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ALETT

MAGYAR NEMZETI BALETT
HUNGARIAN NATIONAL BALLET

balettigazgato artistic director
SOLYMOSI TAMAS

Klasszikus bravurok
Classical Bravura

balett-est harom részben ballet show in three parts

1.rész Part]
Marius Petipa - Mirzoyan Albert — Prokofieva Irina - Solymosi Tamds /
Ludwig Minkus - Edouard Deldevez

Paquita-szvit Paquita Suite

Koreografia Marius Petipa nyoman Chareography after Marius Petipa by MIRZOYAN ALBERT,
PROKOFIEVA IRINA, SOLYMOSI TAMAS

Zene Music by Lupwie MINKUS, EDOUARD DELDEVEZ, LEo DELIBES, RICCARDO DRIGO,
DANIEL AUBER, CESARE PUGNI, NIKOLAI TCHEREPNIN, YULI GERBER

Diszlettervezd Set designer OLEG MOLCHANOV

Jelmeztervezé Costume designer ROMANYI NORA

Probavezetd balettmesterek Company répétiteurs ARADI MARIA, MIRZOYAN ALBERT,
PROKOFIEVA IRINA

A Magyar Nemzeti Balettintézet ndvendékeit betanitotta Students of the Hungarian
National Ballet Institute trained by CHERNAKOVA OLGA, KIREJKO DMITRIJ TARASZOVICS,
YAKUSHKINA NATALIIA

MNBI miivészeti vezetd HNBI artistic director RADINA DACE

Szol6 lany Female solo YAKOVLEVA MARIA / SKRYPCHENKO OLHA / POHODNIH ELLINA
Sz016 fid Male solo SCRIVENER LOUIS / ZHURILOV BORIS

Petipa / Minkus / Deldevez Paquita

Pas de trois lany 1. Pas de trois girl T WAKABAYASHI YUKI / CHEKURASHVILI NUTSA /
SHARIPOVA ELENA

Pas de trois lany 2. Pas de trois girl 2 TAKAMORI MIYU / FELMERY LILI / KOSYREVA DIANA
Pas de trois fiu Pas de trois boy TARAN DUMITRU / HNEDCHYK VIACHASLAU /

ORTEGA DE PABLOS ALBERTO

Petipa / Minkus Grand Pas - Spanyol varidcié Spanish variation
LEE S0OBIN / CARULLA LEON JESSICA / MUROMTSEVA GANNA

Gzovsky / Auber Grand Pas - varidcié variation
ORTEGA DE PABLOS ALBERTO / PALUMBO VALERIO / MATHOT CHRISTIAN

Fokin / Teherepnin Armida pavilonja - variacié Le Pavillon d’Armide
- variation
OVCHARENKO STEFANIDA / BARBAGLIA MATILDE NOEMI / RADZIUSH YULIYA

Petipa / Gusev / Drigo Talizman pas de deux - varidcié 7%he Talisman
pas de deux - variation
KIYOTA MoTOMI / TOPOLANSZKY VINCE / RONAI ANDRAS

Petipa / Gerber Trilby - variacié variation
GARCiA CARRIERA CLAUDIA / FOLDI LEA / OYA NATSUNA

Petipa / Drigo A Szilfid - varidcié La Sylphide - variation (1892)
YAKOVLEVA MARIA / SKRYPCHENKO OLHA / POHODNIH ELLINA

Petipa / Minkus / Deldevez Paquita - férfi varidcié male variation
SCRIVENER LOUIS / ZHURILOV BORIS

Elsé néi kettés First female duo FOLDI LEA, QUINTAO RACHEL, HORANYI ADRIENN
Masodik néi kettés Second female duo FURUHASHI-HUBER INES, OMAROVA ADEMA
Harmadik ndi kettés Third female duo BARBAGLIA MATILDE,

OVCHARENKO STEFANIDA, KONSTANTINOVA ANASTASIIA

Paquita-lanyok Paquita girls PISLA ARTEMISZ, HORIAIEVA KATERYNA,

CROWE ASHLEE, SOROKINA NADEZHDA, KRUPP ANNA / SOLOMON THEA,

ADACHI YUIKO, SZELENYI DORA, ROSELLI LiSA, HANGYA RITA

Kézremiikodik a Magyar Allami Operahaz Zenekara, valamint
a Magyar Nemzeti Balettintézet névendékei

Featuring the Hungarian State Opera Orchestra and the students

of the Hungarian National Ballet Institute

Karmester Conductor KOLLAR IMRE

Bemutatd: 2022. aprilis 22., Eiffel Mihelyhaz
Premiere: 22 April 2022, Eiffel Art Studios



2.rész Part?

Jirt Kylidn / Wolfgang Amadeus Mozart

Petite Mort - Hat tanc

Petite Mort — Six Dances

Koreografus, diszlettervezdé Choreographer, set designer JIRi KYLIAN

Zeneszerzd Composer WOLFGANG AMADEUS MOZART

Jelmeztervezd Costume designer JOKE VISSER, JIRi KYLIAN

Vilagitastervez6 Lighting designer JIRi KYLIAN, JOOP CABOORT

Vilagitas, miszaki adaptacid Lighting, technical adaptation KEES TJEBBES
Betanito balettmester Répétiteur CORA BOS-KROESE, ELKE SCHEPERS, SHIRLEY
ESSEBOOM, YVAN DUBREUIL

Prébavezetd balettmesterek Company répétiteurs TANYKPAYEVA ALIYA, SZIRB
GYORGY, VENEKEI MARIANNA

Petite Mort

1.lany First girl BOROS ILDIKG / WAKABAYASHI YUKI

2.1any Second girl FELMERY LiLI / SOROKINA NADEZHDA

3.lany Third girl TANYKPAYEVA ALIYA / PISLA ARTEMISZ

4.lany Fourth girl MELNYIK TATYJANA / CARULLA LEON JESSICA
5.lany Fifth girl TAKAMORI MIYU / LEE SOOBIN

6.lany Sixth girl RADZIUSH YULIYA / STAROSTINA KRISTINA

1.fia First boy KERENYI MIKLOS DAVID / MORVAI KRISTOF

2.fiu Second boy MAJOROS BALAZS / MELNYIK VLAGYISZLAV

3.fii Third boy SCRIVENER LOUIS / RADZIUSH MIKALAI

4.fiGi Fourth boy TARAVILLO MAHILLO CARLOS / BALAZSI GERGG ARMIN
5.fiu Fifth boy RONAI ANDRAS / PALUMBO VALERIO

6.fii Sixth boy COTTONARO GAETANO / KEKALO IURII

Zongoran kozremiikddik Piano accompanist LAZAR GYORGY / PINELIS NATALIYA

Hat tanc Six Dances

1.lany First girlr HANGYA RITA / AGUSTIN CASTANO REMEDIOS
2.1any Second girl Dos10 CECILIA / HORANYI ADRIENN

3.lany Third girl TARASZOVA KATERINA / PESEL ANITA TIFFANY
4lany Fourth girl STAROSTINA KRISTINA / SAWATZKI AGLAJA
1.fia First boy MOLNAR DAvID / YAMAMOTO RIKU

2.fiu Second boy ZHUKOV DMITRY / GUERRA YAGO

3.fia Third boy SzZEGO ANDRAS / KOVTUN MAXIM

4.fiG Fourth boy SARDELLA FRANCESCO / VILA M. RICARDO

Kézremiikddik a Magyar Allami Operahéaz Zenekara
Featuring the Hungarian State Opera Orchestra

