(l elmenekdlnie, de Spartacust elfogjak.

3. kép

Flavia kepzeletében megjelenik a gydztesek diadalmenete.

4. kép
A nyité kép helyszine: Spartacus meghal a keresztfan, Flavia egyedil marad gyaszaval.
Spartacus és tarsai halalaval mar csak az asszony az, akiben ott él a szabadsagert

vivott harc emlékezete.

Melnyik Tatyjana




A mu torténelmi hattere

Mit jelentett rabszolganak lenni az 6kori Romaban?

A rabszolgasdg a népek kdzds jogdnak intézménye, mely dltal valaki mds hatalmdnak
van aldvetve a természet ellenére. A rabszolgdk onnan vették a neviiket, hogy a had-
vezérek a foglyokat el szoktdk adatni és ezdltal ket megmenteni, nem pedig megalni.
Nevezik dket , mancipium™-nak is, mert az ellenségtdl kézzel ragadtdk el éket” - fogal-
mazta meg a rabszolgasag intézményét Justinianus csaszar.

Eqgy tehet6sebb romai polgar 6tszaz, eqy rémai csaszar akar huszezer rabszolga fe-
lett is rendelkezhetett. A rémai hadsereg volt a legfébb rabszolga-beszallitg, de a
romai torvények azt is lehetgvé tették, hogy a nehéz anyagi helyzetbe kerilt csaladfd
rabszolganak adja gyermekeit.

Egyes hadjaratok alkalmaval akar tobb tizezer fogoly is elkelhetett a rabszolgapia-
cokon. A rabszolga keresked6 nem arult zsakbamacskat: a rabszolgakat altalaban
csupaszon adtak-vették, mivel igy kdnnyebb volt felmérni testi adottsagaikat. A sza-
kacsmesterség magas fokan Iévd rabszolgak rendkivil nagy aron csereltek gazdat.
Ha egy rabszolga megszokott, felkutatasat profi ,fejvadaszokra” biztak. Az elfogott

szbkevények homlokara bet(iket égettek: FUG (fugitivus), azaz szokevény.

Gladiatorkiizdelmek

A rabszolgak kozil tobbeknek egymas elleni harccal kellett szérakoztatniuk uraikat,
de olyan is el6fordult, hogy vadallatokkal kellett megkizdeniik. El6szor hivatalosan
Kr. e. 105-ben intézkedtek ilyen élet-halal harcrél. Annak megakadalyozasa érdeké-
ben, hogy a gladiatorok fellépésiik elsd pillanataban halalukat leljek az arénaban,
kiképzéshen részesitették 6ket. A harcra valo felkészités a gladiatoriskolakban tor-
tént. Az elsg gladiatorok azok a hadifoglyok voltak, akiket a hodito habortk soran
elfogtak. Nevik is - ,Gall", ,Thrak” - tlikrozte szarmazasukat. Ezeket a bajvivokat
néplkre jellemz6 harcmodorral és fegyverzetben Iéptettek kiizddtérre egymas ellen.

A kiizdelmeknek kilon ,koreografiaja” volt.

A latvanyossag a felvonulassal kezd6dott, amelyben az 6sszes szinre 1ép6 gladiator részt
vett. A gladiatorok pazar és élénk szin ruhakban jéttek be az arénaba, ahol megtették
tiszteletkorlket, elvonultak az Ur, vagy a csaszar paholya el6tt. Ezutan a sorshizas ko-
vetkezett. Sorshizas dantotte el, hogy kinek kivel kell megkiizdenie. A libellus numerarius
a gladiatorviadalok ,misorfiizete” volt, mely a porondra 1ép6 harcosok nevét tartalmazta.
Ezutan kovetkezett a fegyverek megtekintése, minden kardot, szigonyt, nyilat gondosan
ellendriztek. Halot is hasznaltak, amellyel harcképtelenné tehették az ellenfelet.

Ezutan trombitaval adtak jelet a harc megkezdesére, amelynek akkar lett vége, amikor
az eqyik harcolo meghalt. Ekkor, a hagyomanyoknak megfelelden, egy Kharon, azaz az
alvilag révészének dltdzott szolga jelent meg az arénaban, odament a holttesthez, meg-
{itotte egy bottal, azt jelezve, hogy a testet tulajdonaba vette. A gy6ztes gladiator pedig
fellépett az dr paholyahoz, hogy megkapja jutalmat: a gy6zelem hagyomanyos jelképét,
egy palmalevelet, valamint tobb aranyérmét, majd tavozasa el6tt, a néz6k idvrivalgasa-
tol és tapsatol kisérve tiszteletkort tett az arénaban.

A gladiatorjatékok a csaszari politika propagandaeszkdzévé valtak: ndvelték az uralko-
do népszeriiségét és csillapitottak a tomeget (,panem et circenses”). A gladiatorviadalok

egészen a Kr. u. b. szazadig tartottak, amikor hivatalosan megsziintették azokat.

A balett cimado hése a torténelemben

Spartacus, a lazadd rabszolgavezér alakja a szazadok soran legendava nétt: szim-
bolumava lett az igazsagtalansaggal szembeszequld lazadasnak, a kiizdelmet a
legesélytelenebb helyzetben sem feladd embernek. Mozgalmak tlzték zaszlajukra a
nevet, vagy éppen kisajatitottak az ,osztalyharcos” ideoldgia szellemében, rajongai
koze tartozott Garibaldi és Che Guevara is. Kdnyvek és filmek készilltek rola, szobrokat
emeltek neki - de vajon milyen lehetett az ,igazi” Spartacus?

Spartacus (Kr. e. 109 - Kr. e. 71) thrak szarmazasu gladiator és rabszolga volt az okori
Romaban. A Kr. e. 73-ban zajlo legnagyobb rabszolgafelkelés fovezére es a torténelem
eqyik meghatarozo férfialakja. Italidban mar a Kr. e. Il. szazad folyaman szamos rab-
szolgafelkelés tort ki: rabszolgak ezrei lazadtak fel uraik ellen, tiltakozva az embertelen

koralmenyek miatt, amelyben élniiik kellett. Rabszolgatartaik minden ok nélkil bantal-



maztak, bintetésekkel sujtottak Gket. Ezeket a felkeléseket a romai katanasag leverte,
a felkeldket pedig keresztre feszitettek.

Spartacust Capuaban, a Rémai Birodalom gladiatori kdzpontjaban képezték ki. Te-
hetsege, hatalmas ereje és eles esze mar a kiképzés ideje alatt megmutatkozott. A
gladiatorok szamara a szervezett ellenallasra szinte semmilyen esély nem adatott meg,
Spartacusnak mégis siker(lt kdzottik valamiféle kozds kot6dést kialakitania, és ezaltal
tobb mint hetven tarsaval ki tudott térni a gladiator-laktanyabal.

Mark Corby angol hadtérténész igy méltatja Spartacust: ,0 volt az dkori vildg egyik leg-
kivalébb parancsnoka, egy ember, aki nagyon mélyrdl emelkedett ki, és minden segitség
nélkdl, énerejébdl felépitett eqy hadsereget, majd szembeszdllt a vildg legkivdldbb had-
seregével, s két éven dt sikerrel sakkban is tartotta azt. Spartacus tettének eredménye
végsd soron az, hogy még ma is beszéliink réla. Része az emberiség tarténetének, jelképe
az emberi reménynek, az emberi eréfeszitésnek, a legerdsebbel szembeni bdtor prébdlko-
zdsnak. S e jelkép egyben tanulsdg is: eqy bdtor ember a legmostohdbb kérilmények kézott
is méltd harcot vivhat.”

A Spartacus-lazadas torténelmi tény. A rémai birodalom teriletén szamos rabszol-
gafelkelés tort ki, melyek kozil a Spartacus altal vezetett volt a harmadik, s egyben

legnagyobb jelentdségd és érteki rabszolgafelkelés.

Torténelmi alakok a balettben

Kr. e. 73-ban Lentulus Batiatus capuai gladiatoriskolajaban fellazadtak a rabszolgak,
és kitortek onnan, hogy kilatastalan sorsukon valtoztassanak. Spartacus, a felkelés
vezetdje hetvenedmagaval a Vezuv erdeibe menekilt. Fegyvereik kezdetben csupan
alapvetd konyhai eszkozok voltak. A szokés hirére a szomszédos gazdasagokban
dolgoztatott rabszolgak is csatlakoztak a lazadokhoz. A rabszolgasereg Spartacus
vezetésével sikeresen harcolt az ellenik kiilddtt romai legiok ellen. Ezzel félelmet kel-
tettek a romai el6kelGkben.

Szamas hir érkezett arral, hogy rabszolgak tomegei lazadnak fel uraik ellen és szok-
nek meg télik. A forradalmi hangulat egyre csak nétt, Spartacus seregei gydzelmet
gyGzelemre halmoztak a romai légiok ellen. Ezért a nagybirtokosokbol allo szendatus

- megelégelve seregeik sikertelenségeét és a felkel6k ndvekvé erejét - teljhatalommal

ruhazta fel a gazdag Marcus Lucinius Crassust, a romai seregek hadvezéret.

Crassus is torténelmi figura tehat. Plutarkhosz, a gorogbdl romaiva lett kronikas, élet-
rajziré hires munkajaban, a Pdrhuzamos életrajzok cimd kényvében részletesen jellemzi
6t: ,Marcus Crassus apja censorsdgot viselt, és diadalmenetet is tartott, de d szerény hdz-
ban ndtt fel két fivérével egyiitt. A rémaiak azt mondjak, hogy Crassus sok jo tulajdonsdgat
egyetlen hibdja homdlyositotta: a kapzsisdg; tgy ldtszik, hogy ez az egy minden mds hibdjd-
ndl erésebb valt, s a tébbit hdttérbe szoritotta. Kapzsisdgdnak legfdbb bizonyitékdul emlitik
azt a madot, ahogyan vagyondt szerezte. Ennek legnagyobb részét, hogy megmondjuk a
szégyenletes igazat, tiizbdl és hdbordbdl szerezte, és igy a kdzésséget sijtd szerencsétlen-
ség volt legfdbb jovedelmi forrdsa.”

Hogy volt-e Spartacusnak felesége, azzal kapcsolatban sokféle torténet kering.
Plutarkhosz azt irja, hogy Spartacus felesége ugyanazon tdrzshél szarmazott és vele
egyiitt jutott rabszolgasorsra. De a nevét kevés forras emliti.

