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HUNGARIAN NATIONAL BALLET

balettigazgatd artistic director
SOLYMOSI TAMAS

Marius Petipa - Mirzoyan Albert / Ludwig Minkus

A bajader

La Bayadére

Klasszikus balett harom felvonasban
Classical ballet in three acts

Koreografus Marius Petipa nyoman Choreography after Marius Petipa by MIRZOYAN ALBERT
Sz6veqird Libretto SZERGEJ HUGYEKOV

Zeneszerz6 Composer LUDWIG MINKUS

A rekonstrualt jelenetek zenéjét dsszeallitotta és hangszerelte Music of reconstructed
scenes compiled and arranged by LAZAR GYORGY

Diszlettervezd Set designer ROZSA ISTVAN

Jelmeztervezd Costume designer ROMANYI NORA

Vilagitastervezd Lighting designer PILLINGER TAMAS

Probavezet6 balettmesterek Company répétiteurs BALABAN CRISTINA,

BELIAEVSKII STANISLAV, DUNETS ANASTASIA, FORBAT JAMES, KOHARI ISTVAN,

LEBLANC GERGELY, MIRZOYAN ALBERT, SZIRB GYORGY, YAKUSHKINA NATALIIA,

PONGOR ILDIKG, TANYKPAYEVA ALIYA

A Magyar Nemzeti Balettintézet névendékeit betanitotta Hungarian National Ballet Institute
students trained by Pdcze ESZTER, RADINA DACE, SZEKERES ADRIENN, YAKUSHKINA NATALIIA

Bemutatd: 2025. junius 14., Operahaz
Premiere: 14 June 2025, Opera House

Nikia, a bajadér, templomi tancosnd Nikiya, the bayadere, the temple dancer
MELNYIK TATYJANA / YAKOVLEVA MARIA / TAKAMORI MIYU / LEE SOOBIN

Szolor, gazdag harcos Solor, rich warrior SCRIVENER LOUIS / RONAI ANDRAS /
TIMOFEEV DMITRY / ZHURILOV BoRIs / KIYOTA MoToOMI

Gamzatti, a radzsa lanya Gamzatti, daughter of the Rajah BECK MARIA /

GARCIA CARRIERA CLAUDIA / SHARIPOVA ELENA / SKRYPCHENKO OLHA /
WAKABAYASHI YUKI

Nagy brahmin High Brahmin RADZIUSH MIKALAI / MELNYIK VLAGYISZLAV
Dugmanta radzsa Rajoh Dugmanta SzIRB GYORGY / KEKALO IURII

Magdaveja, fakir Magdaveya, fakir KOVTUN MAXIM / KERENYI MIKLGS DAVID /
YAMAMOTO RIKU / GUERRA YAGO

Rabszolga Slave MELNYIK VLAGYISZLAV / MORENO LAGARDA JOSUE /

HNEDCHYK VIACHASLAU / SCRIVENER LouIS

Aranybalvany Golden Ido/ KIYOTA MoTOMI / BYKOVETS TYMOFIY / GUERRA YAGO /
TOPOLANSZKY VINCE / RONAI ANDRAS

Toloragva, Szolor bizalmasa, harcos The warrior Toloragva, Solor’s follower

KOBOR DEMETER / ZHUMATAYEV DANIYAR / MASSARA Luca

Kendds tanc sz6l6 Scarf dance solo OMAROVA ADEMA, QUINTAO RACHEL / FOLDI LEA,
CRNIC NIKA KRISTINA / SAWATZKI AGLAJA, ADACHI YUIKO

Pas de quatre RADZIUSH YULIYA, PAP ADRIENN, WAKABAYASHI YUKI,
CHERNAKOVA OLGA / CHERNAKOVA OLGA, CHEKURASHVILI NUTSA, SHARIPOVA ELENA,
BARBAGLIA MATILDE NOEMI / YOSHIE ERINA, ISPANOVA AYLIN, LI JINGXUAN,
SOROKINA NADEZHDA

Pas d'action MUROMTSEVA GANNA, HORANYI ADRIENN, SKRYPCHENKO OLHA,
STAROSTINA KRISTINA, BARBIERI RAFFAELLO, BYKOVETS TYMOFIY /

OVCHARENKO STEFANIDA, OMAROVA ADEMA, KONSTANTINOVA ANASTASIIA,

OYA NATSUNA, ORTEGA DE PABLOS ALBERTO, PALUMBO VALERIO / CRNIC NIKA KRISTINA,
OMAROVA ADEMA, QUINTAO RACHEL, FOLDI LEA, LILLINGTON NATHANIEL,

MATHOT CHRISTIAN / ZHUMATAYEV DANIYAR, HNEDCHYK VIACHASLAV

Manu, a kancsos tanc Manu dance with jug OVCHARENKO STEFANIDA /

RADZIUSH YULIYA / SOLOMON THEA / DOBRA JANKA

Dobos sz8l6 Drummer dance solo YAMAMOTO RIKU / GUERRA YAGO / ZHUKOV DMITRY /
MOLNAR DAVID



Hindu tanc sz6l6 Hindu dance solo TARASZOVA KATERINA, TARAN DUMITRU /
TARASZOVA KATERINA, ZHUMATAYEV DANIYAR / STAROSTINA KRISTINA,

MARMUS AUGUSTE / FOLDI LEA, MELNYIK VLAGYISZLAV / OYA NATSUNA,
COTTONARO GAETANO

Arnyak tanca sz6l6 Dance of shades solo WAKABAYASHI YUKI, SHARIPOVA ELENA,
KONSTANTINOVA ANASTASIIA / PAP ADRIENN, CHEKURASHVILI NUTSA, MUROMTSEVA
GANNA / PAP ADRIENN, OYA NATSUNA, SKRYPCHENKO OLHA / TAKAMORI MiYU,
YOSHIE ERINA, OVCHARENKO STEFANIDA

Kézremiikddik a Magyar Allami Operahaz Zenekara, a Magyar Nemzeti Balett és
Balettintézet

Featuring the Hungarian State Opera Orchestra, the Hungarian National Ballet and Ballet Institute

Karmester Conductor HAMORI MATE / DoBSZAY PETER

Skrypchenko Olha, Melnyik Vlagyiszlav, Lee Soobin







Cselekmény

Els6 felvonas

Elsé jelenet

Az ifji harcosok Szolor vezetésével tigrisvadaszatra indulnak. Miel6tt az erdé mélyére hatolnanak,
Szolor megbizza Magdavejat, a fakirt, hogy adja at izenetét Nikianak, a bajadérnak: a templom elgtt
var ra. A templombol papak vonulnak ki, megjelenik a fépap, a nagy brahmin is. Kezdetét veszi a
tlizimadas dinnepe. A fakirok és a templomi tancosndk szent tancot jarnak, kozottik van a gydnyor(i
Nikia is. A nagy brahmin dhitattal nézi a bajadért. A szertartas végén meltosagaral és papi fogadalma-
rél megfeledkezve szerelmet vall Nikianak. India minden kincsét igéri a lanynak, 8 azonban elutasitja.
Mig a bajadérok a szent kutbol meritett vizzel kinaljak a fakirokat, Magdaveja atadja Nikianak Szalor
lizenetét, amely boldogsaggal tolti el a lany szivét. Leszall az ¢j, Nikia enged a szerelem hivo szavanak.
A szerelmesek titkos talalkajan a fakir 6rt &ll, a nagy brahmin mégis kihallgatja beszélgetésiket. Szalor
a szbkeés lehetdséget kinalja. A lany beleegyezik, el6tte azonban megesketi szerelmét a szent tlizre,
hogy 0rokké hliséges marad hozza. A fGpap felbdsziilten ront ki a templombdl. Barmit megtenne
Nikiaért. Terve kész, az istenekhez fohaszkodik segitségért annak megvaldsitasahoz.