Karmester Conductor KOLLAR IMRE

Bemutatdk: Petite Mort - 2013. majus 25., Erkel Szinhaz;
Hat tanc - 2001. oktéber 20., Operahaz
Premieres: Petite Mart - 25 May 2013, Erkel Theatre;
Six Dances - 20 October 2001, Opera House

3.rész Part 3

Harald Lander / Carl Czerny / Knuddge Riisager

Etiidok Zludes

Koreogréafus Choreographer HARALD LANDER

Zene Music by CARL CZERNY

A zenét a baletthez Czerny miivei nyoman szerezte

Czerny’s music adapted for the ballet by KNUDAGE RISAGER

Miivészeti tanacsado Artistic consultant LISE LANDER

Betanitd balettmester Répétiteur JOHNNY ELIASEN

Prébavezetd balettmesterek Company répétiteurs BALABAN CRISTINA,
MIRZOYAN ALBERT, PONGOR ILDIKG, PROKOFIEVA IRINA, SZIRB GYORGY

Balerina Ballerina MELNYIK TATYJANA / BECK MARIA /

GARCiA CARRIERA CLAUDIA

Els6 szdl6 fia First male soloist KIYOTA MOTOMI / ZHURILOV BoORIS /
RONAI ANDRAS

Masodik sz6l6 fitl Second male soloist GUERRA YAGO / TIMOFEEV DMITRY /
TOPOLANSZKY VINCE

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

Karmester Conductor KOLLAR IMRE

Bemutatd: 2014. marcius 22., Erkel Szinhaz
Premiere: 22 March 2014, Erkel Theatre
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Marius Petipa - Albert Mirzoyan - Irina Prokofieva -
Tamdas Solymosi / Ludwig Minkus - Edouard Deldevez

Paquita-szvit

Kevés olyan klasszikus koreografia van, amelynek olyan sok verzitja sziiletett és lathato a mai

napig, mint a Paguita-szvitnek. Az eredeti egész estés, kétfelvonasos francia darabot Edouard

Deldevez zenéjére Joseph Mazilier kareografalta, és a parizsi tancszeretd kdzonség elészor 1846.
aprilis 1-jén lathatta az operahaz szinpadan Carlotta Grisivel es Lucien Petipaval a fGszerepben.
Ez a Napdleon koraban Spanyolorszagban jatszddo balett egy joleséen romantikus, fordulatok-
ban gazdag szerelmi tdrténetet mesél el. A fiatal lany, Paquita, aki ciganyok kdzdtt nétt fdl, sze-
relembe esik egy nemes ifjival, Lucien de Hervillyvel. Lucient ezért Inigo, a cigany rablovezér el

is szeretné tiintetni a fold szinérdl, de a lany megmenti. A boldog szerelmesek egybekelését mar
csak kiildnboz6 tarsadalmi helyzettik neheziti, azonban ez az akadaly is elharul, amint el6kerdl

Paquita medalja, amely bizonyitja, hogy 6 maga is nemesi szarmazasu.

Az eredeti darabot Marius Petipa atdolgozasaban ismerte meg a vilag, az 6 kiegészitéseit, a pas de

trois-t és a grand pas-t ma mér a darab klasszikus verzijahoz tartozonak tekintjik. Egy klasszikus

pas de trois négy reszbdl all: egy Adagioval kezd6dik, amelyben az dsszes szerepld bemutatkozik,
ezutan sorra kovetkeznek a tancosok a sajat variacitjukkal, amit egy Coda zér le, amelyben ismét

mind a harman megjelennek. A Paquitaban a pas de trois-t két nd, egy ferfi tncolja.

A budapesti szinpadon a Paquita Grand Pas elevenedik meg. ,Eqy ilyen kristalytiszta klasszi-
kus m(i szinpadra allitésa mindig oriasi kihivast jelent az egyiittesek szamara, nem is vallaljak

sokan” - llitja Solymosi Tamas, a Magyar Nemzeti Balett balettigazgatoja, aki nemcsak egyike

a Paquita-szvitet 4tdolgozo koreografusoknak, de 6 maga koordinalta a masik két koreogra-
fus, Mirzoyan Albert és Prokofieva Irina munkajat is. A Paquita-szvit egy igazi jutalomjaték a

koreogréfusok szdméra: ,Patikameérlegen kell kimérni ezt a darabot, hiszen viszonylag sza-
badon ddnthet a koreografus, hogy a meglévd vazra milyen variaciokat illeszt. A darab vaza

valtozatlan, de a szolokat, a pas de trois-kat, a variaciok tdmkelegét a kareografus illeszti

egymashoz, és a lehetdségek végtelen tarhazabol a tdncosok képességeinek és a kizonség

izlésének megfelelden valasztja ki a lehetd legtokéletesebb verziot.”

A Paquita-szvit 1atvanyos, gazdagon diszitett darab, ami nagyon magas technikai és maveé-
sziigényeket tamaszt a tancmivészekkel szemben, rendelkezik a Vaganova-iskola minden

stilusjegyével, amitdl a klasszikus balett monumentalis és légiesen kdnnyed, szérakoztato

és leny(igdzo eqgyszerre. A Mariinszkij Szinhaz balettm(ivészeként Prokofieva Irina tdbb

évadon keresztiil tancolta is a darab fészerepét: ,A Paquita-szvit szerintem a balett in-
nepe, egy olyan tisztan klasszikus koreografia, ami kiemeli a szolistak technikai-mdvészi
tudasat, a tancmliveszek karakterét es képessegeit.”

A 2022-es budapesti bemutatora a f6kent ndi széldkat felvonultatd Paquita-szvitbe a ha-
rom koreografus igyekezett szamos férfi variaciot is beilleszteni, amelyeken féként Albert
Mirzoyan dolgozik a Magyar Nemzeti Balett egyiittesével. Az eredeti balett Grand Pas-jaban
Petipa mazurkat és polonézt irt gyerekek szamara, ezt a hazai koreogréfia is visszahozza,
igy az el6adasban Magyar Nemzeti Balettintézet ndvendékei is szinpadra léphetnek.

A LEGENDAS KOROEGRAFUS

Marius Petipat (1818-1910) a tancirodalom a klasszikus balett atyjaként” tartja szamon. Az
orosz-francia mlivész eredenden zeneszerzdnek készilt, mégis tancmiiveszként aratta
elsd sikereit, legnagyobb érdeme pedig a klasszikus orosz balett modernizalasa volt.
Petipa egy hamisitatlan balettdinasztia sarjakent latta meg a napvilagot Marseilles-ben.
Tanulmanyokat folytatott a briisszeli fdiskolan és jart a konzervatoriumba is, ahol zenét
tanult. Habar akkoriban nem szerette a tancot, olyan ugrasszerden fejlgddtt, hogy kilen-
cévesen mar szinpadra allt édesapja egyik elGadasaban.

Apja 1834-ben a bordeaux-i szinhaz balettmestere lett, Petipa pedig itt fejezte be tancta-
nulmanyait, majd tizenhat évesen a nantes-i szinhaz els6 tancosa lett, ahol szamos rdvi-
debb balettet is készitett. Parizsban tanult Auguste Vestrisnél, ahonnan 1847-ben Szent-
pétervarra ment, és ket honappal kés6bb a Mariinszkij Szinhazban debiitalt szolistaként
és balettmesterként. Oroszorszagban Jules Perrot és Saint Léon balettmesterek mellett
tanult koreografusnak, olyan sikerrel, hogy véqil fél évszazados munkassagaval siker(ilt
biztositania az orosz balett vezetd szerepét Eurdpaban. Els6 nagy sikere az volt, amikor
Mazilier Paquitdjat allitotta Ujra szinpadra. Petipa hatalmas kreativitassal és grandiozus
fantazidval rendelkezd mdvész volt, aki akkor alkotott nagyszabasu, magaval ragadd egesz
esteés baletteket, amikor a nyugati balett fénye mar kopni kezdett, és legfeljebb operak
diszit6elemekent johetett szamba.