Plutarkhosz a rabszolgafelkelésrél is ir:

LA gladidtorok felkelése és Itdlia elpusztitdsa, amelyet dltaldban Spartacus hdbordjdnak
neveznek, a kovetkezdképpen kezddddtt: egy bizonyos Lentulus Batiatus gladidtoriskoldt
tartott fenn Capudban; a gladidtorok tdbbnyire gallok és thrdkok voltak. Kétszdzan kéziilik
meq akartak szdkni, de terviiket eldrultdk. Hetvennyolcan eldre értesiltek az druldsrdl, és
sikerdlt megszoknidk. Birtokukba vettek egy jél védhetd helyet, és hdrom vezért vdlasz-
tottak; kézdttik az elsé Spartacus volt, eqgy thrakiai nomdd térzshdl szdrmazo férfi, aki
nemcsak nagyon bdtor és erds, hanem nehéz sorsdhoz képest feltiinGen értelmes és mdvelt
ember is volt, inkdbb gérdg, mint nomdd. Mint mondjck, amikor Rémdba vitték a rabszal-
gavdsdrra, dlmaban kigyd tekerdzétt arcdra, és vele egy térzshdl szarmazo felesége, egy
jésasszony, aki be volt avatva a dioniiszoszi misztériumokba, ezt Ugy értelmezte, hogy a
kigyé nagy és félelmetes hatalmat jelez, de szerencsétlenséget is hoz Spartacusra. Ez az
asszony akkor is vele volt, és most is kdvette a szokésben.

Spartacus nagy és félelmetes ellenséggé vdlt, de & felmérte a helyzetet: arra nem szd-
mithatott, hogy megddnti Roma hatalmdt, ezért hadseregét az Alpok felé vezette azzal a
szdndékkal, hagy dtkel, és mindnydjan visszatérnek hazdjukba, ki Thrdkidba, ki Gallidba. De
kdvetdinek szdma ekkarra mdr igen megndvekedett; biztak erejiikben, és nem hallgattak

rd, hanem szerte mindeniitt raboltak Itdliaban.



Midén a szendtus értesiilt a torténtekrdl, a hdbord vezérévé Crassust vdlasztotta. Az eldkeldk
kdzil sokan vele tartottak a hadjdratban, egyrészt hirneve, mdsrészt bardti kapcsolatai mi-
att. Crassus Picenum hatdrdn dllt fel hadseregével, és tiirelmesen vdrta a kézben odavonult
Spartacust. Spartacus azonban kitért eldle, és Lucanidn Gt a tengerpartra vonult. Crassus
attdl félt, hogy Spartacusnak kedve tdmad Réma ellen vonulni, de megnyugodott, mert
Spartacust valami viszdly miatt sok embere elhagyta. Crassus tdmaddsra indult ellentik, és
eliizte dket a totdl, de nem tudta megdlni és (ldézdbe venni Gket, mert hirtelen megjelent
Spartacus, és visszaforditotta futdsukat.

Ez a siker azonban Spartacus vesztét okozta, mert szokétt rabszolgdi elbiztdk magukat,
nem voltak hajlanddk kitérni az ellenség eldl. Crassus elébb kiképeztette Igidsait és csak
azutdn indult meg Spartacus seregei felg. Kr. e. 71-ben végil megsemmisitd vereséget mért
a ldzadd csapatokra. Maga Spartacus elesett, a legydzatt rabszolgdk ezreit pedig kereszt-
re feszitették, végig a Capudtdl Romdig vezetd Gt mentén. Mindnydjan ott haltak meg a
Via Appidn. A hatalmas Spartacus-ldzadds végeztével sem értek véget a zavargdsok, ki-
sebb-nagyobb felkelések utdna is jelen voltak, de ekkora felkelés, mint amit Spartacus és
csapata vitt végbe, alyan nem volt mdr. Vagy nem volt még egy olyan kimagasld tehetségd
személyiség, mint Spartacus, vagy Rémdnak sikerdlt példdt statudini a megfeleld fellépés-

sel ellenik.”

Kobor Demeter, Scrivener.Louis




Spartacus a muveszetekben

Spartacus emlékét a mlivészetek is tovabb drizték. Szamos ir¢ es koltd orokitette meg
alakjat az utékor szamara: Cicero, Horatius, Lucanus és masok is megemlékeztek a
rabszolgak vezérérdl. A felkelés antik forrasai (Plutarkhosz, Appianus, Florus, Orosius,
Sallustius miivei) is emléket allitanak személyének. Késdbb is sok ird vetette papirra a
Spartacus altal vezetett felkelés eseményeit vagy emlékezett meg magardl a hds rabszol-
gavezérrdl. A legnépszer(ibb ezek koziil Howard Fast Spartacus cimd nagysikerd kdnyve,
amely tobb szinpadi vagy filmes torténet alapjaul szolgalt. Fast regénye sikerét elsgsor-
ban modern szemléletének és hangvételének kiszonheti. Az ird nagy megjelenitd erével
abrazolta a hatalma teljében Iév( rabszolgatart6 tarsadalmat, a sinylddé rabszolgakat,
a plebejusok tarka, megvasarolhatd csdcselékét, a lovagok és katonak piperkdc hadat,
a poffeszkedd nagybirtokosokat, és politikusokat, a velejeig romlott szenatust.

Talan a legjelentdsebb film, amelynek a forgatokdnyve szintén e konyv alapjan keészilt,
a Stanley Kubrick altal rendezett, 1960-as Spartacus-film, melynek cimszerepldje az
Oscar-dijas Kirk Douglas volt. Tovabbi szerepldi Peter Ustinov, aki Lentulus Batiatust
alakitja, vagy Johan Gavin, aki Julius Caesar bdrébe bijhatott, de Tony Curtis is megje-
lent a filmvasznon.

A torténelem egyik legnagyobb rabszolgavezérének életkdrilményeit és tetteit nem-
csak konyvekben és filmekben drokitették meg. Szamos képzémiveészt is megihletett
Spartacus nagysaga. Az egyik legfontosabb emlék a francia Denis Foyatier (1793-1863)
Spartacus-szobra 1831-bdl. A tobb mint két méter magas marvanyszobor egy nyolc alak-
bél 4ll6 szoborcsoport része volt, és 1877 6ta a Louvre-ban lathatd. Kevésbé ismert
a Spartacus eskije cim(i szobor, amelyet Louis-Ernest Barrias készitett, ugyancsak
marvanybol. Magyarorszag is bliszkelkedhet Spartacus-szoborral: a 2,4 méteres bronz
szobor Megyeri Barna (1920-1966) 1956-ban kész(ilt alkotdsa, amely Budapesten a XIV.
keriiletben a Kerepesi Ut 78. el6tt lathato.

Spartacus torténetébdl magyar szindarab is készilt: Csiky Gergely 1875-ben irt otfel-

budapesti Nemzeti Szinhazban.

Az id6k folyaman szamos Spartacus-balett is késziilt, Seregi tancmivét szam szerint
18 koreografia eldzte meg. Mindegyik igyekezett hlien visszaadni a néz6 szamara a
felkelés jelentds eseményeit, pillanatait. Egyes tancalkotasok latvanyvildga olykor ha-
sonlithatott a filmfeldolgozasokéra, pedig altalaban a koreografus helyzete nehezebb
a filmrendezdénel. A koreografusnak kevesebb eszkoz all rendelkezésére. Eldben,
triikkok és csak filmvasznon alkalmazhato effektek nélkil kell dolgozzon. Elényt jelent
azonban az, hogy a nézd sokkal inkabb jelen lehet az eseményekben a szinhazban, él6
zene hallgatasa kozben, mint egy vaszon el6tt (ilve és nézve a képkockakat. llyen nehéz-
ségekkel kellett megkiizdeniik azoknak a koreografusoknak, akik a témahoz nyultak. A
legfontosabb alkotasok Seregi elétt: L. Jakobszon (1956), J. Blazek (1957), I. Mojszejev
(1958), J. Grigorovics (1968), késdbb pedig M. Abbondanza (1987), Vamos Gyorgy (1989), J.
Grant (1989), W. Orlikowsky (1989).

A magyar Spartacust megeldzd balett-alkotasok szinte kivétel nélkil a szovjet szinpado-
kon szillettek. Ennek természetesen alapvetden ideologiai okai voltak, hiszen ki tudna
jobban megjeleniteni a tarsadalom legaljarol magat hdsse kiizdd forradalmar alakjat,
mint az okori rabszolgavezér? El6képe volt az ilyen tipusu baletteknek az 1932-ben
bemutatott Pdrizs Idngjai (Aszafjev - Vajnonen) cimi szovjet klasszikus balett, amely
ugyancsak a forradalmi témat hasznalta fel a korabeli szovjet h6seszmeny dicsditése-
re. A narrativ balettdrdma (dramobalett), sok szerepldvel, latvanyos témegjelenetekkel,
tanctechnikai szempontbdl nehéz variaciokkal és pas de deux-kel egészen a nyolcvanas

évekig kizarolag a szovjet balettszinpadok sajatja volt.

A magyar 0sbemutato

Azi. e. 74 korili Romai Birodalomban jatszado Spartacus Seregi Laszl0 els6 igazi nagy-
balettje volt, amely eqy csapasra mérfoldkd lett a magyar tancéletben. Generaciok sora
elvezte 1968 ota a tortenelmi témaju koreografiat, amely az okori rabszolgalazadas tor-

ténetét dolgozza fel Ugy, hogy kézben igazi mondanivaldja a forradalom, valamint az



elnyomas sziilte emberi érzelmek és dontések. ,A téma 6rék, amig embereket nydznak,
dinek, igazsdgtalanul bantanak, és vannak emberek, akik kitérni vdgynak” - nyilatkozta a
m(irél az alkote.

Seregi a Grigorovics-féle moszkvai bemutatdval parhuzamosan dolgozott az itthoni
bemutatdn az Operahazban. A budapesti premier 1968. majus 18-an volt, nem sokkal
a moszkvai bemutatd utan. A munkalatok persze mar egy évvel korabban elkezddd-
tek. Az Operahaz vezetGsége 1967-ben Ggy dontdtt, hogy felkéri Seregi Laszlot egy
forradalmi témaju balett elkészitésére. Az Operahaz igazgatdja, Lukacs Miklgs felva-
zolta elkepzeléseit Sereginek, amelyek szerint egy tarsadalmi harcokrol sz6l6 témat
keressen, magaban foglalva a leigazas és felszabaditas fogalmat. Tébb mint tiz évvel
az 1956-os forradalom utan, még mindig a Szovjetunichoz tartozva akar kényes is le-
hetett volna a vallalkozas. Lukacs Spartacus torténetét ajanlotta és a mar korabban
emlitett Howard Fast-konyvet, amely Seregire mar gyermekkoraban is nagy hatast gya-
korolt, tovabba kivald kiinduldpont volt a tdncmid megalkotasahoz. Seregi addig csak
kisebb-nagyobb balettbetéteket koreagrafalt, és a Spartacus lett az elsé egész estét
bet6ltd darabja. Koreografus-asszisztensével, Kaszas lldikoval hozza is lattak a balett
elkészitéséhez. A zene - akércsak a moszkvai valtozatban - Aram lljics Hacsaturjan
Spartacus cim(i balettzengje lett.