Masodik jelenet

Dugmanta radzsa harcosaival tancosndk el6adasat élvezi palotajaban. A szdrakozast kovetfen kote-
lesséq hivja. Kereti lednyat, Gamzattit, kbzli vele, hogy hamarosan megismerheti vélegényét, aki nem
mas, mint Szolor, Az ifju harcost tarsa és bizalmasa, Toloragva kiséri a radzsa szine elé, aki bemutatja
neki elb(ivold lanyat, majd bejelenti eljegyzésiiket. A férfit lenyligdzi Gamzatti szépsége, és Nikianak
tett eskije ellenére sem tudja visszautasitani a hazassagot. A palotaba érkezd Nikia és egy rabszolga
tanccal koszonti az dnnepi eseményt. A nagy brahmin is megérkezik, akinek szandékaban all felfedni
a radzsanak Szolor titkos eskiijét. Dugmanta mindenkit tavozasra szdlit fel, mert érzi, hogy a fépap
latogatdsanak kdze van a jovendd eskiivéhoz. Gamzatti kihallgatja az apja és a brahmin beszélgeté-
sét, megtudja, hogy Szolor Nikiaba szerelmes. Dugmanta a fdpap hire hallatan haragra gerjed, azonban
nem all el szandekatol. A bajadér nem allhat a frigy Utjaba, meg kell hat halnia. A brahmin abban bizott,
hogy cselszovésevel megszabadulhat rivalisatdl, a radzsa kegyetlensége azonban megrémiti. Gamzatti
talalkozik vetélytarsndjével, megismeri a valéban csodaszép Nikiat. A radzsa lanya Szolorral kétendd
kdzelg6 eskiivéjével dicsekszik. Nikia elkeseredik, szerelme eskiijére gondol. Gamzatti kéveteli téle, hogy
mondjon le az ifju harcosral, ekszereket, gazdagsagot kinal neki, mindhiaba. A veszekedes hevében Nikia
tdrrel tmad Gamzattira. Aija, Gamzatti szolgaldja all kdzéjiik, a bajadér pedig kétségbeesetten elszalad.
A radzsa lanya felismeri, hogy Szolor csak akkor lehet az dvé, ha Nikia meghal.

Masodik felvonas

A radzsa palotajanak kertjeben pompas tnnepséq zajlik Visnu isten tiszteletére. Az egybegy(ilteket
pazar mlsorszamok szorakoztatjak, mint az aranybalvany virtuoz tanca, a kancsos tanc, vagy a
dobos tanc. Nikia is jelen van az innepen, szent tancat jarja a vendégeknek. A bajadér nem mutat-
hatja ki fajdalmat, tekintete azonban minduntalan az imadott Szolorra téved. Aija a radzsa nevében
eqy viragokkal teli kosarat nyujt at Nikianak, amelybe Gamzatti parancsara egy kigyot rejtettek el.
Amikor a bajadér magahoz oleli a viragokat, a kigyé megmarja. A lany Gsszeesik, megmentesére a
nagy brahmin siet, azonban nem dnzetlenil. Ellenmérget kinal Nikia szerelméért cserébe. A bajadér
h(i marad eskiijéhez, és inkabb a halalt véalasztja. Szolor kétségbeesetten dleli at halott szerelmét.

Harmadik felvonas

Elsé jelenet

Szolor vigasztalhatatlan, biintudat gyGtri. Szobaja maganyaban nem tud szabadulni kinz6 gondolatai-
tél. Magdavejat hivja, megparancsolja, hogy hozzon dpiumat, azzal kivanja enyhiteni fajdalmat.

Masodik jelenet
Szolor mély lomba merl. Deliriumaban arnyak tlinnek eld. Hossz( sorban szallnak ala a hegyek
bérceirdl. Vegll megjelenik Nikia is.

Harmadik jelenet
A harcos felébred almabal. A radzsa érkezik Toloragva kiséretében. Figyelmezteti Szolort, elérkezett
az idd, az eskiivé kizeleg. Az ifji vonakodva fogadja szavait, &m kesz teljesiteni Dugmantanak tett

igéretet.

Negyedik jelenet

Az eskiivdi szertartason a vendégek tanccal kiszontik az ifju part. Egyikiik egy virdgokkal teli kosarat
ny(jt at Gamzattinak, aki azonnal elhajitja. Arra a kosarra emlékezteti, ami a bajadér halalat okozo
mergeskigyot rejtette. Szolor Nikiat viziondlja, a valésagba a radzsa rantja vissza. A frigy hamarosan
megkdttetik. A nagy brahmin megaldja a part, majd mindenki belép a templomba. A boldogséag azon-
ban nem kisérheti Gamzatti és Szolor Gtjat. Lesujt Visnu isten haragja, lerombolja a templomot. A
halalban egyesiil Ujra Szolor és a bajadér, szerelmiik mindennél er6sebb, immar az orokkévalosagban.



Elvarrni a szalakat

Interju Mirzoyan Albert koreografussal

A bajadér cimii balett Magyarorszagon eldszor 2008-ban keriilt szinre az Operahazban. Mari-
Zsubrovszkij kiegészitéseinek felhasznalasaval Slava Muchamedov allitotta szinpadra. 2025
juniusaban uj jelenetekkel és rekonstrualt cselekménnyel bévitett eldadast lathat a kozonség.

Miben tér el az on valtozata a korabban megismert Bajadértol?

Marius Petipa 1877-ben készitette el A bajadér koreografiajat a szentpétervari Bolsoj Szinhaz
(mai nevén Mariinszkij Szinhaz) szdmara. Eqy négyfelvonasos klasszikus balettet, a cari idékhdz méltd
pazar kidllitasban. Ezekben az években a szentpétervari tedtrumnak és a moszkvai Bolsoj Szinhaznak
egyazon szemely volt az igazgatoja. 1904-ben Alekszandr Gorszkij balettmester dtlete nyoman Moszk-
vaban is bemutattak a Szentpétervaron mar hosszl évek Ota sikerrel jatszott A bajadért. A diszletet
azonban nem gyartottak le még egyszer, a meglévot utaztattak eqyik varosbol a masikba. Hogy a
szallités mennyi kockdzattal jart, azt jol példazza az az 1907-es esemény, ami dontéen befolyasolta
a balett sorsat. Tortént ugyanis, hogy a negyedik felvonas diszlete nem érkezett meg az el6adas
helyszinére. Gorszkijnak gyorsan kellett cselekednie, a kdzdnséget nem lehetett cserben hagyni. Nem
volt mas megoldas, mint a harmadik felvonassal befejezni a darabot. Az Arnyak birodalméban ment le
a fliggdny, Szolor, a f6hds nem ébredt fel az 6pium okozta deliriumbol. Ezzel a kényszer sziilte befe-
jezéssel a késdbbiekben is jatszottak a balettet, 1920-ra pedig teljesen elt(int az egykari negyedik fel-
vonas, a torténet boldog véget ért. A hidnyzo részeket kesébb, a 20. szézad utolso évtizedeiben olyan
nagyszer( koreografusok almodtak Ujra szinpadra, mint Natalia Makarova vagy Patrice Bart. Most
egy olyan valtozatot készitiink, amely nem ér véget az Arnyak birodalmaban. Az Lelveszett” jelenetek
szinrevitelén, a kancepcio kialakitasan dolgozom az eredeti libretto felhasznélaséval, a koreografiat
magam készitem hozza.