Koreografuskent 1859-ben valt ismertteé a neve, amikor A fdrad Idnydt mutatta be, 1869-ben
pedig elsd koreografus lett beldle. Eredeti mvei, mint a Don Quijote (1869) és A bajadér
(1877) mellett mér létez6 munkakat is szinre vitt, példaul Jean Coralli és Jules Perrot Gisel-
le-jét (1884) vagy Arthur Saint-Léon Coppélidjat (1884). Petipa 1890-ben koreografiat készi-
tett Csajkovszkij Hamupipdkéjére, majd kovetkezett A diotord (1892) és A hattydk tava (1895).
Utolsé nagy munkaja a Rajmanda (1898) valt, mieldtt visszavanult 1903-ban.



A ZENESZERZ0

Ludwig Minkus (1826-1917) cseh zeneszerz6 és hegediim(ivész Bécsben szilletett, édesap-
ja Theodor Johann Minkus, édesanyja a magyar szarmazas( Maria Franziska Eimann volt.
Bar kora kiemelkedd mivésznek tartotta, az utokor méltatlanul bant vele annak ellenére,
hogy szamos igen népszer(i baletthez irt zenét. Kozilliik tobbet, mint a Don Quijote vagy A
bajadér, a mai napig eldadnak.

Komponalni a bécsi Zenebaratok Tarsasaganak Konzervatdriumaban kezdett, 1846-ban
mar Pest-Budan is bemutatkozott. Els6 balettmunkajara 1846-ban keriilt sor, amikor
Edouard Deldeveznek asszisztalt Parizsban a Paquitdhoz. 1857-t6l Oroszorszagban élt és
alkotott, Nyikolaj Boriszovics Juszpov herceg szentpétervari meghivasara, féként balettze-
néket irt a céri szinhazak szamara. 1861-tdl a moszkvai Nagy Szinhaz karmestere volt, majd
1864-t6l a moszkvai konzervatdriumban a hegedd tanszék professzora lett.

Ekkor irta meg els6 haromfelvanasos balettjét A szerelem ldngja, avagy a szalamandra cim-
mel, és ekkor kezd6ddtt baratsaga a mi koreografusaval, Arthur Saint-Léonnal. Tovabbi
két miive, a Némea (1864) és a La Source (1866) szintén Arthur Saint-Léon koreografidjaban
jelent meg.

ZeneszerzGkent els6 nagy sikere Marius Petipa Don Quijotéja volt, 1863-ben a Bolsojban.
1870-ben a szentpétervari cari szinhazak hivatalos balettzeneszerzéjévé nevezték ki. Pe-
tipaval gazdag miivészi kapcsolata sziiletett, balettjei kdzil 6 irta A bajadér (1877) és a
Roxdna (1878) zenéjét is. Nyugdijazasa utan Bécsben az udvari operanal probalt elhelyez-
kedni, de mivel itt mveit elavultnak itélték, nem tartottak igényt munkajara. Minkus ezért
visszavonult, de még egy diadal vart ra az 1879-ben komponalt, de csak hisz évvel kesgbb
bemutatott Mladdval.
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Jifi Kylian / Wolfgang Amadeus Mozart
Petite Mort - Hat tanc

A Petit Mort cimd balettet Jifi Kylian kifejezetten a Salzburgi Zenei Fesztivalra készitette
1991-ben, Mozart halalanak kétszazadik évfordulgjan. A talan legszebb zongoraversenyek-
bl valasztott részletekre (A-ddr zongoraverseny - Adagio, K. 488; C-dir zongoraverseny
- Andante, K. 467) hat ng és hat férfi tancol ebben a kiilonleges hanqulatt tancdarabban.
Mellettiik hat kard is szerepel a miiben, amelyek szinte partnerkent mozognak egyiitt a
tancosokkal, olykor szokatlanabb, zaboldzatlanabb és sajatosabb helyzeteket teremtve,
mint a his-vér partnerekkel valg tancolas. Mig a kard a férfiak szamara jelenit meg ezernyi
szimbdlumot (amelyek kéziil csak eqy a férfiassag jelképe), addig a koreografus a fekete,
barokk stilusu ruhakkal, bizarr krinolinokkal a ndiességet hangstlyozza. A megelevenedd,
mozg0-quruld kellekek néha a tancosndk testet alkotjak, maskor kilon életet élve tavo-
lodnak el a testektdl.
Kardak, ruhak, tarzak, ndk, férfiak, fejek, testek és vegtagok... Mindezen elemek nem va-
lamilyen provokacio kellékei. Kylian képi szimbolikja egy olyan vilagot mutat be, ahol az
agresszio, a szexualitas, a csond, a muzsika, a sebezhet(ség, az egymasra utaltsag és az
orok emberi szépség egyiitt létezik sajatos kbltdiségben. A frival érzékiség és egy kilon-
leges erzésvilag fenseéges és idGtlen parbeszédei zajlanak a néz6 szeme elGtt a szereplok
kettdseiben és csoportos tancaiban.
Petite Mort” azaz ,kis halal" a francia nyelvben a szexualis beteljesilést jelenti, a gydnyor
szenvedeélyes, onkiviileti pillanatéat, amikor szinte megszinik a valosag. Hasznaljak a ki-
fejezest akkor is, amikor olyan tragikus dolog térténik az emberrel, amelynek hatasara
,valami egy kicsit meghal benne". Kylian a halallal kapcsolatos sokféle impresszigja nyoman
tagitja ki a szimbolikus képekbdl sz6tt balettjét egyfajta ,haldltanccd”. Az emberi életet
mindvégig - még a legihletettebb pillanatokban is - elkiséré gondolatot szdvi a gydnydrd,
olykor szokatlan megoldasokat tartalmazd, ugyanakkor virtudz eleganciaji duettek nagy-
szer(i sorozataba. Merész latvanyossag, nagyszer( tancos fizikai teljesitmények, elegancia
és stilusérzék jellemzik a koreografusnak ezt az érett korszakabdl szarmazo balettjét.

A Petite Mort pardarabjanak tekinthet8 Hat tancrol Jifi Kylidn a kdvetkezGket vallja: ,Mo-
zart zenéjet valasztottam ehhez a produkcichoz - azét a Mozartét, aki kivaloan példazza,

hogy egy fajdalmasan rdvid életut alatt is meg lehet érteni az életet a maga teljességében,
fantaziagazdagsagaban, nevetségességeben és drilltségében... 6 ugyanis elfogadta, hogy
életlink nem mas, mint maszkabal, valami sokkal mélyebbnek és jelent6ségteljesebbnek a
jelmezes probaja... Bar Mozart Hat tdnca szrakoztato jellege miatt nagy népszertiségnek
orvend, szerintem nem lenne szabad csupén valamiféle borleszket 1atni benne. A zenében
rejlé humarnak itt az lenne a valds szerepe, hogy rairanyitsa a figyelminket értékeink
relativitasara... igy dontottem, hogy nem alkothatok szimplan egy, a zeneszerz6 humo-
rerzekét és zenei zsenijét tlikr6z6 tncsorozatot. Ehelyett hat, latszélag zavarosnak tind
képet koreografaltam.”