Amikor Seregi Lukacstol megkapta a zenem( partitlrajat, azonnal hozza is latott a mun-
kahoz Pal Tamas karmester segitségével. Az egész zenemdvet atalakitotta, ahogyan a
Nyikolaj Dimitrijevics Volkav altal készitett librettat is. Az Un. id6vagasos modszerrel
dolgozott: a felkelés motivumai és esemenyei visszaemlékezesszerien idezddnek fel.
Seregi nagyon jol tudta, hogy az egész tdrténelmi hatteret nem viheti fel szinpadra,
igy csak a felkelés legfantosabb pillanataival, eseményeivel foglalkozott. Mégis sikerilt
elérnie azt, hogy kerek egész torténet elevenedjen meg a szinpadon. Kivalo érzéke volt
ehhez, ahogyan a jellemek abréazolasahoz is. Minden karaktert igyekezett igy megfor-
malni, hogy az hiteles lehessen a kdzonség szdmara. Ezen szempontok alapjan almodta
meg Flavia alakjat, vagy éppen a gladiatorok és a tébbi szerepld jellemeét. Spartacust
egyszer(, esendd embernek képzelte el, egynek a sok kozil, aki egyaltalan nem hés, ha-
nem akit a sors valasztott ki, és a szituacio tett vezérré. Eqy rabszolga, aki rettegésben

tudta tartani Romat. ,Tudtam, hogy ahhoz, hogy eqy életbdl vett dréma a balettszinpadon
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is drdma legyen, csak a személyiségekben, a konkrét szitudcickon keresztiil tudok eljutni;
csak az érzd, vérzd szivii, megaldzott, meggyaldzott és felkelni vagyé, rabldncait lerdzni
akard embereken keresztiil tudom ezt kifejezni. Erre is torekedtem, és hiszem, hogy ezért
élvezhetd még ma is ez a darab.” - nyilatkozta annak idején a koreografus.

A Seregi-darabok mindegyikere jellemzd az, hogy a koreografus szeretett sok szerepldt
mozgatni a szinpadon. A tdmeq a diszlet részévé valt és egyben hitelessé is tette az
adott darabot. Talan része volt ebben Seregi Laszld néptancas maltjanak is.

Seregi mindenre odafigyelt, igy a diszlet és jelmezkészitésre is. Az Iparmivészeti Fdis-
kolan eltdltétt néhany év nem malt el nyomtalanul. 0 maga almodta meq azt, amit a
szinpadon latni szeretett volna. Elkészitette a terveket, kitalalt mindent, ami a meg-
valositashoz sziikséges volt, majd megbeszélte azt a tervezdkkel, akiknek joforman
mar csak a kivitelezesre kellett figyelniik. Els egész estés balettjéhez is csodalatos
diszletet dlmodott meg: a Via Appiat és keresztfait, melyeken az elesett rabszolgak
szenvedtek és vartak a halalukat, vagy a capuai gladiatoriskola abrazolasat. Crassus
palotaja is hiien tikrozte a romai idoket.

Seregi Spartacusaban - a magyar szinpadi tanc tdrténetében példatlanul - sszegezte
mindazt, ami a személyes szakmai palyafutasaban, tovabba az addigi operahazi balett-
miveszetben igazan jelentds volt: a harangozoi nemzeti balett-stilus hagyomanyait, a
szovjet balett-dramak romantikus realizmusat és monumentalitasat, valamint a magyar

szinpadi néptanc (katonatanc) stilusanak dserejét és nemes patoszat.
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Melnyik Vlagyiszlav

Az alkotdk

Seregi Laszlo (1929-2012) grafikusnak készillt az Iparmivészeti Foiskolan, de
tanulmanyait anyagi okok miatt nem tudta befejezni. Raktarosként dolgozott a fogas-
kerekgyarban, majd 1949-ben, husz évesen a Honveéd Mlivészegydttes tagja lett. Ott
Nadasi Marcellatol klasszikus balettet, mig Szabo Ivan tanc- és szobraszm(ivésztél
neptancot és koreografalast tanult. Seregi mar ekkor készitett koreografiakat, mint
példaul a Kalotaszegi tdncokat (1952), a Reggel a tdborban-t (1953), amelyekben meg-
mutatkozott kompozicids készsége. 1957-ben kartancoskent ker(ilt az Operahazba.
Kitlind humorérzékével és rendezdi hajlamaval mar koran magara vonta a figyelmet.
Hamarosan koreografélhatott is, balettbetéteket készitett operaeldadasokhoz (Kol-
dusdidk, Székely fond, Denevér, Faust).

Az 1968-as Spartacus cim{ balettjének bemutatoja és nagy sikere hozta meg sza-
mara az igazi attorést, ettél kezdve tobb sikeres egész estés balettet alkotott:
A csoddlatos mandarin (1970), a nagy siker( Sylvia (1972), Cédrus (1975), Kamarazene No. 1
(1976), Vdltozatok eqy gyermekdalra (1978) és a felejthetetlen Shakespeare-trildgia:
Rémed és Jilia (1985), Szentivangji dlom (1989), valamint a Makrancos Kata (1994).
De olyan, szélesebb kérben talan keveésbé ismert mliveket is koreografalt, mint a
Szerendd (1977), A vdrosban (1977). Kirandulast tett a musical mifajaba is, a Macskdk
(1983) nagyszer( koreografiaja szintén driasi sikert hozott szdméra.

Sereginek kivalo érzéke volt ahhoz, hogy darabjaiban 6tvdzze a néptancot, a
klasszikus balettet és a szinhazi eszkdzoket és hatasokat. Tovabba nagyszer( jel-
lemabrazolg volt, mindig karaktereket dlmodott szinpadra. Rendkivili muzikalitasa
is hozzajarult balettjei sikeréhez. 1978 és 1984 kozott az Operahaz balettigazgatoja is
volt. Szamos m(ivét tanitotta be a vilag kilénbdzd pontjain, nagy egytittesek szamara,
ahol a mai napig nagy sikerrel jatsszak azokat. Munkajat sok kitiintetése mellett a
Kivalo Miivész-, valamint a Kossuth-dij atadasaval ismerték el.

1998. julius 1-én este, negyvenéves operahazi tagsaganak tiszteletére rendezett

galaestje alkalmabol, igy koszontotte Seregi a kdzonséget:



Fél évszdzada annak, hogy a tdnc rdm taldlt, és ebbdl megbonthatatlan hdzassdg lett.
Ez mdr aranylakodalom! A negyven operahdzi év lepergett, zsenge kord gyermekeim felndt-
té vdltak. Nyugodt derdvel nézem dket, nem okoznak csaldddst. Spartacus, Sylvia, Romeg,
Julia, Titdnia, Oberon, Petruchio és Kata nevi gyermekeim mind azt hirdetik, ami egész
életem célja: szerezzetek dramet azoknak, akik néznek titeket! Hirdessétek a szépséget, az
igaz emberséget, a sziv melegét - a békességet! Tdncoljatak, énekeljetek, mosolyogjatok
a vildgra! A gonoszsdg nem tud tdncolni, a hdbortkat nem mosolyogva csindljék. Alljatok
ellen a gytiléletnek, a Tanc gydgyir, a Tanc boldogsdg, a Tanc fiatalsdg, o Tanc oz Elet!

£n minden mozdulatomat e célért hoztam a vildgra! Ezt innepelem most Ondkkel."

Aram lljics Hacsaturjan (1903-1978): 6rmény-szovjet zeneszerzg. Thilisziben szii-
letett 1903-ban, szegény csaladba. Lenydgdztek a népdalok. Bar sokaig nem tudott
kottat olvasni, az iskolaban tuban jatszott, és autodidakta médon tanult zongorazni.
Az oroszt torve beszélg Hacsaturjan hisz éves volt, amikor tanulmanyait elkezdte a
moszkvai Gnyeszin Intézetben. 26 évesen ker(ilt konzervatoriumba, ahol Mjaszkovszkij
(zeneszerzés) és Vaszilenko (hangszerelés) tanitvanya lett. Az elsd siker 1932-ben érke-
zett el szamara, ugyanis az Ormény Szovjetkdztarsasag 10. évforduldjanak alkalmabol
irt Elsd szimfanidjaval nagy elismerést vivott ki.

Az1930-as évek kizepén mar zongorara, illetve hegedre irt versenymdvei is reflektor-
fénybe keriltek. 1939-ben a Szovjet Zeneszerz6k Szervezeti Bizottsaganak alelnokevé
nevezték ki. Boldogsdg cimd balettjét 1939-ben szerezte, e témat a kés6bbi Gajane cim(
balettben ismét felhasznalta. Hacsaturjan a 19. szazadi orosz klasszikus zenei hagyo-
manyokat kovette. Leqf6bb eredetiségét az adja, hogy zenéjében megtalalhatok az
drmény és griz népzene langold szinei, gazdag dallamossaga, és vérpezsditd ritmikaja.
Miivészetében a negyvenes évek kozepéig a balettzene dominalt: Maszkarad (szinpadi
zene, Lermontov, 1941), Gajane (balett, Perm, 1942) - ebben talalhaté a hires Kardtdnc.
1943-ban belépett a Szovjetunié Kommunista Partjaba. A lelkes kommunista és ugyan-
olyan lelkes érmény nacionalista Hacsaturjan (aki 1938-ban poémat irt Sztélinrdl,

1948-ban pedig Gydszéneket Lenin emlékére) az oktoberi forradalom 30. évforduld-
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Prokofjev mellett - 6t is formalizmussal és burzsoa tendenciakkal vadoltak meg, tar-
saival egyitt nyilvanosan kellett megkavetnilk hazai kdzonségiiket, a szovjet népet.

Mindennek ellenére nem lett kegyvesztett. 1950-t8l vezényelt is, 1951-ben a Gnyeszin
Allami Zenei és Pedagégiai Intézet (Moszkva) és a moszkvai konzervatérium professzora
lett, zeneszerzést tanitott. 1954-ben a Szovjetunio népmivesze lett, 6t évvel késdbb
Lenin-dijat kapott, tibbszér vehette 4t az Allami-dijat, s megkapta a Lenin-rendet
is. 1957-t6l toltotte be a Zeneszerzdk Egyesiletének elndkségi-titkari posztjat. Aram
Hacsaturjan egy hdnappal 75. sziletésnapja eldtt, 1978. aprilis 29-én halt meg Moszkva-

ban. Jerevanban temették el.