Tehat dramaturgi munkat is végez a koreografalas mellett. Hogyan illeszkedik az uj befejezés
a balett librettéjahoz?

Az Arnyak birodalma egy rendkiviil atvanyos, qydnydrii kép, de dramaturgiai és logikai szempont-
bol nem zérja le a torténetet. Szolor dpiumot fogyaszt, és egy narkotikus alomjelenetben talalkozik
Ujra halott szerelmével, Nikidval. Az dlombdl azonban nem ébred fel. Ha igy ér véget a tdrténet, a
cselekmenyszalak elvarratlanok maradnak. A 2025-s véltozatban a rovid, nagyjabdl tizendt perces

zar0 jelenetekben visszatériink a valdsagba, Szolor Gamzattival készil hdzassagot kotni. Visnu isten
azonban megbosszulja Nikia, a bajadér megmérgezését, és a szerelmesek lelke az Grikkévalasagban
egyesiil. A késziil§ produkcioban a harmadik felvonast sziinet nélkil koveti a zardrész.

Hogyan sziiletett meg az j jelenetek zenei anyaga?

1883-ban IlI. Sandor car koronazasara késziilt egy mara elfeledett balett, a Marius Petipa és Lud-
wig Minkus nevével fémjelzett Nuit et jour (Ejszaka és nappal). A minek kizardlag a zongorakivonata
maradt fenn. Ezt atadtam Lazar Gydrgynek', akivel kozosen kivalogattuk azokat a részeket, amik a
legjobban illeszkednek A bajadér meglévé zenei anyagaba. Bekeriilt példaul a méasodik felvonas pas
daction blokkjaba egy rész, amelyre eqgy férfi kettGst készitettem, vagy egy lirai részlet, kdzvetlendl
a darab utolso, drémai jelenete elé, nagy zenei kontrasztként. Lazar Gydrgy készitette a zenekari
valtozatot is. A darab egészét tanulmanyozta, és a meglévd partitlra alapjan, a zeneszerz6 stilusaban
maradva irta Ujra a hidnyzo részleteket. Nagyszer(i munkat végzett!

Ez a balett remek lehetdségeket kinal a Magyar Nemzeti Balett miivészeinek. Ha végignézziik a
szinlapot, szamos szold és kis szélo szerepet latunk, és a balettkar is igen latvanyos tancokban
mutatkozhat be.

Az eldadasban izgalmas karakterek jelennek meg, gydnyord jelmezekben tancolhatnak a mlveszek,
pazar a latvanyvilag. Technikai tudasuk és szinészi jatékuk legjavat nydjtjak a foszerepldk. Erdekes-
Csabukiani illesztette a darabba. Ez egy klasszikus balett, a pas daction soran példaul a legmagasabb
szint( klasszikus technikat kell elévenni, ugyanakkor fontosak a karakterszerepek, a kifejezésmadok,
a szinészi jatek. A balett eqyik kiilnlegesséqe kétséqkiviil az Arnyak birodalma. Ez az a jelenet, ahol 32
balerina tancol egyszerre, leny(igtzd, ahogyan dsszehangoljak a mozdulataikat. Nagylétszamu egyit-
tesre van tehat sziikséq A bajadér szinpadra allitasahoz, amilyen a Magyar Nemzeti Balett egyittese.

' AMagyar Nemzeti Balett vezetd karrepetitora



A bajadér torténete

Az egzotikus alaptdrténet

Az eurdpai ember a nagy féldrajzi felfedezések koratdl élénk érdekl6dést mutatott a Tavol-Ke-
let mesés gazdagsaga, furcsa tdrténetei és szamara szokatlan vilaga irant. Az évszazadok so-
ran az erdeklgdés nem volt mindig egyforman intenziv, azonban soha nem szlint meg teljesen.
Az indiai kultra hatdsa a romantika idején ismet felerdsoddtt az eurdpai mivészetek-
ben. Természetesen nem az autentikussdgra torekedtek az alkotok, hanem inkdbb azok-
ra a részletekre épitettek, amelyek megragadtak kepzelGerejliket. Goethe Az isten és a baja-
dér cim( balladajaban a tancosné nem ismeri fel az emberi alakban megjelend Siva istent, és
beleszeret. Az isten reggelre eltlinik, csak emberi porhivelyét hagyja hatra. A bajadér bana-
tban maglyara veti magat, es halala utan talalkozik Gjra az istennel. Goethe balladajat Schu-
bert zenesitette meg, és ugyanezen a cimen mutattak be Auber operdjat 1830-ban Parizsban.
Korabban tdbben a Mahabharatabdl szdrmazo, Kalidasza altal ujrafogalmazott Sakuntaldban ve-
lik felfedezni A bajadér gydkereit, azonban a neves kutato, Roland John Wiley kimutatta, hogy
nincs konkrét dsszefliggés. Az eredeti torténet szerint Dushyanta kiraly egy vadaszat soran
beleszeret Sakuntaldba, és egy gy(rdt ad neki a hazassag igéretével. A lany elindul, hogy meg-
keresse a kiralyt, de fiirddzés kizben elvesziti a gytirit. igy a kiraly nem ismeri fel szerelmét,
Sakuntala pedig visszamegy az erddbe, és ott sziili meg gyermekét. Kdzben egy halasz kifogja
azt a halat, amelyik a nevezetes gy(r(it lenyelte. A kiraly ele kerll a gydr(, és emlékezteti korab-
bi igéretére, ezért elindul az erddbe, hogy megkeresse Sakuntalat. E rovid dsszefoglalashol lat-
szik, hogy a vadaszat soran tett szerelmi eskl az egyetlen érintkezési pont a két torténet kozott.
Antoine-Léonard Chézy (1773-1832) francia orientalista 1830-ban jelentette meg A Sakun-
tala felismerése cim( forditasat szanszkrit nyelvbdl. Ez, illetve egy autentikus indiai tancs-
csoport eurdpai szereplése - ahol a vezetd tancosnd, Amani banataban dngyilkos lett - ih-
lette Théophile Gautier-t a szivegkdnyv megirasara. igy késziilt el 1858-ban a Lucien Petipa
altal tancca fogalmazott Sacountala a Périzsi Operaban, amelynek Ernest Reyer irta a zenéjet.
A bajadér el6tt és utan szamtalan egzotikus téméju balett és opera keletkezett, s6t nemcsak a keleti,
hanem az Okori torténeteket is annak tekintettek. A balettek hossz( sorabol kiemelkedik a La Péri
(1844, Burgmiiller-Coralli) indiai, A fdrad Idnya (1862, Pugni-Petipa) egyiptomi és a Candaules kirdly
(1868, Pugni-Petipa) okori gordg torténetével. Joval késébb Fokin munkassagahoz kdtddik a Kleo-
pdtra (1909. zene: Arenszkij) vagy a Seherezddé (1910, zene: Rimszkij-Korszakov) szinpadra vitele. Az
operaszinpadrdl pedig a teljesség igénye nélkiil megemlithetd Delibes indiai témaju Lakméja (1883)
vagy Verdi Aiddja (1871).

Guerra Yago




A bajadért 1877. februar 4-én (az orosz iddszamitas szerint januar 23-an) mutattak be Szentpéter-
varon, a Nagy Szinhazban. A m( eredeti orosz cime Bajaderka. Maga a bajadér sz6 portugal eredet(i
€s a szanszkrit dévadaszi megfeleldje: azaz hindu templomi tancosnd. Marius Petipa a sajat Gtletei,
illetve Szergej Hugyekov szovegkdnyve alapjan készitette el négyfelvonasos, hét képbdl allo balettjét.