1986-ban, Amszterdamban bemutatott balettjében Kylian a mozarti jatékossagot és az ab-
szurd valdsagot Ultette &t a mozdulatok nyelvére. Nem akart semmilyen torténetet sem
elmesélni, inkabb a borleszk szotari meghatarozasanak megfelelden esetlen, olykor irre-
alisan viselked hgsdk keptelen helyzeteire, helyzetkomikumaira épitette tancdarabjat. A
pajzansag ebbdl a mlibdl sem hianyzik, az eletteli jelenetek sziporkazo karikatarai férfiak
és ndk ezerarcu, de mégis droktl ismerds kapcsolatainak.

A fergeteges koreografiai megoldasok mellett, amelyben a klasszikus balett technikaja és
a koreografusra jellemz6 egyedi mozdulatok kapcsolddnak dssze tarsastancokra is emlé-
keztetd kombinaciokban, ezdttal is fontos mellékszerepldk a kellekek: a borzas frizurak,
a maszkirozott arcok, a parokakbal szallongd rizsporfelhdk, a feszes térdnadragok, rep-
des@-csavarado ndi ruhak. A nyolc tAncos az els6 pillanatban ugy jelenik meg a szinpadon,
mintha egy Mozart karabeli panoptikumbdl Iépnének eld, majd éppen a koreogréfia Gjsze-
risége, frissessége és szédiiletes dinamikéja okozza, hogy egyre modernebb, idétlenebb,
altalanosithatobb hdseivé valnak Kylian abszurd alkotoi vilaganak. Ekozben egy percre
sem tlinik el Mozart zsenije, ott érezziik 6t a zenében, a hangulatban, a ltvanyvilagban.

A KOREOGRAFUS

Jifi Kylian (1947-) a 20. szazad emblematikus tancalkotoja. Pragaban sziiletett, palya-
futasat a pragai konzervatoriumban kezdte, kbzben zongoratanulméanyokat is folytatott.
Kés6bb egy dsztdndij revén a Londoni Royal Ballet iskolajaban tokéletesithette tanctuda-
sat. 1968-ban a Stuttgarti Balett egy(itteséhez csatlakozott, ahol John Cranko balettjeiben
tancolt. Itt készilt els6 koreogréafidja Paradox cimmel.

1976-ban a stuttgarti egyittessel tett sikeres turné utan Kylian a Holland Tancszinhaz
(Nederlands Dans Theater, NDT) mivészeti igazgatoja lett. Itt késziiltek leghiresebb ko-
reografiai: Zsoltdrszimfdnia (1978), Elfeledett vidék (1981), Falling Angels (1989), Bella Figura
(1995). Kylian alkotdi vilaga sokféle forrashol meritve alakult sajatos koreografiai stilussa.



Meritett ihletet a folklorbal, az ausztrél bennsziilottek kulturajabol, de a klasszikus balett-
bdl és a 20. szazadi modern iranyzatokbal is. Folyamatosan kisérletezett a tér, a sebesség,
a vilagitas lehetGsegeinek és a tancosok képességei hatérainak tagitasval. Komalyzenei
képzettsége is meghatarozta alkotasait.

1999-ben 4tadta a mivészeti igazgatast, de koreografuskent tovabbra is kapcsolatban ma-
radt az NDT-vel. Napjainkig kozel 75 tancdarabot keszitett, amelyek a vilag szinte minden
balettegylittesének repertoarjan megtalalhatak. Magyarorszagon mar az 1980-as évektdl
kezdve kiilinbdzd vendégjatekok, illetve az operahazi bemutatok sorabdl megismerhette
a kdzonseq a rendkivili muzikalitasu, lebilincselen izgalmas latvanyvilagot teremt6 ko-
reografus alkotasait.

A ZENESZERZ0

Wolfgang Amadeus Mozart (1756-1791) a zenetdrténet egyik legnagyobb alakja, egyetemes
zseni. Edesapja, Leopold Mozart maga is hegedim(ivész, a salzburgi érsek udvari zene-
koran megmutatkozo, fantasztikus zenei képessegeit megfelelé mederbe terelni. Mozart
csodagyerek volt, aki eldszor édesapjanak diktalta szerzeményeit, majd Gtévesen - bar
zott Eurdpaban, mivészetét csaszari, kiralyi és fejedelmi udvarokban, valamint legmaga-
sabb zenei kdrokben is linnepelték.

Tizenkét évesen komponélta meg A szinlelt egyigyd cim( opera buffat, két évvel késébb a
Mitridate, Pontus kirdlya cim( opera seriat, ami komoly sikert hozott milanei bemutatojan,
egymas utan husszor kerllt szinre. Fiatal éveiben a salzburgi érsek és a hangszeres zene
szolgalataba szegdddtt. Ontotta a mliveket: szimfoniak, vondsnégyesek, zongoraszonatak,
versenymivek, divertimentak, szerenadok forméajaban. Az 1770-es évek végere kompozici-
6inak szama haromszaz félé emelkedett. Azanban az érseknél ez a hihetetlen teljesitmeény
siiket filekre talalt, igy az Idomeneo cim{ opera seria sikeres bemutatoja utan a géniusz
tovabb allt.

Legnagyobb aperait ezt kivet6en kompanalta, kesdbb belépett a szabadkémivesek titkos
paholyaba is. A Sziktetés a szerdjbdl sikere utan Lorenzo da Ponte szinhazi kolt6 személyé-
ben egyenrangu partnerre lelt, aki maximalisan teljesiteni tudta Mozart elképzelését, mely
szerint a szoveg ,a zene engedelmes szolgaldlednya kell legyen”. llyen kozds alkatoi szel-
lemben sziiletett meq a Figaro hdzassdga, a Don Giovanni és a Cosi fan tutte.

Utolso operdja, a szabadkSmdves ritusokkal és jelképekkel athatott A vardzsfuvola egy-
szerre kesziilt a Titus kegyelme megzenésitésével és a halotti misevel, a Requiemmel, amit
egy titokzatos személy megrendelésere kezdett komponalni. Egészségi éllapota azonban
megromlott, A vardzsfuvoldt két nappal a bemutatd eldtt mégis befejezte, es a premiert
maga dirigalta. A Requiemen is folyamatosan dolgozott, de agynak esett és a Lacrimosa
irésa kozben utolérte a halal. A bécsi Szent Mark temetd kozsirjaba vezetd, utolsé Utjara
senki sem kisérte el, sirja maig ismeretlen, pedig ropke harminct éve alatt tobb mint hat-
szaz mdvet irt, minden mifajt bejarva a legmagasabb nivan, egyediilallo modon gazdagitva
az egyetemes zenetdrténetet.
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Harald Lander / Carl Czerny / Knuddge Riisager

Etldok

Az Etiiddk olyan egyfelvonasos balett, amely a balettegyiittesek szamara Oriasi kihivast
jelent. Témdja ugyanis maga a klasszikus balett-technika, az iskola, a mindennapok tré-
ningje, tudas és szakma fokmérgje. Talan ezért is nevezte Arlene Croce neves amerikai
tanckritikus a mdvet ellen-balettnek”. Mert a balettben hagyoményosan a tanctudas
tokéletessegét a tartalom szolgalataba allitva mutatjak be a kozonségnek, a faradsagos
mindennapi gyakorlas altalaban rejtve marad a nézék elgtt. A napi munka ugyanis a tancos
szamara a balett-teremben zajlik, ott formalddik a tanc ,szokeészlete”, kinek-kinek sajat
testén, amely azutan a szinpadon a koreografiak el6adasahoz adja az alapot. A kozonség
mar csak az eredmeényt latja.