Forray Gabor (1925-2000) tanulmanyait az Iparmivészeti Fdiskolan végezte. Ezt
kvetden 1956-ig a Magyar Allami Operahaz dsztondijas tervezojeként Olah Gusz-
tav asszisztense volt. 1967-ig az Operahaz diszlettervezdje, majd 1974-ig vezet6
diszlettervezdje, 1989-as nyugdijazasaig pedig a szinhaz szcenikai vezetdjeként, mi-
szaki igazgatdjaként m(ikodott. Mdveiben a konstruktivitas és festfiség 6tvz6dott
anyagok es Uj technikai megoldasok alkalmazasaval. Nagy manualis készség és kivalo
szinérzék jellemezte munkait. Festémivészként ésiparmiveszkeént is alkotott. Vendég-
tervezGkeént dolgozott a Szavjetunidban, Ausztriaban, Ausztraliaban, Németorszagban.
Fontosabb diszlettervei az Operahazban: Seregi/Hacsaturjan: Spartacus (1968), Seregi/
Bartak: A fabal faragott kirdlyfi(1998), Seregi/Delibes: Sylvia (1972), Seregi/Mendelssohn:
Szentivdnéji dlom (1989), Seregi/Prokofjev: Rémed és Julia (1985), Verdi: Don Carlos (1969),
Wagner: Parsifal (1983).

Mark Tivadar (1908-2003) magyar iparmivész, Kossuth-dijas jelmeztervezd, a
Zenemi(veszeti Fdiskola 6raadd tanara opera-szakon, az Operahaz orokds tagja, mes-
termvésze. Fels6foku tanulméanyokat az Iparmivészeti Iskola textiltervezd tanszakan
és az Eotvds Lorand Tudomanyegyetem miivészettorténet szakan folytatott. 1934-ben
kerilt az Operahazhoz jelmeztervez6ként, egész aktiv életét itt toltotte, tevékenysége

teljesen dsszeforrt a szinhazi egyittes munkajaval. Jelmezeit megismerve mas féva-
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rosi szinhazak, koztik az Operettszinhaz, vidéki szinhazak, nagy szabadtéri szinpadok,
kilféldi szinhdzak is igényt tartottak tevekenysegere. Tehetsége mellett paratlan
szorgalma is segitette abban, hogy a megrendeléseknek eleget tudott tenni. A balettjel-
mezek tervezesét tartotta alegnehezebbnek. Ebben a mifajban a jelmez nem gatolhatja
a tancos mozgasat, az ugrasok ivét, a karok hajladozasat, eppen ellenkez6leg, ki kell,
hogy emelje azokat. Szinhazi munkai mellett filmekben is dolgozott tervezékent, sét,

konyvek illusztralasaval is foglalkozott.

Kaszas Ildikeé (1941-) az Allami Balettintézetben végezte tanulmanyait, ahol 1958-ban
diplomazott. Tanarai k6zott volt Merényi Zsuzsa és Szalay Karola. Diplomaszerzés utan
kezdett el dolgozni a Magyar Allami Operahazban, 1970-ben magantancos lett. Sok
szerepet alakitott sikerrel belféldon és kilféldon egyarant; ezek kdzil néhany: Giselle,
Pdrizs Iangjai, A fabél faragott kirdlyfi, Pas de Quatre. 1959-t6l lett Seregi Laszlé munka-
tarsa mint koreografus-asszisztens, illetve balettmester. 1981-ben megkapta a Munka
Erdemrend Eziist Fokozatét, ezutn 1986-ban Erdemes Mivész lett. 1998-ban a Magyar
Koztarsasagi Erdemrend Tiszti Keresztjét kapta, 2002-ben a Magyar Allami Operahaz

Orokos Tagja lett. 2014-ben a Magyar Erdemrend kozépkeresztjével tintették ki.
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A zeneszerzo és muve

A Spartacus zenéjét Hacsaturjan 12 évvel a Gajane utan komponalta, tehat jelentds kii-
|onbség tapasztalhatd a két darab mivészi kidolgozasaban. Az alkotd folyamat harom
és fél évig tartott, a zeneszerz6 még Italiaba is elutazott, hogy a helyszinen tanulma-
nyozzon antik szobrokat és képeket. Mig a Gajane zenéjében a zart szamok és a tancokat
0sszekdtd szinpadi jatékot és pantomimet alafesté zenei részek lazan kapcsolodtak
egymashoz, addig a Spartacus zenéje teljes egészében végigkomponalt, szimfanikus
feldolgozasu dramai balettzene. Az 6rmény nemzeti jelleg itt nem népi tancdallamak
idezésében nyilvanul meg, hanem mindenekel6tt a szinpompas jelenetek gazdag hang-
szerelésében. Hacsaturjan erdteljesen formalt jellemeket abrazol, hésies férfiakat,
ndies n6ket, hatasosan festi a rabszolgafelkelés dramai fesziltseget és tragikus buka-
sat. A Spartacus zenéje nem a balettmesterrel elére megbeszélt és kdzdsen kidolgozott
kompozicios terv szerint keészilt. Ezt a bevalt modszert Hacsaturjan melldzte. Ezért
kés6hbb, ahanyszor szinre vitték ezt a balettet, mindannyiszor jelentds kihagyasokat,
sorrendvaltoztatasokat hajtottak végre a zenén, s6t, a balettmesterek Ujabb részek be-
toldasat kivantak a zeneszerz6tél. Hacsaturjan tiltakozott, heves vitak folytak, de végil
mindig elvégezte az atdolgozast. ,A balettet nagy mivészetnek tartom. Az emberi élet
minden vdltozatossdgdt, erkdlcsi tanulsdgainak gazdagsdgat ki lehet vele fejezni. Fontos,
hogy a zene ki tudja fejezni mindazt a szépséget, ami a szinpadon a balettben Idthatd” -
mondta Hacsaturjan.

A Spartacus-zene nem balett-szinpadon hangzott fel elészér, hanem két zongoran, a
leningradi Zeneszerz6k Hazaban, 1954-ben, majd szvit formajaban a Leningradi Radio
szimfonikus zenekaranak tolmacsolasaban. A hatalmas koncert sikere megeldzte az
1956. december 27-i Kirav Szinhazbeli bemutatat. Ekkor Leonyid Jakobszon (1904-1975)
elgondolasainak megfeleléen a nagy tekintélyd zeneszerzének jelentés sorrendvalto-
zasokat kellett végrehajtania, és Nyikolaj Volkov szdvegird terjengds négy felvonasos
balett szdvegéhez haromaranyi id6tartami zenét kellett komponalnia. A leningradi

bemutato sikeres volt, de a moszkvai Nagyszinhazban két év milva, 1958-ban, Igor Moj-
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1968. aprilis 9-én Moszkvaban Jurij Grigoravics Spartacus-koreografiaja meghozta a
varva vart sikert a balett koreografiai részének is. Jurij Grigoravics végre megértette,
hogy Hacsaturjan partitirajaban a tanc 6sztondssége uralkodik a kdtott kompozicids
terv felett, hogy a dramai fesz(iltségd jelenetek és lirai epizodok a koreografus elképze-
léséhez gazdag melodikus és tancolhato ritmikai alapot nyUjtanak. Hangszerelésének
szines, finom, majd tragikusan komor harmoniai valoban lehet6vé teszik a mozdulatok
lirai és dramai arnyalasat a tancot tervezd és eléadd mlivészek szamara egyarant.

igy volt ez Seregi esetében is. A magyar alkotd hatarozott elkepzeléssel rendelkezett a
megvalasitasrol és a dramaturgiai megoldasokrol. Ehhez a zenét is at kellett dolgoznia.
Seregi Laszlonak - mivel teljesen Uj szdveget irt, és a darab szinpadi beallitasat is to-
kéletesen megvaltoztatta -, az eldbbi verziok alkotdihoz hasonlo, de talan még nagyobb
arany( 6sszevonasokat és sorrendvaltoztatasokat kellett végrehajtania a karmesterrel,
Pal Tamassal egy(tt. A szovjet mester ebbe eleinte kénytelen-kelletlen nyugodott bele,
de elismerdéen csak akkor nyilatkozott, amikor latta, hogy a balett mekkora sikert arat.
Az el6adasnak pedig hatalmas sikere volt, a fészerepeket az akkori balett-tarsulat két
kivalg szolistaja, Fulop Viktor és Kun Zsuzsa tancolta el. A kdzonség a premieren 30 per-
ces all6 vastapssal Gnnepelte a darabot és koreografusat. Jelen volt a zeneszerzg Aram
Hacsaturjan és felesége is. Hacsaturjan a bemutatd el6tt még fel volt haborodva azon,
hogy Seregiek teljesen megvaltoztattak a darab partitirajat; az el6adas utani innep-
ségen Hacsaturjan azonnal le is akarta tiltatni a darabot. Azt megengedte ugyan, hogy
itthon az Operahaz falai kozott jatsszak, de a kiilféldi turnékat ezzel a zenei szerkesz-
téssel nem engedélyezte. A bejelentés utan rogton tavozott is.

Egy évvel késdbb 1969 novemberében az egyiittest meghivtak Parizsba eqy nemzetkozi
tancfesztivalra, amelyre természetesen a Spartacust szerették volna kivinni. Engedélyt
kellett tehat kérni Hacsaturjantdl, és a zeneszerzd végiil beleegyezett, hogy bemutas-
sak a darabot. A Spartacus a tovabbiakban is nagy nemzetkdzi sikereket aratott, két
aranycsillagot is elnyert, az egyiket a legjobb koreografia, a masikat pedig a legjobb pri-
mabalerina kategoriaban, amelyet Kun Zsuzsa kapott Flavia szerepéért. A Spartacusnak
a tovabbiakban hatalmas nemzetkozi sikere lett. A vilag szamos varosaban bemutat-
tak: Parizs, Roma (Caracalla) és Baalbek, Melbourne és Sydney, New York (Metropolitan),

Athén, Santiago de Chile, valamint Berlin.
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Hacsaturjan a nagy érdeklddés és siker hatasara megvaltoztatta véleményet, és
engedelyezte a darab tovabbi nemzetkozi bemutatasait is, amelyrdl Seregit levélben ta-
jekoztatta. ,Kedves Seregi! Kedves Operahdz! Mennyire driilék, hagy a mi kdzés munkdnk:
a mi Spartacusunk ilyen sikeres. Természetesen engedélyezem, és a tovdbbiakhoz is sok
sikert kivdnok! Hacsaturjdn.” Az ausztraloknak olyannyira tetszett Seregi Spartacusa,
hogy tobb turnéallomas helyszinére is azt vitték, s6t, Ausztralidban repertoaron is tar-

tottak tobb éven at.