A balett sorsa a 20. szazadban

Hidbavald felsorolni azt a sok csonkitast és valtoztatast, amelyen A bajadér a mult szézadban ke-
resztlilment, ezért csak a legfontosabbakat ismertetjik. Noha a balett igazan soha nem tlint el a céri
szinhazak misorarol, 1900-ban mar maga Petipa elszanta magat a md felfrissitésére, 1904-pedig
(még Petipa életében) Gorszkij nyult hozza az eredetihez Moszkvaban.

A késtbbiekben hol a diszleteket tették autentikussa, hol pedig a balettet fosztottak meg kilonbozd
reszeit6l. Az 1920-as évek elején a teljes negyedik felvonas elt(int, 4llitélag a pétervari nagy arviz mi-
att. Vannak olyan elképzelések, amelyek szerint a frissen kiépild szovjet rendszer tiltotta le az isten
biintetését bemutatd utolsd felvonast. igy 1937-ben Cyril W. Beaumont mar az eredeti 7 képbél mind-
dssze b-r6l szamolt be kdnyveben. Vlagyimir Ponomarjov 1941-ben alakitotta &t az altala korabban is-
mert balettet. Ez utobbiban Natalia Dugyinszkaja és Vahtang Csabukiani alakitottak a szerelmeseket.
Szamukra késziilt az elsd felvonas kettdse, amely a fellangold szerelmiket mutatja meg. Csabukiani
nevéhez f(iz6dik a t&bbe-kevésbé ma szinpadon Iathato Szolor-variacio kidolgozasa is.

Zubkovszkij koreografidja ma a balett egyik legismertebb sz&ma, amely rendszerint a II. felvanas
divertissement-jaben (Nureyev), vagy az utols képben (Makarova) kap helyet. A zenét Minkus Perzsa
induldja adja, amelyet eredetileg a Pillangd cimd baletthez irt.

A 60-as évekig A bajadér sosem lepte at Oroszorszag, illetve a Szovjetunio hatérait. A hruscsovi
nyitasnak kdszonhet6en 1961-ben vegre a nyugati kdzonség is lathatta a balett egy részletét, ugyanis
a Kirov Balett Londonban, majd New Yorkban mutatta be az Arnyak birodalmdt mint 6nallé egyfelvo-
nasos mavet. Az 1961-es Kirov-turné egy korabbi szakaszaban, Parizsban kert politikai menedékjogot
Rudolf Nureyev (1938-1993), aki 1963-ban sajat emlékei alapjan vitte szinre az Arnyak birodalmdt Lon-
donban. A fdszerepet is maga tancolta a legendas angol balerina, Margot Fonteyn (1919-1991) oldalan.
Késtbb egy masik vilaghir(i orosz tancosnd, Natalia Makarova (1940-) is elhagyta a Szovjetunict, és
az Eqgyesillt Allamokban elébb az Arnyak birodalmdt (1974-ben Cynthia Harvey és Nagy Ivan fészerep-
lésével), majd 1980-ban a teljes balettet szinpadra allitotta, az American Ballet Theatre tarsulataval.
Ez a véltozat, az Un. Makarova-verzio maig a legelterjedtebb a vilagon. Ezt lehet Iatni tobbek kozott
Londonban, Stackhalmban és Milandban is. Valtozatanak nagy elénye, hogy a cselekményt teljes egé-
szében - a fellangold szerelemtdl az istenitéletig, tehat a templom leomlasaig - mutatja be. Makarova

a drémaisagot és a tancot akarta eldtérbe helyezni munkajaban a pantomimikus részek minimalisra
csokkentésevel. A bajadér valtozatanak dramaturgidja igy kiegyensulyozott lett, ezéltal vegig lekdti a
nézd figyelmet, és kivalg szolistak szereplése esetén életre szolo éiményt képes nydjtani.

A kovetkez6 mérfldké a balett parizsi bemutatdja lett. 1992-ben a halalos beteg Nureyev hattylda-
lanak szanta A bajadért. Munkéja nagymértékben koveti az 1900-as valtozat felépitéset, kivéve, hogy
elhagyta a negyedik felvonast. Nureyev, rajongva a gesztusokkal térténd mesélés hagyomanyaiert,
elég sok pantomimikus részt hagyott benne a miiben, azonban ezt kell6képpen ellensilyozza a Pé-
rizsi Opera balettjének kiilandsen csiszolt technikaja és kdnnyed el6adoi stilusa. Nureyev tébb férfi
csoporttancot illesztett be a darabba, és majdnem teljesen visszadllitotta az eskivdi divertissement
tancait, amelyeket a Makarova-verzio kevésbé hasznalt. Itt bukkant fel Ujra a papagdjos tanc, a Danse
Manu és a Danse Infernale. Mivel az Arnyak birodalméval véget ér Nureyev valtozata, az aranybalvany
2002-ben keszilt el Szergej Viharev rekonstrudlt valtozata a szentpétervari Mariinszkij Szinhdz szamara az
egyetlen rendelkezesre allo autentikus dokumentum, a Sztyepanov-féle lejegyzés alapjan. A kritikak tanc-
torténetileg érdekesnek itélték a bemutatot, azonban rémutattak arra, hogy a sok és részletes pantomimt|
a 3 6ra 50 perces balett maratoni jatékidej( lett, es ez igencsak igénybe veszi a 21. szazadi néztket. A re-
konstrualt balettbdl példaul eltiint a bronz (arany) balvany variacicja, Ujra lehetett latni viszont azt a jelene-
tet, amikor Szolort felébresztik az Arnyak birodalma kép utén, és végiil az egész neqyedik felvonas meqjult.
Ez utobbi felvonashdl a lotuszvirag tancra volt a legbliszkébb Viharev, amint err6l egy interjuban vallott.

A bajadér a magyar szinpadon

1899-ben és 1901-ben a szentpétervari cari szinhdzak tarsulatanak tagjai Gsszesen tizendt estén
vendégszerepeltek a Magyar Kiralyi Operahazban. Misorukat klasszikus darabok (A fdrad ldnya,
Paquita, A lovassdg pihendje, Esmeralda), illetve kiilanbdzé koncertszamok alkottak. igy jutott el hoz-
zank Marius Petipa néhany alkotésa - vélhetSen réviditett formaban. Az a néhény est, amit az orosz
tancmliveszek adtak, revelacioként hatott a magyar kozonségre. A sajtd kovetelte a magyar balett
szinvonalanak azonnali emelését, megis legkdzelebb csak 1927-ben keriilt a repertoarra klasszikus
balett. Brada Ede Didtdrdjének azonban csak a zeneje és a szivegkonyve egyezett az eredetivel, a
kareografiaja nem. Hosszu évek teltek el, mire a klasszikus balettek eljutottak févarosunkba.
1949-t61 rendszeresen jottek Magyarorszagra szovjet balettmesterek, akiknek mikodése révén a
hazai balett fejlddott, viszont korabbi repertoarunk szinte nyomtalanul eltdnt. A szovjet-orosz da-
rabok kdzil elséként a Didtdrd érkezett meg 1950-ben, Vaszilij Vajnonen koreografiajaval, amelyet
2014-ig jatszott az Opera. 1951-ben kdvetkezett A hattydk tava, majd meglehetdsen késdn, 1967-ben
a Csipkerdzsika.



AMagyar Allami Operahéz balettegyiittese az 1970-es évek végére alkalmassa valt a repertoar kiszéle-
sitésére. A legendas balettigazgato, Ldrinc Gydrgy (1917-1996) az egyetlen romantikus alkotas, a Giselle
és a harom Csajkovszkij-balett mellett nemcsak szovjet baletteket és hazai mdveket szeretett volna
[atni, hanem nyitni kivant a nyugati vilag felé is. lqy lett eqyiittestinknek tébbek kézdtt dan, holland,
Balanchine- és Béjart-estje - egyediiliként a volt keleti blokk orszagai kozill.