Harald Lander dan koreografus azonban dgy dént6tt, hogy beavatja a néz6t, szinpadon mu-
tatja be, hogyan épiil fel a balettgyakorlat, hogyan diadalmaskodik a klasszikus mozdulatok
és lépések letisztult szépsége akar a fizika torvényei felett is. Mert ez a balettmd valéban
a formatan diadala, a cselekmenytdl, tartalomtal tavol tartott onndn szépséget hirdet
balett-technika bemutatasa. Ugyanakkor mégsem tartalom nélkili alkotas, hiszen témaja
maga a BALETT, igy, csupa nagybetiivel. Egyszerre merész véllalkozas ez a koreografus
reszérdl és az eldadd tancosoktol is, hiszen tokéletességet igényel, a perfekt tAnctudasnak
tart tlikrot. Ahogyan az a balett-teremben is szokasos: a gyakorlé mivész a tiikérben latja
viszont munkaja eredményet.

A balett-tancosok a vildg minden pontjan a balett-teremben, a balettrad mellett kezdik
mindennapjaikat, hogy testiiket és tanctudasukat tokeletesitsek, formaban tartsak. Lander
és Riisager azért valasztottak éppen az osztrak zongoravirtuoz Carl Czerny muzsikdjat,
mert a zongoragyakorlatokra bemutatott balettgyakorlatok parhuzama éppen azt tikrd-
Zi, zeneben és tanchan egyarant, hogy hogyan lesz a gyakorlasbol mesterségbeli tudas.
Ezaltal - ahogyan a Koppenhagaban, 1948. januar 15-én tartott 6sbemutatd idején Svend
Kragh-Jacobsen dan tanckritikus irta - a kozonség, egyfajta voyeur-ként, a balett ,privat
vilagaba" is betekinthet.

A tanctorténeti legenda szerint Riisager az utcan sétalva egy nyitott ablakon &t hallotta,
amint egy gyermek zongoran gyakorol. Czerny et(idjeit jatszotta. Riisager, a zeneszerzd,
ott az ablak alatt érezte meg a Czerny-muzsika tancos értekeit, és mar meg is sziiletett
benne az otlet: balettgyakorlatokat vinni a szinpadra, megmutatni a nézéknek azt, amit
egyébként nem lathatnak.
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Az Etiidok ugy epiil fel, ahogyan egy balettéra: a balettrid mellett kezdddik, majd egyre
0sszetettebb gyakorlatokkal jut el a csiicspontra az ugrasokig és a forgasakig, végul pedig
a szinpadi kombindcickig. Mindebbdl a klasszikus balett-technika szerkezeti koherenciajat
is megérezhetjiik. Az pedig a koreografus dtlettarabol fakadt, hagy mindezt hogyan, milyen
fényekkel, szinekkel, formakkal vitte szinpadra, végll mégis megkdilénbdztetve a termi
munkat a szinpadi bemutatatdl. Nagyszer( szinpadi Gtlet a kontrasztokkal, sziluettekkel,
terformakkal, a fekete-fehér szinekkel és a vilagitassal valo jaték, amely pergévé, izgal-
massa teszi az egyszeribbnek ting gyakorlatokat, és iranyitja a néz6 figyelmet olykor a
labakra, maskor a karokra vagy az izmokat ny(jto testekre, karvezetésekre.

A m( tovabbi részleteiben a kosztimok es a mozdulatok a nagy tanctdrténeti karszakokat
(romantika, klasszika, neoklasszika) is megidézik, hogy a technikai fejlddést abrazoljak. A
balett-terembdl kilépiink a szinpadi gyakorlat helyszinére, ahol a tarsulati hierarchianak
megfelelden a szdlistak és a balettkar mutatjak meg tudasukat. (A koreografus az 1948-as
dsbemutato utan 1951/52-ben a périzsi Opéra tancosainak is betanitotta mavét, technikai
szempontbol némileg atalakitva, nehezitve azt.)

Lander mivében kiilonds hangsulyt kap a balerina szemelye. A balerina - minden tarsulat
csillaga - a tanctorténetben hosszl évszazadokon keresztiil a balettek kdzponti alakja volt.
Lander megidézi a romantikus balerina alakjat, Szilfid legendas figurajat jelenitve meg a
szinpadan. Ebben a koreografiai szempontbdl is leleményes részben a 18-19. szazadi Un.

Jlkdrbalettek” eszkdzével tart tikrot” egyszerre a torténelemnek és a balett belsd vilaga-

nak, ahol a tiikdr a tancost egész palyafutasan végigkiserd tars. A szilfid alakja egyébkeént
is jelentds szerepet tolt be a dan tAnchagyomanyban, hiszen Bournonville egyik leghire-
sebb balettjébdl (A Szilfid, 1836) 1ép eld. A romantikus balerina szoldjat egy romantikus pas
de deux teljesiti ki.
Lander, aki maga is kedvelte a karaktertancokat, nem feledkezett meq a 19. szazadi balet-
tek eme fontos kellekérdl sem. A kozkedvelt és népszer(i mazurka és tarantella motivumait
rendkiviili eleganciaval sz6tte bele a klasszikus variaciokba. A balett lezarasa zenei és
tancos crescendo, amelyben a teljes tarsulat felvonultatasa” (francidul: défilé) koronazza
meg a klasszikus balett diadalutjat.

Az Etiddk nagyon sokat jelent szAmomra, mert ez a balett a tancral alkotott gondolataim
metafordja. TAncolni nem csupan annyit jelent, hagy néhany Iépést kdzvetitiink a kizonseg
felé. A balett célja ennél sokkal fontosabb: egyesitenie kell a szellemet, a tAncot és a zenét!”
(Harald Lander)
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A KOREOGRAFUS

Harald Lander (1905-1971) dan tancos és koreografus, 1932-t6l 1951-ig a Dan Kiralyi Balett
miivészeti vezetdje. 1927-t6l New Yorkban masok mellett a legendas koreografustal, Mihail
Fokintal tanult, akinek koreogréafiait meghonositotta a dan repertoarban. Tanctudasat a
Cecchetti-technika hatarozta meg, amely a virtuozitas legmagasabb fokat jelentette a
nyugati balett vilgaban. Fontosnak tekintette a Bournonville-hagyomany meqdrzését es
apolasat is, sokat tett a dan koreografus miveinek életben tartasaert. Fontosabb sajat
koreografiai: Football (1933), Bolero (1934), Seven Deadly Sins (Hét fébiin)(1936), Valse Triste
(1949). 1953-tal a parizsi Opéraban balettmester, majd sajat stadiot is nyitott a francia
févarosban 1964-ben. 1971-ben, nem sokkal halala el6tt visszatért Koppenhagaba. Leghire-
sebb balettjét, az EtiidGket ma is szdmos nagy balettegyiittes tartja repertoarjan Eurdpa-
ban, az Egyesiilt Allamokban, sét Ausztraliaban is.