A balett koreografiaja

Sereqi Laszl6 Spartacus-koreografija érett mlivész munkaja. Kiviragzott benne mind-
az, amit Seregi a néptanchdl, a klasszikus balettbél, a karaktertanchal ifjukoraban
magaba szivott, és az Operahazban Harangozo Gyula mlvészetének kozvetlen atélése
réven a realisztikus magyar balett hagyomanybol atvett; mindaz, amit az egész estét
betdltd szovjet balett-dramak eldadasaval kapcsolatban a maga szamara két evtized
alatt lesziirt és megérlelt.

A filmes latasmaoddal Gjdonsagot hozott a magyar balettszinpadra és a vilagitast is
Ujszer(ien hasznalta. Mozgasnyelve alapvetden a klasszikus balettra epil, de gyakran
alkalmaz folklorisztikus elemeket és akrabatikus mozdulatokat is. Hosszabb kartancai
mindig két fontos dramaturgiai pillanat kozé ékel6dnek. Szoloi és duettjei jellemeket
festenek és érzelmeket kozvetitenek a kdzonseq szamara. Spartacus elsé felvonasheli
bosszutanca peldaul a rabszolgafelkelést kirobbantd indulatot hordozza. De még ennél
is jobban érdekelte a szinhazi hatasokkal valo operalas, amely segiti a néz6t, hogy k-
vetni tudja a cselekményt.

Spartacus és Flavia lll. felvonasbeli grand pas de deux-je minden szemponthdl a balett
érzelmi, hangulati csdcspontja. Itt valik teljesen nyilvanvalova az, hogy a felkeldk kudar-
cot vallottak, mivel a rémai csapatoknak nagy nehézségek aran, de sikerilt levernitik

a lazadast. A lazadok becsiletben vesztették el ezt a harcot. De a duett mégiscsak
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a szerelmesparrol szol, akik érzik, hogy el fogjak vesziteni egymast, és ez az utolso
eselylk arra, hogy még egyszer egyiitt lehessenek. A szorongas, a félelem, a bicsu
és a szerelem végig érzékelhetd az eqész pas de deux alatt. ,Spartacus és Flavia nagy,
tragikus szdrnyaldsu pas de deux-je emelkedetté teszi a visszavonhatatlan bicsdzast; a
forradalmdr emberpdr hiiséges szerelmén kivil a hdsies helytdllast, az egyittérzd bajtdrs-
iassdgot és az elveszett felkelés elsiratdsdt is kifejezi.”

A kettds elején mind a ketten végignéznek az elesett bajtarsakon, akik az utolso pilla-
natig kitartottak mellettik. Spartacus megfaradtan és lelkiismeret furdalassal megy
végig baratai kozott, akiknek szabadségot igért, de nem tudta betartani igéretét. Egy-
szer csak Gsszetalalkozik Flaviaval. Itt kezdddik a szerelmesek utolso tanca.

A nagy emelések és minden mozdulat a szenvedést, a szerelmet és a vagyott sza-
badsagot fejezik ki. Spartacus egesz testevel igyekszik megvédeni Flaviat a tavolban
felbukkana seregek ellen. Minden oldalrdl figyelik, hogy mikor érnek oda hozzajuk és
szakitjak el Gket egymastal. Amikor a sereg beront a taborba, a szerelmesek az utol-
s0 pillanatig prabaljak egymast védeni, de a tdmeg elsodorja Flaviat Spartacus melldl.
Hiaba keresik egymast, nem talalkoznak tobbeé. Véql Spartacust elfogjak a katonak.
Koreografiai, zenei, és dramaturgiai tet6pont ez a rész.

Flavia rovid szol6ja a végletes fajdalom mar-mar dnkivileti pillanatait abrazolja. Vegl
csliggedten és faradtan roskad a foldre. Kimer(ltségében azt képzeli, hogy Spartacus
ismét ott van mellette. A [atomas nem tart sokaig, visszatér a valdsagha, és kénytelen
elfogadni azt, hogy szerelme nincs tobbé. A koreografus kolt6i szépséqgel abrazolja
Flavia latomasat. A zene és az érzelmek altal keltett hatasoknak megfelelden jatszik
a fényekkel. Homalyos fényhatassal érzékelteti, hogy Flavia képzelete, még ha csak
néhany percig is, visszahozza neki Spartacust. Majd mikor a vizio kezd véget érni, a
szinpad fényei még jobban elgyengiinek és Spartacus szép lassan elt(inik. A zene elhal-
kul, és Flavia egyedil marad. Ezzel a megoldassal az alkot6 azt is érzékelteti, hogy bar
multba vész a legenda, amelynek alakjai his-vér figurak, szenvedelyik és szenvedésiik

mindig felelevenithetd.
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Synopsis

Scene1

Rome. The Appian Way is lined with crosses bearing crucified slaves, with the dy-
ing Spartacus among them. Soldiers accompany the triumphant commander Crassus,
suppressor of the slave revolt, who now watches his abased and defeated opponent
with anger. Keeping vigil beneath Spartacus’s cross is Flavia, the dying man's wife.
The woman tries to beg for her husband's life, but Crassus pays her no heed. The dying

Spartacus relives the events of the uprising.

Scene 2

Crassus and his noble friends decide to go to Capua, to the gladiatorial schoal.

Scene 3

The gladiatorial school in Capua. The slaves are performing their usual exercises. Batia-
tus, the owner of the schaol, picks out Spartacus and, after a short fight, lays him down.
The female slaves offer water to the exhausted warriors. They are accompanied by Flavia,
who draws Batiatus's eye. Trumpets signal the arrival of guests: Crassus is coming with
his friends Canus, Claudia and Julia. From the line of slaves that has assembled, Crassus
selects four. The Thracian Crixus will fight the Judean Gad, while the African will do battle
with Spartacus in life-or-death combat. When her husband is chosen, Flavia rushes to join

the gladiators and then collapses unconscious.

Scene 4

The four gladiators are locked in a shared cell for the night, but none of them find it
easy to sleep. Spartacus remains awake the longest. Flavia sneaks into the cell to
bid farewell to her husband. The sleepers awaken and all say their farewells to the

Woman, and to life.
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Scene 5

In the first contest, Gad kills Crixus. During the pause between the two fights, a female
dancer entertains the guests. Meanwhile, Spartacus is led to the viewing box so that the
women can see his muscles from up close. The dancer makes Spartacus think of his
love, Flavia. In the second duel, Spartacus, armed with a knife, faces the African, who is
equipped with a trident and net. The black man gets the better of him, but in a blinding
rage, instead of slaying the gladiator, he turns against the Romans in their box. Although
his struggle is a futile one, he manages to wound a number of soldiers before one of the
guards brings him down. The African dies in the arms of Spartacus, who thrusts his knife

into the ground in impatent fury.

Scene 6

The African’s corpse is hung up on the grated wall of the yard as a deterrent to the
slaves. Spartacus slips out of his cell that night and swears vengeance before the
dead body. After killing an approaching guard, he frees Gad and the other slaves. The

rebels slay the guards and break out of the arena.

ACTII

Scene 1
Years later, Crassus and his two lady friends seek out the arena in Capua, now in
ruins. The commander is tormented by memories. He remembers the gladiators, the

dead African, and Spartacus and his wife, Flavia.

Scene 2

Crassus is enjoying himself with guests in his summer palace. Claudia and Julia are
joined in dance by the commander Crassus himself, and then the entire company
of patricians launch into unbridled revelry. Meanwhile, outside, an army of slaves is
gathering with Spartacus at their head. They break into the palace, eject those inside,

and then the slaves celebrate their victory. They capture Crassus's friend Canus and
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force him to fight a Roman soldier. Both men are wounded in the battle, but the slaves

spare their lives.

Actlll

Scene 1

The Senate in Rome. A passionate debate is taking place when a wounded soldier
staggers in from the slaves’ camp in Capua and drops dead before the senators’ eyes.
Crassus places a cover over the dead body and then, raising the soldier's sword up
high, declares that with the backing of the senate, he will lead an army against the

slaves.

Scene 2
The slave revolt has failed, and the army is forced to flee. At the last campsite, Sparta-
cus and Flavia bid farewell to each other and to life. The Romans surround the camp.

Spartacus is captured, but his wife escapes.

Scene 3

In Flavia's imagination, the victors march in triumph.

Scene 4
Back at the spot of the opening scene. Spartacus has expired on the cross, with his
wife, Flavia left alone to mourn him. With the death of Spartacus and his comrades,

this woman is the only one left to remember the struggle for freedom.
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The ballet’s historical
background

What did it mean to be a slave in ancient Rome?

The Emperor Justinian summarised the institution of slavery as follows: “Slavery is an insti-
tution of the law of nations, subjecting, against nature, one man to the dominion of anather.
The name ‘slave’ is derived from the practice of military commanders of ordering the sale
of captives, and thereby saving them instead of killing them; hence they are also called
‘mancipia’, because they are seized from the enemy by the hand.”

Wealthier Roman citizens might possess up to 500 slaves, and Roman emperors often
had as many as 20,000 of them. The Roman army was the most important supplier of
slaves, but Roman laws made it possible for fathers in difficult financial straits to sell
their children into slavery as well.

After individual military campaigns, tens of thousands of prisoners might wind up on
the slave markets. Slave traders did not try to trick their buyers: slaves were usually
sold and bought naked so as to assess their physical abilities mare easily. Slaves with
a good knowledge of the culinary arts fetched extremely high prices. If a slave fled,
professional “slave hunters” were hired to find them. After capturing runaway slaves,

the letters FUG (for “fugitivus”, that is “runaway”) were burnt onto their foreheads.

Gladiatorial combat

Some slaves were forced to entertain their masters by fighting each other, and in some
cases they had to fight wild animals. The first official such fight to the death was held in
105 BC. In order to prevent the gladiators from being killed right after emerging into the
arena, they received training in gladiatorial schools. The first gladiators were prisoners
of war captured during wars of conquest. Their names, for example, Gallus (Gaul) and
Thraex (Thracian), were derived from their place of origin. These fighters were pitted
against each other in the battlefield using the tactics and arms that were characteris-

tics of their ethnic group, and the fights had a special “"choreography”.
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The spectacle began with the procession, in which all of the gladiators who were
about to fight participated. The gladiators arrived at the arena in opulent and colour-
ful attire. They made a lap of honour in the arena, marching before their master’s or
the emperor’s box. Who would fight whom was determined by the drawing of lots.
The libellous numerarius was the “programme booklet” of the gladiatorial games, with
the list of fighters who would be entering. The weapons were checked: every sword,
harpoon and arrow was carefully examined. Nets were also used, for immobilising
the enemy.