Am klasszikus darabokra tovabbra is sziikség volt, hogy a repertoar egyensilya ne boruljon fel. igy
tiizte miisorara a baletteqyiittes 1976. oktober 23-an és 24-6n az Arnyak tdnca cimmel A bajadér fehér
képét. Ez nem volt példatlan vallalkozas akkariban: a hatvanas-hetvenes években A bajadérbdl f6keént
ezt a reszletet tancolték a vilagban. A mivet N. V. Baltacsejeva és A. L. Kumisznyikov tanitottak be
Ehn Eva segédletével, néhany hénappal az eredeti alkotas bemutatéjanak 100. évforduldja elétt. A
jelmezeket Mark Tivadar, a diszletet Csikds Attila tervezte, az estet Sandor Janos és Frater Gedeon
vezényelték. Minddssze kilenc estén ment az Arnyak tanca, ebbdl az utolsén a vilghir magyar szar-
mazast balerina, Maina Gielgud Iépett fel Nikiaként. Az Arnyak tdnca végiil sajnalatos médon nem
épiilt be a hazai repertoarba.

A Magyar Nemzeti Balett 2008-ban bemutatott valtozata eldtt egyetlen egyszer lathatta a kozdnség
- igaz, rviditve, de a 2008-as premierig a legteljesebb formaban - A bajadért. Erre a Magyar Tancmi-
vészeti Fdiskola 1998-as vizsgakoncertje adta az alkalmat. Kajdani Flora betanitasaban, Dézsa Imre
es Sebestény Katalin szinpadra allitasaban tulajdonképpen két kép szerepelt: Gamzatti és Szolor es-
kiivéje és az Arnyak birodalma.

Az alkotok

Marius Petipa (1818-1910)

Amikor 1847-ben Marius Petipa megérkezett Oroszorszagba, senki sem gondolta réla, hogy egyszer
eqy egész korszakot fémjeleznek majd a nevével. Az 1818-ban, Marseille-ben sziiletett fiatalember
csaladjaban szinte mindenki tancolt. Apja, Jean Antaine Petipa balettmesterkent és koreografusként
mikadadtt tobb eurdpai nagyvarosban (pl. Briisszelben). Az 1830-1840-es években pedig bétyja, Lucien
aratott nagy sikereket. Kivalo technikajaval és elegans megjelenésével igazi elsd tancos, danseur nob-
le vélt beldle, aki a kor nagy balerindi kdziil tobbnek partnere lett. Tancolt Fanny Elsslerrel A szilfidben,
majd 1841-ben Carlotta Grisivel a cimszerepben 6 formalta meg eldszdr a Giselle Albertjét, és Mazilier
1846-0s Paquitdjaban, szintén Grisi oldalan, Lucien d'Hervillyt.

Marius Petipat testverével ellentétben elsdsorban kivalo karaktertancosként tartottak nyilvan, ezért
az els6 tancosi kinevezés a szentpétervari Nagy Szinhazban szinte felilmulhatatlan sikert jelentett
szaméra. Az els6 id6szakban majdnem lehetetlennek tlnt, hogy koreografalni kezdhessen, hiszen
rangban és hirnévben Perrot és Saint-Léon is megeldzte 6t. A szinte ismeretlen kis francia” tehat
vart, és figyelmesen tanult a nagyoktdl. Eves szabadsagai soran Nyugat-Eurdpaba utazott, hogy ta-
nulmanyozza az ottani baletteket, tapasztalatokat és dtleteket gy(ijttt. A hosszu és kimerit6 szezo-
nokban elsdsorban tancolt és balettasszisztensi feladatokat teljesitett.

1862-ben mutatta be elsd igazan nagy sikert arat6 balettjét, A fdrad ldnydt Cesare Pugni zenéjére,
harom felvonasban. Az 1869-es esztendd végre meghozta szaméra a vezet( balettmesteri cimet a
szentpétervari cari szinhazaknal. Innent6l kezdve kovetkezett Petipa igazi koreografusi kiteljesedése,
hiszen konkurense mar nem volt, mivel Perrot nem tért vissza tébbé Oroszarszagba, Saint-Léon pedig
1870-ben meghalt. Evente tobb balettet is szinpadra allitott: ezek kizott volt olyan (pl. A kaléz, a Giselle
és az Esmeralda), amelyet izlésének megfelelden - akar tobbszor is - atkoreografalt az évek alatt,
illetve szamos teljesen Gj balettje sziiletett, mint a Don Quijote (1869), A bajadér (1877) vagy a Raymonda
(1898), hogy a Csajkovszkijjal vald egyiittmUikodésebdl szarmazo miveket (Csipkerdzsika, A dictdrd, A
hattyuk tava) most ne is emlitsiik.

Petipa balettjeiben a romantikus stilusjegyek mellett szamos Gjdonsag bukkant fel. Egyre tdbb lett
a tanc, amely szinte alig vagy egyaltalan nem szolgalta a cselekményt. Ezeket a cselekmeny nélki-
i tancfolyamokat’, az Un. divertissement-okat nagyon kedvelte a balettomanokbdl allo kézénség,
ugyanis a kisebb szalisték a karbal kiemelkedve rovidebb szolokat kaptak, igy alkalmuk nyilt
bebizonyitani lgyesséqgiiket, és megkdszonhettek tamogatoik nagylelkiségét. A divertissement-
okban gyakran karaktertancokat flizott eqymas utan, amelyekben a kiilonbdz6 népek stilizalt tancai
jelentek meg, vagy kiilonbdz6 karakterek (a Csipkerdzsikdban példaul mesehgsdk) vonultak fel. Petipa
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a karaktertancok igazi szakertgje lett, részben azért, mert maga is karaktertancos volt, masrészt
palydja kezdetén Eurdpa jelentds részét beutazta, és hosszabb idét toltdtt olyan vidékeken (pl. Spa-
nyolorszagban), amelyek gazdag tanckinccsel rendelkeztek. Az igazi sztarok természetesen tovabbra
is az elsd tancosok maradtak, akik a klasszikban megsziletd, négy részbdl allo pas de deux-kben
legjavat adtak, mikozben a tanckar és a statiszteria a hattérben maradt, ezzel is kiemelve a pro-
dukcigjukat.

Petipa kiilondsen kedvelte és hasznalta a tanckar és a szdlistak ellenpontozasaban rejld lehetése-
geket, és ehhez a nagy létszamu tanckart gyakran papiron el6zetesen megrajzolt mértani formék-
ba rendezte (kdr, félkdr, sorok, atlok, parhuzamos vonalak). Kdnnyen megtehette ezt, hiszen a cari
eqyiittesekben tobbszaz fos tanckar allt rendelkezésére. igy igazan monumentalis eldadasok jottek
létre, amelyeknek masik igen fontos elemét jelentették a latvanyos bevonuldsok, az entrée-k. Ezek-
hez a mozgalmas részekhez a koreografus olyan alkalmakat teremtett a mdveiben, mint az eskiivék,
keresztel6k és egyéb innepségek, s igy sok mindent bele lehetett komponalni egy igen gyakran apo-
tedzissal véget érd felvonasha.

mindig megtalalta a lehet8séget arra, hagy a nagy létszam, fehérbe 6ltozott ndi tanckar természet-
feletti Iényeket (najadok, driadok, nimfak) tancoljon a szinpadon. Mig a romantika idején azonban a
fehér ruhas természetfeletti néalakok (pl. szilfidek, villik) a torténethez nélkiildzhetetlenek voltak,
addig a klasszika idején csak kiilonbdz6 - jobbara mondvacsinalt - okokkal kapcsoltak Gket a tor-
ténethez. igy Don Quijote a szélmalomharchan megsérililve vizisjaban latja a driadok kizott imadott
Dulcinedjat, vagy az eredeti Charles Perrault-mese helyett a Csipkerdzsikdban az Orgonatindér mu-
tatja meg a hercegnek leendd menyasszonyat najadok tarsasagaban, illetve szintén § vezeti najadok
segitségevel az ifjut az alvo Aurdra hercegnd kastélyahoz.