A ZENESZERZOK

Carl Czerny (1791-1857) osztrak zeneszerzd, zenepedagogus, zongorista. Bécsben kezdett
zenet tanulni, és a kivalo mesterek kezen gyorsan ivelt fel karrierje. Tanult tébbek kozott
Antonio Salierinél és Beethavennél is. Sajat visszaemlékezései szerint éppen Beethoventdl
tanulta kivalo zongoratechnikajanak mesterfogésait. Hétévesen mar komponalt és tanita-
niis igen hamar kezdett, tanitvanyai kozé tartozott Liszt Ferenc is. Még Viktaria kiralyn6t is
elblivdlte zongoratudasaval. Kivételes zenei memoriaval rendelkezett, Beethoven szonatait
hallas utéan is el tudta jatszani. Mlvei kdzil leginkabb ,ujjgyakorlatait’, zongoraetddjeit is-
merjiik. Atiratait is beszamitva talan 1000-nél is t8bb miive jelent meg: huszonnégy mise,
négy rekviem, szimfoniak, nyitanyok, kamarazenei mdvek. Nevét azonban leginkabb okta-
t0 jelleqli szerzeményei Grzik.

Knudge Riisager (1897-1974) dan komponista. Esztorszagban szilletett, de haroméves
karaban sziileivel hazatert Daniaba, ahol nemsokara komolyzenei tanulmanyokba kezdett.
1923-t0l Albert Rousselnel, Périzsban folytatta tanulmanyait, ahol a francia Hatok mlivesze-
ti csoportjaval is kapcsolatba keriilt. Lipcsében is tanult és dolgozott. 1956 és 1967 kdzdtt
a Dan Kiralyi Zeneakadémia igazgatgja volt. Szamos balettzenét, ugyanakkor filmzenéket,
operét és zenekari mlveket is kompondlt, de nemzetkozileg is elismertté az Et(iddk tettek.

2



ETUDOK | ETUDES - Magyar Nemzeti Balett / Hungarian National Ballet . )



Marius Petipa - Albert Mirzoyan - Irina Prokofieva -
Tamds Solymosi / Ludwig Minkus - Edouard Deldevez

Paquita Suite

There are few classic choreographies with as many versions created and danced to
this day as Paquita Suite. The original two-act French feature ballet was choreographed
by Joseph Mazilier to the music of Edouard Delvedez, and the dance-loving audience
of Paris could see it on the stage of the opera house for the first time on 1 April 1846,
with Carlotta Grisi and Lucien Petipa performing the leading roles. The ballet set at the
time of Napolean in Spain tells a pleasantly romantic love story full of twits and turns.
A young girl, Paquita, raised by Romani, falls in love with a young nobleman, Lucien de
Hervilly. Because of that, Inigo, the Romani chief wants to take Lucien out, but the girl
saves him. The union of the happy lovers is now only hindered by the difference in their
social status, but that problem is eliminated too when Paquita’s medallion proves that
she is of noble birth as well.

The original piece became known by the world in the arrangement of Marius Petipa - his
additions, the pas de trois and the grand pas are considered to be part of the classic
version of the work today. A classic pas de trois has four parts: it starts with an Adagio, in
which all characters are introduced, then the dancers perform their own variations one
after the other, and finally all three dance together again in a Coda at the end. The pas de
trois of Paquita is danced by two female and a male dancer.

In the Budapest production, the Paquita Grand Pas is brought to the stage. “The staging
of such a crystal clear classic is always a huge challenge for a company - no wonder
there are not many who would take the risk’, states Tamas Solymasi, the artistic director
of the Hungarian National Ballet, who is not only one of the choreographers who have
prepared their own version of the Paquita Suite, but he has coordinated the work of the
other two choreographers, Albert Mirzoyan and Irina Prokofieva. Paquita Suite is a real
treat for choreographers: “The piece needs to be paced and formulated very carefully,
as choreographers have a relatively big freedom in deciding what variations they want
to add to the existing structure. The structure of the work stays the same, but the solos,
the pas de trois, the myriad variations are put one after the other by the choreographers,
picking the most perfect version from the endless possibilities according to the skills of
the dancers and the preferences of the audience.”

Paquita Suite is a spectacular piece full of ornamentations, which is very demanding
technically and artistically for the dancers, and it features every style element of the
Vaganova school making classical ballet monumental and ethereal, entertaining and
fascinating at the same time. As a dancer of the Mariinsky Theatre, Irina Prokofieva
performed the leading role of the piece for many seasons: ‘I think Paquita Suite is a
celebration of ballet, a pure classical choreography that highlights the technical and
artistic skills of the soloists, the character and abilities of the dancers.”

For the 2022 Budapest premiere with the ensemble of the Hungarian National Ballet, the
three choreographers, especially Albert Mirzoyan amang them, aimed to include numerous
variations for male dancers in the suite that traditionally focuses on female variations. In
the Grand Pas of the original ballet, Petipa wrote a mazurka and a polonaise for children,
which is preserved in the Hungarian choreography. Therefore, students of the National
Ballet Institute are also featured in production.

THE LEGENDARY CHOREOGRAPHER

Marius Petipa (1818-1910) s regarded the “father of classical ballet" in dance literature. The Russian-
French artist originally studied to become a composer, but he had his first big successes as a
dancer, and his biggest achievement was the modernization of classical Russian ballet.

Petipa was born into a genuine ballet dynasty in Marseilles. He studied at the University
of Brussels, and he attended a music canservatoire. Although he did not like dance at the
time, he progressed so fast in it that he already performed on stage in a show of his father
at the age of nine.

His father was appointed the ballet master of the Bordeaux Theatre in 1834, and Petipa
completed his studies here. Then he became the principal dancer of the Nantes Theatre
at the age of sixteen, where he also created numerous shart ballet pieces. He studied
with Auguste Vestris in Paris, from where he moved to Saint Petersburg in 1847, debuting
in the Mariinsky Theatre as a soloist and ballet master two months after his arrival. His
choreography studies in Russia with ballet masters Jules Perrot and Saint Léan were so
successful that in the end he managed to ensure the leading position of Russian ballet in
Europe through his fifty-year career.

His first remarkable success was his renewal of Mazilier's Paquita. Petipa had immense
creativity and a grandiose imagination, creating monumental, captivating feature ballets
when Western ballet was becoming outdated, only serving as side element of operas.

He became famous as a choreographer in 1859, when he premiered La fille du pharaon,
and he became principal choreographer in 1869. Besides his original pieces such as Don
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Quixote (1869) and La Bayadere (1877), he also produced existing works, including Giselle
by Jean Coralli and Jules Perrot (1884), and Coppelia by Arthur Saint-Léon (1884). In 1890,
Petipa choreographed Tchaikovsky's Cinderella, then The Nutcracker (1892), and Swan Lake
(1895). The last big piece he created before his retirement in 1903 was Raymonda (1898).

THE COMPOSER

Ludwig Minkus (1826-1917) was a Czech composer and violinist born in Vienna to father
Theodor Johann Minkus and mother Maria Franziska Eimann of Hungarian origin. Although
he was respected as an outstanding artist in his time, he was then somewhat forgotten
despite the number of highly popular ballets of which he compased the music. Many of
these are still reqularly performed today, including Don (uixote and La Bayadére.

He started composing music at the conservatoire of the Gesellschaft der Musikfreunde in
Vienna, and he debuted in Pest-Buda in 1846. His first encounter with ballet was in 1846,

when he assisted Edouard Deldevez with Paquita in Paris. He lived and worked in Russia

from 1857, following the invitation of Prince Nikolai Yusupov in Saint Petersburg, where
he mostly composed ballet music for the Tsar's theatres. He was the conductor of the
Imperial Bolshoi Theatre in Moscow from 1861, and he started teaching violin at the Moscow
Conservatory in 1864.