Trumpets signalled the beginning of the fight, which lasted until one of the fighters
was dead. Then, according to tradition, a servant dressed as Charon, the ferryman
of the underworld, appeared in the arena, walked over to the corpse and hit it with
a stick, showing that he was now the owner of the body. The winning gladiator pro-
ceeded to the ruler's box to receive his prize, a palm leaf, the traditional symbol of
victory, together with several golden coins, and then, before leaving the arena to the
applause of the audience, he made a lap of honour.

Gladiatorial games became a tool of political propaganda for emperors: they en-
hanced the emperor’s popularity and appeased the masses (“panem et circenses”).

The games were held up until the 5" century AD, when they were officially banned.

The historical Spartacus

Over the centuries, the figure of Spartacus, leader of the rebelling slaves, grew into a
legend: he became a symbal of rebellion against injustice and of a man who does not
give up fighting even when victory seems hopeless. In the spirit of the ideology of “class
struggle”, political movements used his name on their banners or even appropriated
it for themselves; his admirers included Garibaldi and Che Guevara. Books, films and
statues have been created about him. But what was the “real” Spartacus like?
Spartacus (109 - 71 BC) was a gladiator and slave of Thracian origin in ancient Rome.
Being the leader of the greatest slave uprising that broke out in 73 BC, he was a sig-
nificant male figure in history. Previously, over the course of the second century BC,
several slave uprisings had already broken out. Thousands of slaves rebelled against

their masters, protesting against the inhuman conditions they were forced to live
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in, since their owners often physically maltreated them and punished them without
cause. These uprisings were suppressed by the Roman army, and the rebels were
crucified.

Spartacus was trained in Capua, the centre of gladiator training in the Roman Empire.
His talent was evident even during the training. There was almost no possibility for
gladiators to organise resistance, but Spartacus managed to establish some kind of a
bond among them, and succeeded in breaking out of the gladiator barracks with more
than seventy men.

Paying tribute to Spartacus, British military historian Mark Corby said, “He was one
of the greatest commanders of the ancient world: @ man who emerged from the depth
and built up an army without any help, just by himself, and then two years later faced the
finest army in the world. Spartacus’s achievement must be that we still talk about him.
He's part of the story of human hope, of human effort, of trying against all the odds to
succeed. And he’s an image that a brave man can put up a good fight in adverse circum-
stances.

The Spartacus uprising is a histarical event. A number of uprisings broke out around

the Empire, but none of these were as important as the greatest one led by Spartacus.

Historical figures in the ballet

In 73 BC, the slaves in the gladiatarial school in Capua run by Lentulus Batiatus rose
up and broke out of the barracks in order to change their hopeless fate for the better.
Spartacus, the leader of the uprising, fled to the woods on Mount Vesuvius. Initially,
their weapons consisted of basic kitchen utensils. Hearing the news of their escape,
the slaves working in the manars nearby also joined the rebels. The army of slaves suc-
cessfully fought the Roman legions that were sent against them, stoking fear among the
Roman aristocracy.

News arrived about masses of slaves rebelling against their masters and running away
from them. The revolutionary mood increased as Spartacus's army racked up victory af-

ter victory against the Roman legions. The Senate, which consisted of large landowners,
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eventually decided that it had had enough of watching its troops being defeated while
the rebels grew in strength, and gave unlimited power to the wealthy Marcus Lucinius
Crassus, commander of the Raman legions.

Crassus was alsa a historical figure. The Romanised Greek chranicler Plutarch de-
scribed him in detail in his famous work Parallel Lives:

"Marcus Crassus was the son of a man who had been censor and had enjoyed a triumph; but
he was reared in a small house with two brothers... The Romans, it is true, say that the many
virtues of Crassus were obscured by his sole vice of avarice; and it is likely that the one vice
which became stronger than all the others in him weakened the rest. The chief proofs of his
avarice are found in the way he got his property and in the amount of it. The greatest part
of this, if ane must tell the scandalous truth, he got together out of fire and war, making the
public calamities his greatest source of revenue.”

Whether Spartacus was married or not is the subject of many different stories. Ac-
cording to Plutarch, Spartacus's wife was from the same tribe as himself and they
became slaves together. However, only a few sources mention her.

0f the slave uprising, Plutarch wrote:

“The insurrection of the gladiators and their devastation of Italy, which is generally called
the war of Spartacus, had its origin as follows. A certain Lentulus Batiatus had a school
of gladiators at Capua, most of whom were Gauls and Thracians. Two hundred of these
planned to make their escape, and when information was laid against them, those who got
wind of it and succeeded in getting away, seventy-eight in number sallied out. Then they
took up a strong position and elected three leaders. The first of these was Spartacus, a
Thracian of Nomadic stock, passessed not only of great courage and strength, but alsa in
sagacity and culture superior to his fortune, and more Hellenic than Thracian. It is said that
when he was first brought to Rome to be sold, a serpent was seen coiled about his face as
he slept, and his wife, wha was of the same tribe as Spartacus, a prophetess, and subject
to visitations of the Dionysiac frenzy, declared it the sign of a great and formidable power
which would attend him to a fortunate issue. This woman shared in his escape and was
then living with him.

“Spartacus was soon great and formidable; but he took a proper view of the situation, and

since he could not expect to overcome the Roman power, began to lead his army toward
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the Alps, thinking it necessary for them to cross the mountains and go to their respective
homes, some to Thrace, and some to Gaul. But his men were now strong in numbers and full
of confidence, and would not listen to him, but went ravaging over ltaly.

“On learning of this, the Senate chose Crassus to conduct the war, and many of the nobles
were induced by his reputation and their friendship for him to serve under him. Crassus
took position on the borders of Picenum, expecting to receive the attack of Spartacus.
But Spartacus avoided him, and retired through Lucania to the sea. Crassus was now in
fear lest some impulse to march upon Rome should seize Spartacus, but took heart when
he saw that many of the gladiator's men had seceded after a quarrel with him. Upon this
detachment Crassus fell, and drove them away from the lake, but he was robbed of the
slaughter and pursuit of the fugitives by the sudden appearance of Spartacus, who checked
their flight...

“This success was the ruin of Spartacus, for it filled his slaves with aver-confidence. They
would no longer consent to avoid battle.” Crassus first trained his legionaries and then
attacked Spartacus’s army. Eventually, in 71 BC, he won a decisive victory over the rebels.
Spartacus himself fell and thousands of slaves were crucified along the road from Capua to
Rome. They all died on the Via Appia. Spartacus’s massive revolt did not put an end to the
disturbances, and uprisings both minor and major broke out later, but none of these were
on the scale of what Spartacus and his army had done. Either there was no outstandingly
talented personality like Spartacus to lead them, or Rome had succeeded in impressing

on them the severity of its punishment.”

Spartacus in the arts

Spartacus’s legacy has been preserved in art as well. Many writers and poets have
passed him and his story down for posterity: Cicero, Horatius and Lucanus and oth-
ers all wrote about the slave leader. The ancient sources on the uprising (by Plutarch,

Appianus, Florus, Orosius and Sallustius) all commemorate his personality as well.
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Later on, numerous other authors also wrote about the events of the uprising or the
character of the heroic slave leader. The mast popular of these is Howard Fast's best-
selling book Spartacus, which has served as the basis for many stage and film adapta-
tions. The success of Fast's novel was mainly due to its modern approach and tone.
The author powerfully depicts the slave-holding society in its heyday, the suffering of
the slaves, the colourful and purchasable rabble of the plebeians, the dandified group
of equites and soldiers, the swaggering landlords, the politicians and the completely
depraved Senate.

The most important film, the script of which was based on this book, is perhaps Stanley
Kubrick's Spartacus, featuring Oscar-winning actor Kirk Douglas in the title role. The film
was premiered in the United States in 1960. It shows the life of Spartacus and the story
of the Third Servile War. It also includes Peter Ustinov in the role of Lentulus Batiatus and
Johan Gavin as Julius Caesar, with even Tony Curtis making an appearance on the screen.
Itis not only in books and films that the life and deeds of one of the greatest slave lead-
ers in history has been recorded. A number of fine artists have also been inspired by
Spartacus's greatness. One of the most important manuments is French sculptor Denis
Foyatier's (1793-1863) statue of Spartacus from 1831. More than two metres highthe
marble statue was part of a group of eight figures, and has been at the Louvre since
1877. Less famous is the marble The Oath of Spartacus, sculpted by Louis-Ernest Barrias
(1841-1905).

Hungary too can boast a statue of Spartacus: the bronze statue of 2.4 metres in
height was created by Barna Megyeri (1920-1966) in 1955, and it can be found in the
T4th District of Budapest, outside 78 Kerepesi Road.

It bears mention that there was also a Hungarian play inspired by the story of Spartacus:
Hungarian playwright Gergely Csiky wrote his historical tragedy in verse in five acts
titled Spartacus in 1875. It was premiered at the National Theatre in Budapest in 1886.
Alarge number of Spartacus ballets have also been created. Seregi's dance drama was
preceded by 18 different choreographies. All tried to present the most impartant events
and moments of the uprising faithfully to the viewers. Some dance versions were at the
time compared to cinematic treatments, although the situation of a choreographer is

usually more difficult than that of a film director. The choreagrapher has fewer tools to
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work with, and must work in real time, without tricks or effects that can only be used on
the film screen. There is an advantage, however, in the fact that the viewer may grow
more intensively involved in the events in the theatre while listening to live music than
while sitting in front of a projection screen. These are the difficulties and issues that
choreographers deal with the subject have had to face The most important produc-
tions before Seregi's were created by L. Yakobson (1956), J. Blazek (1957), I. Moiseyev
(1958) and J. Grigorovich (1968). The most important ones to follow Seregi's were those
of M. Abbondanza (1987), Gydrgy Vamas (1989), J. Grant (1989) and W. Orlikowsky (1989).