Marius Petipa emlékirataiban beszamolt arrdl, hogy négy uralkodot szolgalt, és tébb mint hatvan évig
allt a cari szinhazak alkalmazasaban. Igen fontos szd itt a szolgalat. Petipa ugyanis mindig meq akart
felelni az udvar altal tdmasztott kovetelmenyeknek. Fiatalon elsdsorban azert, mert a névtelenség-
bél kellett magat vezetd koreografussa felkiizdenie. Masodsorban azért, mert kiilfoldi volt, aki ugyan
mindkeét alkalommal orosz tancosnét vett feleségil, és az Ivanavics nevet is felvette, de élete végeig
Monsieur Petipa maradt, aki torve beszelt oroszul.

Noha visszaemlékezéseiben nagy szerénységgel beszél azokrol a kegyekrdl és cimekrdl, amelyeket a
caroktal, illetve mas kiilfldi uralkodoktol kapott, Petipa valojaban meg idds koraban is vasmarokkal
iranyitotta a cari szinhazak balettéletét. Alig engedett valakit kozel az alkotdi tevékenységhez, kiveve,
ha az illetd neki segitett. Az egykori cimlapokon pedig szinte kivétel nélkiil csak 6 jelenik meg ko-
reografuskent. £z a kép azonban kissé csaloka, ugyanis az 1870-es évektél kezdve tobb asszisztense

is volt, akik nagymértékben kivették résziiket a munkafolyamatokbél. igy Petipa munkatérsa volt Lev
kiszonhette balettmesteri kinevezését. Az orosz tanctorténet gyakran emlegeti Ivanovot zsenialis
kareografuskeént, azonban Petipaval ellentétben Ivanov miveibdl szinte semmi nem maradt fenn,
réadasul lvanov soha nem volt képes kitorni a ,méasodik szamu alkot¢” poziciojabol. Sokszor segitette
Petipat Christian Johansson (1817-1903) svéd szarmazas( tancos is, aki a Bournonville altal kidolgo-
zott technikat is elsajatitatta, és igen gyakran koreografalt férfi szélokat Petipanak, tovabba peda-
goguskent is jelentds volt a tevékenysége. Aztan az 1890-es evektdl kezdve az olasz Enrico Cecchetti
(1850-1928) is tagja lett az alkotdi gardanak.

A sz4zadforduldn azonban Marius Petipat is utolérte a ,végzete”. A nyolcvanéves mester tekintélyét
még nagyban emelte a Raymonda (1898) bemutatdjanak sikere, azonban addig nem tapasztalt je-
lenségként egyre tobben kezdték el mveit kritikaval illetni. Egyesek a tanc dnceélisagat, masok a
kdzdnség megalkuve kiszolgalasat vetették a szemere. Petipa egyértelmden a 19. szazad gyermeke
volt, annak minden el6nyével és hatranyaval. Szamara a tanc szepsége es a mozdulatok kecsessége
volt a legfontosabb, minden mést ezeknek rendelt ala. Leginkabb kedvelt néi szélévariacioi jd izlésrdl
és a tancosndk adottsagainak feltétlen ismeretérdl taniskodnak. A hivatalos tAnctdrténet gy tartja,
hogy a Vardzstikar cimd balettje 1903-ban mar egyértelm( bukas volt. Maga Petipa Gsszeeskiivésre
gyanakodott, azonban szaz év tavlatabol mar tisztan lehet latni, hogy hianyzott az alkotdk egyittma-
kidése, mivel a balettrdl alkotott elképzeléseik gyokeresen kiildnboztek.

Az 1900-as évek els6 dekadjaban ugrasra készen alltak Petipa ,tronfosztasara” azok a fiatalok, akik
Ujat akartak. Gorszkij Moszkvaban szabta at a nagy mester darabjait annak beleegyezése nélkil,
Mihail Fokin tancosként kezdett Uj utakat keresni, Szergej Gyagilev pedig esztétikai forradalmat indi-
tott el szerteagazo tevekenységével. Az utobbi kett6 egylittmiikddesébdl indult el 1909-ben az Orosz
Balett (Ballets Russes), amely Oroszorszagon kivill, elsdsorban Parizsban, Londonban és Monte-Car-
[6ban mdkodott. Az Orosz Balett Ujszer(i torekveseivel kezdetben Petipa uralmanak eredményeit ta-
madta, viszont egyik legnagyobb vivmanya éppen az lett, hogy sikereinek kdszonhet6en Nyugat-Eurd-
paban és Amerikaban a balett Ujra a nyugati kultdra szerves részévé valt. Ezt Petipa mar nem érhette
meg, 92 eves koraban, 1910-ben halt meg. Neve mér életében dsszeforrt a balettel, mivei pedig ma
egyet jelentenek a klasszikus hagyomannyal.

Mirzoyan Albert (1954-)

Mirzoyan Albert az egykori Szovjetunié terililetén, a mai Orményorszagban szilletett tancmiivész,
balettmester, koreografus gyermek-és ifjikorat Jerevanban toltgtte. Tizévesen felvételt nyert a varos
Balettakadémidjara, 1972-ben kezdetét vette balettmiivészi karrierje a Jerevani Allami Operahazban.
Két évet dolgozott az intézmény falai kdzdtt, majd a legendas Vaganova Balettakadémian folytatta
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tanulmanyait. Leningrad, a kesdbbi Szentpétervar palydja meghatérozd helyszine: az 1975-0s diploma-
szerzéstol kozel harom évtizeden &t kamatoztatta tehetségét a klasszikus balett egyik fellegvaraban.
A Mariinszkij Szinhazban 1995-ig balettm(ivészként, majd hat évadon at klasszikusbalett-tanarként
dolgozott. 2006 és 2008 kozott a szouli Sunhwa Mivészeti Iskola mivészeti igazgatoja, ezt kovetben
12 évadon keresztiil a Bécsi Allami Operahaz balettmestere volt.

2020-ban elfogadta Solymosi Tamas balettigazgato felkérését, csatlakozott a Magyar Nemzeti Bal-
etthez. Az egyittes elismert balettmestere és kareografusa. Fontos feladatanak tartja a fiatal te-
hetségek gondozasat. 1995 6ta szamos orszagban tanitott Londontdl New Yorkon at Buenos Airesig,
Stockholmtol Athénon &t Széulig. Koreografalt a jerevani Balettakadémia, a Vaganova Balettakadémia
és a Magyar Nemzeti Balettintézet novendékeinek is. 2000-ben Szoulban koreografus-asszisztens-
ként dolgozott A bajadér cimd balett szinrevitelén. 25 évvel késgbb a balett hianyzo torténetrészeinek
rekonstrukciojara vallalkozik.