He wrate his first three-act ballet titled La flamme damour, ou La salamandre in this period,
and that is when his friendship with Arthur Saint-Léon, the chareographer of the piece
started to develop. Two other works of his, Néméa (1864) and La source (1866) were also
choreographed by Arthur Saint-Léon.

As a composer, his first great success came from Marius Petipa’s Don (uixote at the Bolshoi
Theatre in 1869. He was appointed the official ballet composer of the imperial theatres
of Saint Petersburg in 1870. He had a fruitful work relationship with Petipa, composing
the music for his choreographies La Bayadére (1877) and Roxana, la beauté du Monténégro
(1878). After his retirement in Russia, he sought a position at Vienna Court Opera, but as
they regarded his pieces outdated there, he was rejected. Therefore, he retired, with one
more triumph in store for him in life: Mlada, composed in 1879, but anly premiered twenty
year later.




Jifi Kylian / Wolfgang Amadeus Mozart
Petite Mort - Six Dances

Jifi Kylian created the ballet Petite Mort specifically for the 1991 Salzburg Music Festival, to
mark the second centenary of Mozart's death. Six women and six men dance to excerpts
chosen from the composer's perhaps most beautiful piano concertos (No. 21 & 23) in this
extraordinary dance piece. Six fencing foils, which mave together with the dancers almost
as their partners, also feature in the work, often creating more surprising, more unruly,
more distinctive situations than dancing with partners made of flesh and blood. While
the foils are symbols of a thousand things for men, masculinity being just one of them,
the choreographer stresses femininity with black baroque dresses and bizarre crinolines.
These props come to life, moving and rolling, at times forming the women's bodies and at
others drifting apart from them to live a separate existence.

Foils, dresses, torsi, women, men, heads, bodies, and limbs... These elements are not the
accessories of some form of provacation; Kylian's visual symbalism presents a world where
aggression, sexuality, silence, music, vulnerability, interdependence and eternal human
beauty exist side by side in a particular poetic medium. Majestic and timeless dialogues
of frivolous sensuality and heightened emotions take place in the duets and group dances
that happen before the spectator’s eyes.

“Petite Mort", literally meaning “little death” in French, refers to sexual fulfilment, the
wondrous, passionate moment of ecstasy when reality is briefly lost. The phrase is
also used when something tragic happens which affects a person to such an extent
that “a part of them dies". Kylian, following his many impressions of death, expands
his ballet woven with symbolic images into a kind of danse macabre. The thought
that accompanies people through their entire life, even in its most inspired moments,
interweaves the series of gorgeous duets with sometimes unusual solutions that at the
same time emanate virtuosic elegance. A bold spectacle, tremendous physical dancing
performances, elegance and a sense of style are the hallmarks of this ballet from the
choreographer’s mature period.

Six Dances is presented as a pendant to Petite Mort. In Jifi Kylian's own words: "Mozart,
whose music | have chosen for this production, is the greatest example of someone whase
lifespan was painfully limited but who nevertheless understood life in all its richness,
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clownery, and madness... he understood that life is no more than a masquerade, a dress
rehearsal for something much deeper and more meaningful... Although the entertaining
quality of Mozart's Six Dances enjoys great popularity, it shouldn't only be regarded as a
burlesque. Its humour ought to serve to point towards our relative values... | decided not
to create dance numbers simply reflecting the composer's humour and musical brilliance.
Instead, | have set six seemingly nonsensical acts...”

In the ballet, which premiered in Amsterdam in 1986, Kylidn transposed Mozartian
playfulness and the absurd reality into the language of dance. He did not wish to relate a
storyline, but rather, using the dictionary definition of burlesque, he built a dance number
on the nonsensical and comic situations of awkward heroes often behaving unrealistically.
Frivolity is not lacking fram this piece either; the vivacious scenes are brilliant caricatures
of the multifaceted yet familiar relationships of men and women.

Besides the scintillating choreography connecting the technique of classical ballet
with individual movements specific to the choreographer in memorable combinations
reminiscent of social dances, important supporting roles are given to the props: the
tussled coiffures, the masked faces, the clouds of powder ascending from the periwigs,
the tight breeches, and the flouncy, twirling women's dresses. In the very first instant,
the eight dancers appear on stage like waxworks figures from the age of Mozart. Then
the inventiveness, originality and dizzying dynamics of the choreagraphy turn them into
increasingly modern, timeless, universal heroes of Kylian's absurd creative world. And all
the while the brilliance of Mozart does not disappear for a moment, ever present in his
music, in the ambience, in the visual extravaganza.

THE CHOREOGRAPHER

Jifi Kylian (1947-) is an emblematic dance creator of the 20th century. Born in Prague, he
began his career at the Conservatary in the Czech capital while also studying the piano.
Later, he received a scholarship for the Royal Ballet School in Landon, where he perfected
his dance skills. In 1968 he joined the Stuttgart Ballet, where he danced in John Cranko's
ballets. There Kylian made his debut as a choreographer with Paradox.

After a successful tour with the Stuttgart company in 1976, he became the artistic director
of the Nederlands Dans Theater (NDT). His best-known choreographies, Symphony of
Psalms(1978), Forgotten Land (1981), Falling Angels (1989), Bella Figura(1995), were made there.
Kylian's creative world drew on diverse sources to develop into his distinctive choreographic
style. He found inspiration in folklore and the culture of Abariginal Australians, but also in

classical ballet and 20th-century schools of modern dance. He constantly experimented
with the aptions offered by space, speed and lighting and pushing the limits of dancers’
abilities. His training in classical music influenced his creations as well.

In 1999 he handed over the artistic direction of the NDT but continued his connection
with the Dutch company as a choreographer. To date he has created almost 75 works,
which can be found in the repertoires of almost all ballet companies worldwide. In Hungary,
starting in the 1980s, audiences have been able ta discover the works of the choreographer
with extraordinary musicality and a rivetingly exciting visual world through a series of
different guest performances and Opera House premieres.

THE COMPOSER

Wolfgang Amadeus Mozart (1756-1791) is one of the greatest figures of music history,
a universal genius. His father, Leopold Mozart, who was also a vialinist, and the court
composer and deputy Kapellmeister of the Archbishop of Salzburg, was a resolute
educator able to channel appropriately the boy’s fantastic musical talent evident from an
early age. Mozart was a child prodigy, who first dictated his compaositions to his father, and
then at the age of five - although he could barely use the pen and ink yet - he noted down
his first work himself.

He travelled a lot in Europe, his art was celebrated by imperial, royal and princely courts,
as well as the highest circles of the music scene. He composed the opera buffa La finta
semplice at the age of twelve, and two years later the opera seria Mitridate, re di Ponto,
the Milano premiere of which was a great success, followed by twenty performances.
As a young man, he committed himself to the service of the Salzburg Archbishop and
instrumental music. Compositions simply poured out of him in the form of symphonies,
string quartets, piano sonatas, concertas, divertimentos, and serenades. By the end of
the 17705, he had more than three hundred pieces written. But this incredible productivity
was not appreciated by the archbishap, so the genius moved on after the premiere of his
opera seria Idomeneo.

He composed his greatest operatic works after that, and later he even joined the secret
lodges of Freemasonry. Following the success of Die Entfiihrung aus dem Serail, he found
his equal in librettist Lorenzo da Ponte, who could fully realize Mozart's ideas about the text
having to be “the obedient maidservant of music”. These shared creative concepts brought
abaut Le nozze di Figaro, Don Giovanni, and Cosi fan tutte.