The ballet productions preceding the Hungarian Spartacus were conceived almost solely
on Soviet stages. Of course, there were fundamentally ideological reasons for this, since
who could present better the figure of the revolutionary who emerges from the lowest
layers of society and makes himself into a hero than the slave commander from antiquity?
A forerunner of this type of ballet was a Soviet classical ballet premiered in Paris in 1932
titled The Flames of Paris (Asafiev - Vainonen), which used the theme of revolution to pay
tribute to the ideal of Soviet heroism that prevailed in the era. Until the 1980s, the narra-
tive ballet drama (“dramoballet’) had an almost exclusive place on Soviet ballet stages, all
featuring a large number of characters, spectacular crowd scenes and variations and pas

de deux that were technically difficult to dance.

h

Rénai Andras, Yamamoto Riku




The Hungarian world premiere

LaszI6 Seregi's Spartacus, set in the Roman Empire around 74 BC, was his first true grand
ballet, which became an instant milestone in the history of Hungarian dance, and each
generation since 1968 has enjoyed its historically themed choreography, which treats
the story of the ancient slave uprising in the ancient Roman Empire while also deliver-
ing its true message about revolution and the human emotions and decisions that
arise during periods of oppression. ‘It will be an eternal theme for as long as people are
being tortured, killed and hurt unjustly, and for as long as there are people who want to
break out of this,” claimed the choreographer.

In 1968, Laszlo Seregi was working on the premiere at the Opera simultaneously with the
preparations being made in Moscow for the premiere of Grigoravich's production. The
Budapest premiere was held on 18 May 1968, not long after the one in Moscow. Of course,
preparations had begun a year earlier. In 1967, the management of the Opera decided
to commission Laszlg Seregi to create a ballet with a revolutionary theme. The general
director of the Opera, Miklés Lukacs, summarised his ideas to Seregi: he should find a
theme about sacial struggle, including the concept of suppression and liberation. Coming
more than ten years after the Hungarian revolution of 1956, with the country still part of
the Soviet Bloc, this undertaking must have been a sensitive one. Lukacs suggested the
story of Spartacus and the above-mentioned book by Howard Fast as a good potential
starting paint for creating a ballet.

Seregi had read this book as a child, and it had affected him greatly. Now he would have
the opportunity to adapt the story for the stage. Thus far he had choreographed ballet
interludes of various lengths, and Spartacus would become his first full-length ballet.
Together with assistant choreographer lldiko Kaszas, he set to work creating the bal-
let. For the music - just as in Moscow - they chose Aram Khachaturian's ballet music
Spartacus.

When Seregi was given the score of Spartacus, he and conductor Tamas Pal immediately
set out to completely revise both the music and the libretto by Nikolai Dimitriyevich Volkov.

Seregi was well aware of the fact that it would be impossible to bring the entire histori-
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cal background to the stage, and he thus focused only the most important moments and
events of the uprising. Still, he managed to present a coherent story on the stage. He
had an excellent sense for this, as well as for depicting characters. He tried to create
figures in a way that made them credible to the audience. These were the factars that
he was considering when he was creating the characters of Flavia, the gladiators and
the other heroes. He imagined Spartacus as a simple and fallible person, nobody special
whoisnot a hero at all, but wha is chasen by fate and made into a leader by the situation.
A slave who can frighten Rome. ‘I knew that in order to make a drama from real life into
a drama on the ballet stage, the only way to get there was through the characters and the
specific situations; | can only express it with feeling and suffering people who have been
humiliated and violated, and now yearn to rise up and rip off their chains. This was my objec-
tive, and | think this is what makes this piece enjoyable even today.”

It is a typical feature of Seregi's choreographies that he liked to have many characters
moving around on the stage at once. The crowd became an element of the set, and, at
the same time, it also made a given piece more credible. Perhaps Lészl0 Seregi's back-
ground as a folk dancer played a role in this.

Seregi paid attention to every detail, including the set and costume design. The
memories of the few years he had spent at the College of Applied Arts were not forgot-
ten. He himself conceived of what he wanted to see on the stage, drafted the plans and
designed everything that was necessary to realise the work, and then discussed them
with the designers, who then only had to deal with implementing them. He dreamed up
wonderful sets for his first full-length ballet, which included the Via Appia full of crosses
bearing the suffering, defeated slaves as they await their deaths and the depiction of
the gladiatorial school in Capua. Crassus's palace also faithfully reflects the Roman era.
Inhis Spartacus, uniquely in the history of Hungarian ballet, Seregi summarised everything
that was importantin his own professional career and the ballet traditions of the Opera up
to that point: Harangoza's legacy of the national style of ballet, the romantic realism and
monumentality of Soviet ballet dramas, and the primeval force and noble pathos of the

style of Hungarian dramatic folk dance (military dance).
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Myasnikov Boris, Féldi Lea

The authors and
the creative team

LaszI6 Seregi (1929-2012) studied to be a graphic designer at the College of Applied
Arts, but for financial reasons was unable to complete his studies and went on to work in
the warehouse of a cogwheel factory. He joined the Honvéd Art Ensemble in 1949, at the
age of 20. There he studied classical ballet with Marcella Nadasi and folk dance and cho-
reography with dancer and sculptor Ivan Szabd. Seregi created some choreographies
for the ensemble, such as Dances of Kalotaszeq (1952) and Morning in the Camp (1953). His
talent for composition already stood out. He joined the Operain 1957 as a member of the
corps de ballet. With his excellent sense of humour and organisational skills he soon at-
tracted attention to himself. He began creating choreographies for the ballet interludes
to opera productions: Der Bettelstudent, The Spinning Room, Die Fledermaus, and Faust.
The real breakthrough came with the premiere and great success of his ballet Spartacus,
which was followed by several full-length ballets: The Miraculous Mandarin (1970), the
highly successful Sylvia (1972), The Cedar (1975), Chamber Music No. 1(1976), Variations
on a Children’s Song (1978) and the unforgettable Shakespeare trilogy: Romeo and Juliet
(1985), A Midsummer Night's Dream (1989) and The Taming of the Shrew (1994). He also cho-
reographed works that are perhaps not as widely known, for instance, Serenade (1977)
and On the Town (1977). He alsa ventured into the world of musical theatre: his fantastic
choreography for Cats (1983) brought great acclaim.

Seregi had an excellent sense of how to combine folk dance, classical ballet and the-
atrical techniques and effects in his pieces. He was very good at depicting characters;
always fully developing his characters for the stage. His exceptional musical sense
contributed to the success of his ballets too. Seregi also served as the Opera’s ballet
director from 1978 to 1984. He taught many of his works to major ensembles in different
countries, and in many cases, they are still being successfully performed there today.
His work won him many awards, including the Kossuth Prize and designation as an Artist

of Excellence.
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On11July 1998, at a gala organised to celebrate his 40 years as a member of the Opera,
Seregi had the following words to say to the audience:

‘It was half a century ago when dance found me, and this developed into an unbreakable
marriage. Now this is the golden wedding anniversary already! Forty years at the opera have
passed, my young children have all grown up. | look at them with serene joy; they cause me no
disappointment. My children Spartacus, Sylvia, Romeo, Juliet, Titania, Oberon, Petruchio, and
Kate all pronounce the aim of my life: for them to bring happiness to all those who watch them.
Promote beauty, genuine humanity, the warmth of the heart - and peace! Dance, sing and
smile at the world! Evilis not able to dance, wars are not waged while smiling. Stand up against
hatred. Dance is medication. Dance is happiness. Dance is youth. Dance is Life! | created all of

my movements for this purpose. This is what I'm celebrating now with all of you.”

Aram llyich Khachaturian (1903-1978) was born in Thilisi and quickly developed a
fascination for folk songs. Although he would not learn to read music until much later,
he played the tuba in school and, an autodidact, taught himself piana. Khachaturian
was twenty years old when, speaking broken Russian, he commenced his studies at
the Gnessin Musical Institute in Moscow. At the age of 26, he wound up in the conserva-
tory, where he studied music composition under Myaskovsky and orchestration under
Vasilenko. His first success would not be long in coming: his First Symphony, written in
1932 on the occasion of the tenth anniversary of the Armenian Soviet Republic, earned
him major recognition.

The concertos he wrote for piano and violin in the mid-1930s also attracted attention. In
1939, he was appointed the deputy chairman of the Organising Committee of the Union
of Soviet Composers in1939. In that same year, he composed his ballet Happiness, using
thematic material he would return to in a later ballet: Gayane. Khachaturian followed the
traditions of 19th century Russian classical music. His originality is found chiefly in the
blazing colours, rich melodiousness and exhilarating rhythms of Armenian and Georgian
folk music that can be found in his work.

Well into the 1940s, his creative work was dominated by ballet music: Masquerade (inci-

dental music for the play by Mikhail Lermontov, 1941) and Gayane (a ballet, first staged in

Perm in 1942, which includes the famous Sabre Dance). In 1942, he joined the Communist
Party of the Soviet Union. Khachaturian, who was every bit as much an enthusiastic
communist (having written a poem to Stalin in 1938 and a funeral ode in memory of
Leninin 1948) as he was an enthusiastic Armenian nationalist, would eventually incur the
wrath of the party with his Third Symphony, written to mark the 30th anniversary of the
October Revolution. In 1948, he - along with Shostakovich and Prokofiev - was accused
of formalism and bourgeois tendencies, and together they were forced to publicly ask
the forgiveness of the domestic audience: the Soviet peaple.

In spite of everything, he had not fallen from favour. He would start conducting in 1950,
and in1951would be appointed a professor at the Gnessin State Musical and Pedagogical
Institute in Moscow and at the Moscow Conservatory, teaching music composition. In
1954, he was named a People’s Artist of the Soviet Union, and five years later he received
the Lenin Prize as well, while also receiving the Order of Lenin and the USSR State Prize
each on several accasions. In 1957 he took up the post of secretary of the Union of Soviet
Composers. Khachaturian died in Moscow on 29 April 1978, ane month shy of his 75th

birthday. He was buried in Yerevan.

Gabor Forray (1925-2000) graduated from the College of Applied Arts and won a schol-
arship to work as an assistant designer at the Hungarian State Opera under Gusztav
0lah. He became a set designer in 1956, head set designer in 1967, and head scenic artist
and technical director in 1974, holding that post until his retirement in 1989. In his works,
constructivism and the picturesque were combined with the utilisation of new materials
and novel technical solutions. His works demanstrated his fine manual skills and excel-
lent sense for colours. He also did creative work as a painter and industrial designer.
He worked as a guest designer in the Soviet Unian, Austria, Australia, and Germany. His
most important designs at the Opera were for Spartacus (Khachaturian/Seregi, 1968),
The Wooden Prince (Bartdk/Seregi, 1998), Sylvia (Delibes/Seregi, 1972), A Midsummer
Night's Dream (Mendelssohn/Seregi, 1983), Rameo and Juliet (Prokofiev/Seregi, 1985), Don
Carlos (Verdi, 1969), and Parsifal (Wagner, 1983).