Ludwig Minkus (1826-1917)

Korabban sokan sokféle nemzetiséqglinek titulaltak azt a zeneszerzét, akinek melddiai szamtalan,
a 19. szézad masodik felében keletkezett baletthez adtak alapot. A kutaték nemrég tisztazték azt,
hogy a hegediimivész-komponista 1826. marcius 23-an latta meg a napvilagot Bécsben, egy Morva-
orszagban szlletett apa, Theodor Johann Minkus és egy Pesten szliletett anya, Maria Franziska
Eimann gyermekekeént. A sz{il6k hazassagkotéstik alkalmaval tértek &t a katolikus hitre, és a csecse-
mét a Szent Istvan-démban kereszteltették az Aloysius Bernhard Philipp Minkus névre.

Minkus gyermekkorarol meglehet6sen keveset tudunk, de szinte az anyatejjel egyitt szivta magaba
Bécs és a kering§ dallamait. Zenei karrierjét a csaladja is tdmogatta, igy hamarosan heged(virtudz
csodagyerekként Iéphetett a bécsi kizonseg elé. Komponalni a Zenebaratok Tarsasaganak konzerva-
toriumaban kezdett, és nem sokkal ezutan, 1846-ban Pest-Budan is bemutatkozott. Néhany év utaz-
gatés kovetkezett életében, majd 1852-ben felajanlottak neki a bécsi Hofoper szdlista hegeddsi al-
lasat, 6 azonban Nyikolaj Boriszovics Juszupov herceq szentpétervari ajanlatat fogadta el. igy keriilt
masodik hazdjaba, Oroszorszagba, ahol 1857-t6l irt balettzenéket a cari szinhdzak részére, emellett
folytatta hegeddm(ivészi karrierjét és tanitott is. 1861-tdl a moszkvai Nagy Szinhaz koncertmestere és
karmestere, harom évre ra pedig a moszkvai konzervatoriumban a heged(i tanszék professzora lett.
1864-ben irta els6 haromfelvonasos balettjet Saint-Léon szaméra A szerelem ldngja, avagy a szala-
mandra cimmel. Ekkor kezddddtt baratsaga a neves francia koreografussal, akinek nagy szerepe
lehetett abban, hogy Minkust parizsi balettek megirasara kérték fel. A Néméa (1864) és a La Source
hogy egyrészt a koreografus halala, masrészt a fiatal Delibes megjelenése vetett véget Minkus induld
périzsi karrierjének.

Oroszorszagban viszont a Don Quijote 1863-es bemutatdja utan egyre magasabbra emelkedett a csil-
laga. Minkus kdzel 25 darabja kdzil mégis A bajadér emelkedik ki leginkabb. A m(i dramai ereje és
poétikussaga mar sziiletése idején a legnagyobb elismerést valtotta ki. Erdekes, hogy A bajadérral
egy évben bemutatott Csajkovszkij-balett, A hattyuk tava zenéjét a korabeli itészek tancolhatatlannak
tartottak. 1886-ban egy szinhazi reform kdvetkeztében hirtelen nyugdijaztak a 60 éves zeneszerzét,
ésigen csekely nyugdijat itéltek meg szamara. Ot évig még Oroszorszagban élt, majd feleségével visz-
szakoltoztek Bécsbe. Minkus Bécsben az udvari operanal probalt szerencsét, de Gustav Mahler nem
tartott igenyt a zeneszerzdre, mivel darabjait elavultnak itelte. Ezzel szemben Josef Bayer nagyon
hasonlo stilusti Babatiindére (1888) nagy sikert aratott a csaszarvarosban.

Az igen legyengilt fizikai allapotban lév6 komponistat 91 éves koraban, az 1917-es oroszorszagi forra-
dalom kitorese utan érte a halal. Sirjat 1939-ben a német-osztrak hatosagok nem kivanatos szarma-
z&sa miatt eltavolitottak a ddblingi temetdbdl. Ugyan a 20. szazad nem értékelte sokra Minkus mu-
vészetét, sajat kora kifejezetten pozitivan vélekedett tevékenysegérdl. A Novosztyi i Birzsevaja Gazeta
1886-ban igy irt: ,Minkus neve a plakaton garanciat jelentett a kifogyhatatlan dallamgazdagsagra, a
brilidns hangszerelésre és fdleg a zenei stilus egysegességere.”
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Johann Wolfgang Goethe:
Az isten és a bajader

(indiai legenda)

Mahadd, az Ur, az isten,

im kbzénk ismét lej6,

S kéjt és kint mar hatodizben

Mint halanda izlel 6,

Kész lakozni foldi tajon,

Sorsunk végigéli mind,

Es hogy mélton verjen s aldjon:
Embert emberként tekint.

gy jar-kel a varoson, egyszerii vandor,
Figyel: ki a rossz, és (igyel: ki a jambor?
Sindul, ha az est jon, 0] Utra megint.

S mér amint kiinn jar a lepte,

Ritkulvan a haz-sereg,

Festett arccal t(in elébe

Egy blinds szeép lyany-gyerek.

Jo estét, sz(iz!” - ,Hogy megtisztelsz!
Jovok is kil varj ream!” -

Hat kivagy?” - Kéj hza itt ez,

S én a bajaderleany.”

S mar flirge kezén riadoz zeneszerszam,
S mér keccsel a tancra kering is ezerszam,
S bokolva viragot is ad azutan.

Majd hizelg6n csalja, vonja

At a kunyho kiiszoben:

,Draga vandor, térj lakomba,

Hadd ragyogjon lampafény!
Lankadasod hadd tditem,

Sebzett labad irra lel,

Barmit ohajts, meglesz itten:
Pihenés, kéj, trefa kell?”

S az &l-sebeket bekdtdzgeti frissen.
EInézi mosollyal, s oriil a nagy isten:
Mily tiszta e sziv, noha szenny lepi el.

Es alazza, mint szokés a
Rabszolgat, am vig a lany,

Sok zsengén tanult fogasa

Mély érzés lesz mindahany.

Mint virag nyoman ha érnek

Halk gylim&lcstk izesen:

Hogyha meghajolt a lélek,

Messze nincs szerelme sem.

Am zord lesz a proba, a Mély s a Magasség
Ordk ura szabja: szivét hasogassak
Uj kej s vele kin s iszony is tiizesen.

S festett arca ég a csokra,

S szive fajo lidvre gydl,

All szegényke elfogodva,

S édes elsd kannye hull.

Majd leddl, eléje esve,

Oh, nem kéjért s haszonért,

Am alél6 gyenge teste

Terhén tantorul a térd.

S mér halkan a kéjteli Gnnepl &gyra
Rahull szelid Ej susogg, siir(i fatyla,
A fekete kelme, a draga sotét.

S éber gjre, hosszu kéjre
Alig szunnyad el a lany,
Felriad mér, s szép vendége
Halva fekszik oldalan.
Rabarul jajongva, esdve,

Am az nem hall semmi jait,
Es viszik, s a dermedt testre
Var halotti maglya majd.

S alanyhoz a lég papi dalt, zokogat hoz,
S 6rjongve rohan ki s tor Gtat a holthoz.
Kivagy te? s a gyaszpad elébe mi hajt?”

Sir, a holthoz rogyva térden,

Vad jajatol bug a lég:

Ot kivanom, 6t, ki férjem,
Sirban is dlelni még!

Latnom hamvva hullni széjjel
Szent szepségét szornyd kin,
Mely egyetlen édes éjjel

Az enyim volt, csak enyim!” -

Es zeng a papok kara: mind idetérnek
Alassu mulasu, kihdlt erd vének,
S ki réja se gondol: az ifju is im!

,Lany, figyeld e szent igéket:

Nem volt neked férjed ez,

Bajader vagy, és igy téged

Szent kotés nem kotelez.

Csak az arnyék szall a testtel

Jarni holtak his honat,

Csak hitves hal a hitvessel,

S hii halala diszt is d.