His last opera, Die Zauberflgte, filled with Masonic rites and symbolism, was composed



simultaneously with La clemenza di Tito and Requiem, the latter of which was commissioned
by a mysterious client. However, his health deteriorated, but he could still complete Die
Zauberflite two days before the premiere and conduct its first performance himself. He
also worked on the Requiem constantly, but he took to his bed and died while he wrote the
Lacrimosa movement. There was no one to accompany him an his last journey leading to
an unmarked grave of the St. Marx Public Cemetery, even though in the short thirty-five
years of his life he composed over six hundred pieces, taking every genre to the highest
standards, contributing to universal music history to an exceptional degree.

TANC | SIX DANCES - Szegd Andras, Taraszova Katerina, Zhukov Dmitry




Harald Lander / Carl Czerny / Knuddge Riisager
Etudes

Etudes is a one-act ballet which poses a great challenge to ballet companies because its
subject is the technique of classical ballet itself: the school, the everyday training and the
assessment of understanding and skill. Perhaps this is why the famous American dance
critic Arlene Croce dubbed this work an “anti-ballet”. Because, in a ballet, the perfection
of skill in dance is traditionally presented to the audience through the content, and the
arduous everyday practise usually remains hidden from the viewers. The dancer's everyday
wark takes place in the ballet studio, where the “vocabulary” of dance is formulated
inside each dancers body, which will later become the base for the performance of
choreographies on the stage. The audience sees only the outcome.

Danish choreographer Harald Lander, however, decided to initiate the viewer by presenting
on the stage how a ballet exercise is constructed, and how the pure beauty of classical
movements and steps triumph over even the laws of physics. Because this ballet work is
really the triumph of form, the presentation of ballet technique that proclaims its own beauty
while remaining detached from plot or content. However, it is not a work of art devoid of
content, as its subject is BALLET itself, in capital letters. It is a bold venture for both the
choreographer and the dancers performing it because it requires perfection and holds up
a mirror to flawless dance techniqgue. This makes it similar to practice sessions in the ballet
studio, where the customary mirror shows the dancer the results of his or her own work.
Ballet dancers all over the world begin their working days beside the ballet studia’s barre
s0 as to perfect and maintain their bodies and their dance skills. Lander and Riisager
chose the music of the Austrian piano virtuoso Carl Czerny because the juxtaposition of
ballet exercise alongside piano exercises shows how practice leads to proficiency in both
music and dance. This, as Danish dance critic Svend Kragh Jacobsen wrote after the world
premiere in Copenhagen an 15 January 1948, allows the viewer a glimpse into the “private
warld” of ballet, like a kind of voyeur.

As dance history legend has it, the composer Riisager was walking down the street when
he overheard a child practising the piano through an apen window. He was playing Czerny's
etudes. Standing outside the window, Riisager realised the uses of Czerny’s etudes for
dance, and the idea came to him right there: ballet exercises should be brought to the
stage to show the audience something that they normally cannot see.

Etudes is constructed as a ballet lesson: it begins at the barre, and then, through the
increasingly complex exercises, it reaches its zenith, incorporating jumps and turns, and
finally the stage combinations. This also gives us an impression of the structural coherence
of classical ballet technique. And it comes from the choreographer's assortment of ideas
regarding how it was staged, with what kinds of lights, colours and forms, eventually
showing the difference between work in the ballet studio and the premiere on stage. It
is an excellent theatrical concept to play with contrasts, silhouettes, spatial forms, black-
and-white colouring and lighting, which make the seemingly simple exercises faster and
more exciting while directing the viewers' attention sometimes to the legs and other times
to the arms, or to the bodies stretching their muscles or the ports de bras.

In the other parts of the work, the costumes and movements evoke the great eras of
dance (Romanticism, Classicism, Neo-Classicism) in order to depict the developments in
technigue. From the ballet studio, we step out to the rehearsal room for stage practice,
where, following the hierarchy within the company, the soloists and the corps de ballet
demonstrate their skill. (After the 1948 world premiere, the choreographer taught the work
to the dancers of the Opéra de Paris in 1951/52, madifying it slightly from a technical point
of view and making it mare difficult.)

In Lander's work, the person of the ballerina is given special emphasis. The ballerina -
the star of every company - was the central figure in ballets through long centuries of
dance history. Lander evokes the figure of the ballerina of Romanticism by showing the
legendary character of the Sylphide on the stage. In this part, which is inventive from a
chaoreographic perspective as well, he uses the tools of the so-called ‘mirrar-ballets” of the
18th and 19th centuries to "hold a mirror up” to both history and the internal world of ballet
simultaneously, with the mirror accompanying the dancer through her career. The figure
of the Sylphide plays a special role in Danish dance tradition because it comes from one
of Bournonville’s most famous ballets - 1836's La Sylphide. The Romantic ballerina’s solo is
consummated by a Romantic pas de deux.

Lander, who was himself fond of character dances, did not forget this important device of
19th- century ballets. He wove the motifs of the popular mazurka and tarantella into the
classical variations with extraordinary elegance. The ballet concludes with a crescendo of
both music and dance, in which the defile, or “procession”, of the entire company crowns
the triumphal march of the classical ballet.

“Etudes means a lot to me because it is a metaphor of my thoughts on ballet and dance.

Dancing does not simply mean presenting a few steps to the audience. The purpose of ballet
is much more important than that: it should unify spirit, dance and music!” - Harald Lander.



THE CHOREOGRAPHER

Harald Lander (1905-1971) was a Danish dancer and choreographer who served as artistic
director of the Royal Danish Ballet from 1932 to 1951. From 1927, he studied in New York
with the legendary choreographer Mikhail Fokin, whose choreographies he adopted
into the Danish repertoire. His dance technique was defined by the Cecchetti method,
which entailed the highest level of virtuosity in the Western ballet world. He considered
it important to preserve and nurture the Bournonville tradition and did a great deal to
keep the Danish choreographer’s works alive. His most important choreographies were
Football (1933), Bolero (1934), Seven Deadly Sins (1936) and Valse Triste (1949). A ballet master
at the Opéra de Paris from 1953, he opened his own studio in Paris in 1964. He returned to
Copenhagen shortly before his death in 1971. His most important ballet, Etudes, is in the
repertoire of a number of major ballet companies in Europe, the United States and even
Australia.

THE COMPOSERS

Carl Czerny (1791-1857) was an Austrian composer, music educator and pianist. He began
his music studies in Vienna, and his career was soon skyrocketing under the guidance
of excellent teachers, including Antonio Salieri and Beethoven. According to his memoirs,
he learned the most masterful elements of his piano technigue from Beethoven. Already
composing by the age of seven, he also began to teach early on and counted Ferenc Liszt
among his students. Even Queen Victoria was fascinated by his piano skills. He had an
exceptional musical memory, enabling him to play Beethoven's sonatas by ear. Although
his best-known works are the “finger exercises”, or piana etudes, for which he is best
remembered, he also composed over a thousand pieces and transcriptions, including 24
masses, four requiems, along with symphonies, overtures, and chamber works.

Knudage Riisager (1897-1974) was a Danish composer. He was born in Estonia, but
returned to Denmark with his parents when he was zjtrr and soon began his classical
music studies. From 1923, he studied with Albert Roussel in Paris, where he came into
contact with the artistic group Les Six. He also studied and worked in Leipzig. Between
1956 and 1967, he was the director of the Royal Danish Academy of Music. Although he
composed a number of pieces of ballet music, as well as film music, opera and orchestral
works, it was Etudes that brought him international recagnition.

ETUDOK | ETUDES - Beck Maria——
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