Tivadar Mark (1908-2003), Hungarian applied artist, Kossuth Prize-winning costume
designer, lecturer with the opera department at the Academy of Music, Eternal Member
of the Opera, master artist. Mark studied textile design at the School of Applied Arts and
art histary at E6tvds Lorand University. He joined the Opera as a costume designer in
1934 and spent his entire career there; his activities were completely intertwined with
the work of the theatre's performing artists. After encountering his costumes, other
theatres in Budapest, including the Operetta Theatre and other theatres around Hun-
gary and abroad, as well as open-air theatres, began to request his services. It was
both his talent and his unmatched diligence that enabled him to satisfy the orders. He
found designing costumes for ballet to be the most difficult of all. In this art form, the
costume cannot limit the dancer’'s movement, the trajectory of jumps and the move-
ments of arms, but instead must highlight them. In addition to designing costumes and
sets for the theatre, he also did design wark for films, and even worked as an illustrator

for books.

lldiké Kaszas (1941-) graduated from the Hungarian State Ballet Institute in 1958,
where she studied with Zsuzsa Merényi and Karola Szalay. Kaszas joined the Hungarian
State Opera, becoming a soloist in 1970. She has danced a number of roles successfully
in in Hungary and abroad including Giselle, Flames of Paris, The Wooden Prince and Pas
de Quatre. She began to work with LaszI6 Seregi in 1959, as assistant choreographer and
ballet master. In 1981 she was decorated with the Silver Grade of the Order of Labour, and
she was named an Artist of Merit in 1986. She received the Knight's Cross of the Order
of Merit of the Republic of Hungary and was made an Eternal Member of the Hungarian
State Opera in 2002. She was presented with the Commander’s Cross of the Order of

Merit of Hungary in 2014

Melnyik Tatyjana




The composer and his work

The music to Spartacus is extraordinarily supple, perfectly suited for film. Khachatu-
rian composed the music to Spartacus 12 years after that of Gayane, meaning that a
major difference can be observed in the artistic treatment of the two works. In the
case of the later work, the creative process lasted three and a half years, and the
composer travelled to Italy in order to study ancient statues and pictures on site.
While in the music for Gayane, the closed numbers and the musical passages forming
the background for the stage drama and pantomime that linked the dances together
were loosely connected to each other, the music for Spartacus is in its entirety dra-
matic ballet music composed from start to finish with symphonic precision. Here, it is
notin evoking the tunes to folk dances that the Armenian national character emerges,
but primarily in the rich orchestration of the colourful scenes. Khachaturian depicts
robustly crafted characters - heroic men and feminine women - to produce an im-
pressive illustration of the dramatic tension and tragic failure of the slave uprising.
The music for Spartacus was not discussed in advance and jointly developed with the
ballet master according to some compositional plan. This established method was
eschewed by Khachaturian, which is why later on, each time the ballet was staged,
the music underwent significant omissions and re-orderings, and the ballet masters
were even known to ask the composer for new insertions. Khachaturian would pro-
test, passionate arguments would ensue, but in the end he would make the revisions.
"l consider the ballet to be a great art form. All the variety of human life and the wealth
of its moral lessons can be expressed with it. It's important for the music to be able
to express all the beauty that can be seen on stage in the ballet,” said the compaoser.
It was not on the ballet stage where the music for Spartacus was heard for the first
time, but instead on two pianos, in the Leningrad House of Composers in 1954, and
later on in the form of a suite as interpreted by the Leningrad Radio Symphony Or-
chestra. The premiere at the Kirov Theatre on 27 December 1956 was preceded by
enormous concert success. For that, the highly respected composer had to make the

above-mentioned abridgements and significant re-orderings according to the think-

ing of Leonid Yakobson (1904-1975), and also had to compose three hours’ worth of
music for the lengthy four-act ballet libretto by Nikolai Volkov. The Leningrad pre-
miere was successful, but at the Bolshai Theatre two years later, in 1958, spectacular-
ly directed and choreagraphed by Igor Moiseyev, it did not achieve the desired effect.
Khachaturian's music was recognised with the Lenin Prize in 1959 and the Stalin Prize
later on, and by 1962 it was being performed, in Moscow as well as elsewhere, in a
shorter format using Yakobson's choreography. Finally, on 9 April 1968 in Moscow,
Yuri Grigorovich's choreography to Spartacus brought the ballet the longed-for suc-
cess on the choreographic side as well. Grigorovich eventually realised that it was
the intuitiveness of the dance that prevailed in Khachaturian's score over the set
compositional plan in how the dramatically rich scenes and lyrical episodes provide
arich melodic and dancably rhythmic basis for the choreographer’s imagination. The
colourful, refined and later tragically grim harmonies of its orchestration actually
enable both the designer and performers of the dance to give lyrical and dramatic
nuance to the movements.

This is how it would be in Seregi's case, as well. The Hungarian artist had definite
ideas about how to mount the work and what dramaturgical solutions to use. This also
necessitated revising the music. Because he had written a completely new libretto
and completely altered the piece’s dramatic approach, Seregi had to work with con-
ductor Tamas Pal to make abridgements and changes in order in the work that were
similar to those of other artists who had previously mounted the work, although they
were perhaps on a greater scale. The Soviet compaoser at first went along with this
only with great reluctance, but would later speak appreciatively of it after seeing how
successful the ballet had become.

The production was an enormous triumph: at the world premiere, featuring two su-
perb soloists of the ballet company, Viktor Fiilop as Spartacus and Zsuzsa Kun as
Flavia, the audience gave both the piece and the choreographer a 30-minute standing
ovation. Both the compaser and his wife were present for the occasion. Prior to the
premiere, Khachaturian had still been upset that Seregi and his colleagues had com-
pletely refashioned the piece’s score. At the celebration following the performance,

Khachaturian was ready to ban any further performances. But then he relented and



gave his permission for it to be performed in Hungary, inside the Opera House, but
not to be taken on tours abroad if it still included the musical revisions. After this
declaration, he quickly departed.

Ayear later, in November of 1969, the ensemble was invited for an international dance
festival in Paris, to which they naturally wished to bring Spartacus. They therefore
needed permission from Khachaturian, who eventually gave his consent for them to
present the piece. It ended up being so successful that it won two Etoiles ¢‘Or: one for
best choreographer, the other in the best prima ballerina category, which went to Zsu-
zsa Kun for her portrayal of Flavia. LaszI6 Seregi's Spartacus has remained a tremen-
dous international success since them, having been presented in many countries and
prominent cities, including Paris, Rome (the Baths of Caracalla), Baalbek, Melbourne,
Sydney, New York (the Metropolitan Opera), Athens, Santiago de Chile and Berlin.
Influenced by the great interest and success, Khachaturian changed his mind and
consented to having the piece continue to be performed internationally, and informed
Seregi of this in a letter “Dear Seregi! Dear Opera House! | can't tell you how glad |
am that our joint work, our Spartacus, has been so successful. | naturally give my
consent, and wish you much future success! Khachaturian.” The Australians were so
smitten with Seregi's Spartacus that they took it on tour to various stops, and even
kept it on the repertoire in Australia for some years.

Legendary dancers in the roles of Spartacus and Flavia

Zhukov Dmitrij, Kiyota Motomi




The ballet's choreography

Laszlo Seregi's choreography for Spartacus is the work of a mature artist. Coming to frui-
tioninitis everything Seregi soaked up during his youth about folk dance, classical ballet
and character dance, everything that he had taken in about the realistic Hungarian ballet
tradition from his direct experience of the work of Gyula Harangozo at the Opera House,
and all the ideas about a full-length Soviet ballet drama production that had filtered
through him and ripened in him over the course of two decades.

This cinematic vision, moreover, was a novelty on the Hungarian ballet stage, and he
also used the lighting innovatively. His language of movement was essentially built on
classical ballet, but frequently employed both elements from folk culture and acrobat-
ics. The longer corps de ballet dances were invariably prominently positioned between
two dramaturgically important moments. His solos and duets develop characters and
convey emations for the audience. Spartacus's dance of vengeance in the first act, for
example, contains the explosive passion of the slave uprising. But what is even more
interesting than this is the work's operatic nature, which with theatrical effects, also
helps the viewer follow the plot.

By any measure, in terms of both emotion and atmosphere, the grand pas de deux of
Spartacus and Flavia in Act Three is the climax of the ballet. This is where it becomes
completely apparent that the rebels have lost, since the Roman legions, albeit with great
difficulty, have put down the uprising. The slaves have lost this battle honourably. And
yet, the duet is still about the two lovers, who sense that they are about to lose each
other and their last chance to ever be together again. This anxiety and fear, the sense
of bidding farewell, and the love, are palpable throughout the entire pas de deux. “In their
tragically soaring pas de deux, Spartacus and Flavia make their irrevocable farewell into
something uplifting, and the revolutionary expresses, along with his loyal love for his mate,
his heroic sense of commitment, his compassion for his comrades, and his lamentations
over the failed uprising.”

At the start of the duet, both of them are gazing at their fallen comrades, who had stuck

with them to the end. The weary Spartacus then goes from one of his friends to the

other, his conscience troubled by the fact that he had promised them their freedom, but
in the end was unable to give it to them. Then he suddenly finds Flavia and is overcome
by a kind of peace. This is where the lovers' final dance begins.

The tremendous lifts and movements encapsulate the suffering, love, and the yearned-
for freedom. Spartacus attempts to use his body to shield Flavia from the emerging
troops, who from every direction watch to see how they can approach them and tear
them away from each other. When the troops break into the camp, chaos reigns: the
lovers attempt to protect each other up until the last second, but the crowd thrusts
Flavia away from Spartacus. Now they seek each other in vain: they will never meet
again. Finally, Spartacus is captured by the soldiers. Choreographically, musically and
dramaturgically, this is the peak moment.

Flavia's brief solo depicts the near-delirium of her utter pain. Finally, weary and de-
spondent, she slumps to the ground. In her exhaustion, she imagines that Spartacus is
there beside her again. The vision does not last long: she returns to reality and is forced
to accept that her love is no more. Before this, however, the choreographer depicts
Flavia's fantasy with poetic beauty. He also adjusts the lighting to correspond to the
impact of the music and emations. With dim lighting effects, he conveys the idea that
it is only Flavia's imagination that is bringing Spartacus back to her, and only for a few
minutes. As the vision nearsits end, the stage grows even darker, and Spartacus gradu-
ally vanishes. The music grows silent, and Flavia is left by herself. Using this technique,
the artist shows how even though the legend and its flesh-and-blood characters belong

to the past, their passion and suffering always remains ready to be brought back to life.
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