Szent harsonahangok a gyaszt, nosza zengjek,
S ki a lét disze volt, im ez ifjat, oh, szent ég,

|

Emeld kebeledre a langokon &t

Zeng a zord kar, és az rva

Tdle csak tobb kinra jut,

S ime, karjait kitérva,

Aforrd halalba fut.

Am a szép és ifju isten

Lang koziil a légbe kel,

S karja kozt viszi szeliden
Kedvesét az égbe fel.

Mert tetszik a bin toredelme az égnek,
S tévedt Kicsi lelket az isteni lélek
Tlizkarral egébe magahoz dlel.

Téth Arpad forditdsa
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Rabindranath Tagore:

A bajader

Az Ut pordn Madera kapujanal
Ugaponta kozdnydsen hevert.
Akapu zarva volt, a lampa oltva,
az ég bus arca felhdkkel kevert.

A Jambor alvo mellett csondbe rezzent
egy ndi lab. Az ékszere dalolt.

A pap ocsUdva latja, lampa lobban,

s két szem tekint ra, lagyan, mint a hold.

A bajadér bamulta Buddha papjat,
kosontyd langolt palma-termeten

és részegen az ifjlsag boratol

sz0lt az alvohoz: ,Mért vagy itt, szegény?

Nem méltd hozzad a por és a banat,
ne a port csokold, adj csokat nekem”,
..."Csak menj elGre lassan, én kovetlek,
ha kell, melletted termek, gyermekem!”

Szilaj villam nyargalt az égen altal
és Ugaponta mélazott tovabb,

a lany remegve menekiilt hazaig
es 6 szomor(n nézte labnyomat.
Es mulnak honapok esébe, fénybe
és Ugaponta néman megbuvik.

Es a tavasz jon tréfas furulyakkal -
akkor a Szent kimegy a kapuig.

Ki fekszik ott Madera kapujanal,
ki az, akit az Uti por takar,

ki az, kinek kelés n6 rozsa-mellén,
s elpoklositja a fekete var?

A bajadeér! A pestis ragja testét!
Ide kergették a kapu elé!

Nincs egy barétja, aki széraz ajkat
eqy korty szelid vizzel iditene!

Ugapanta fejét dlébe vette,
es (lt vele az (t poraba lent
és megitatta és sebét bekente
és megszentelte életét a Szent.

JKivagy?” kilt a ng, ,Irgalmas angyal!

Te j6, miért adsz annyi jot nekem?”
.~.Mert megigértem, hogyha kell, kbvetlek,
s most itt vagyok melletted, gyermekem”.

Kosztolanyi Dezsd forditdsa

Kalidasza: A kiraly és a bajader

Részletek

A KIRALY (magéban)

Alakjanak kifogastalan szépsege minden
allasban érvényesiil!

Az arca, mint az gszi hold;

a szeme, mint a mandula;

a karja-valla gdmbaly(;

a keble telt, tokéletes:

két halma dombord, kemény;

marvanysimak a combjai;

darazs-karcsu a dereka;

csipdje hasos, duzzade;

a kdrme szépen gorbule.

Ha van eszményi test, milyent mdvészi kepzelet

teremt, minden bizonnyal olyan ez!

MALAVIKA (zenekiséret mellett a verset énekli)

Szerelmem el nem érhetem.
Szivem, tbbe ne is remélj!

Miért ugral a bal szemem?
Hiszen szémomra nincs remény!
Rég lattalak mar, kedvesem!
Ugyan mikor latlak megint?

Ha més parancsol is nekem,
tiéd vagyok szivem szerint!

[.]

A KIRALY (magdban)

Ah, szépsége minden allasban kifogastalan!
A bal keze a csipején pihen,

nem cseng-csordg a karperec rajt;

jobb karja, mint viragtol terhes ag,

hajlik le csendesen-nyugodtan;

pihen a laba is, elvétve csak

mozdit meg egy viragot ujja;

ha mozdulatlan all a szép leany,

még szebb talan, mint hogyha tancol.

Schmidt Jazsef forditdsa






Synopsis

Actl

Scene 1

A group of young warriors led by Solor are hunting tigers. Before venturing deep into the forest, Solor
orders the fakir Magdaveya to take his message to the bayadere Nikiya that he would be waiting for her
outside the temple. The priests led by the High Brahmin march out from the temple to participate in
the Festival of Fire. The fakirs and the temple dancers or bayaderes are perfarming a haly dance - the
beautiful Nikiya is among them. After the ceremony the High Brahmin, forgetting his dignity and his oath
as a priest, confesses his love to Nikiya. He promises her all the treasures of India, but she rejects him.
The bayaderes offer the fakirs water from the holy well. Magdaveya secretly passes Solor's message to
Nikiya, which fills her heart with happiness. Night descends, and Nikiya abeys the call of love. Although
the fakir guards their secret rendezvous, the High Brahmin can overhear the lovers’ conversation. Solor
suggests Nikiya eloping together. The girl agrees but asks Solor to swear by the holy fire that he would be
faithful to her forever. The High Brahmin prepares for his revenge and turns to the gods for punishment.

Scene 2

The Rajah Dugmanta tells his daughter, Gamzatti that she would soon meet her fiancé. Solor arrives at
the palace; the Rajah introduces his beautiful daughter to him, and announces their engagement. Solor
is impressed by Gamzattis beauty and cannot refuse to marry her in spite of her oath to Nikiya. Nikiya is
summoned to the palace to Gamzattis betrothal celebration. The High Brahmin appears too, and wants to
inform the Rajah about Solor’s secret vaw. Dugmanta sends away everybody, feeling that the priests visit
is related to the oncoming wedding. Gamzatti overhears the conversation between the Brahmin and his
father, and thus learns that Solor is in love with Nikiya. Although Dugmanta loses his temper, he does not
change his intention that his daughter should marry Solor. The Rajah decides that the bayadere cannot
be an obstacle to the marriage, so she has to die. The Brahmin expected to dispase of his rival with his
intrigue, but now he is shocked to hear the Rajah's cruel decision. Nikiya returns, and so Gamzatti can meet
her rival, who is really beautiful. The Rajah's daughter boasts of her approaching wedding and invites the
bayadere to dance at the event, and deliberately shows her Solors picture. Nikiya is exasperated, since
Solor swore eternal faithfulness to her at the temple. Gamzatti demands Nikiya to give up Solor, but the
bayadere is rather ready to die. The Rajah’s daughter offers jewellery and richness to her, but she rejects
the proposal indignantly, as she would nat leave her love for any treasure. During the heated debate Nikiya
attacks Gamzatti with a dagger, but the servant Aiya steps in between them, and the bayadere runs away
desperately. Gamzatti realizes that she can only get Solor if Nikiya dies.

Skrypchenko Olha




Actll

A spectacular celebration is going on in the garden of the Rajah’s palace on the occasion of Solor’s
and Gamzatti's wedding. Nikiya has also been invited to delight the guests with her haly dance. The
bayadere must not reveal her sorrow, but she cannat help glancing at her beloved Solor again and
again. Aiya hands over a basket of flowers to Nikiya in the name of the Rajah, but she has hidden
a snake in the basket on Gamzatti's order. The bayadere continues her dance even mare joyfully,
believing that it was Solor who has sent her the present. As she is holding the basket, the snake
bites her. The Brahmin offers her an antidote to the poison in exchange of her love, but the bayadere
remains faithful to her love, and chooses death instead. Solor desperately collapses on the dead body
of his beloved.

Actlll

Scene1

The inconsolable Solor is suffering from remarse. He orders Magdaveya to bring some opium to dispel
his torturing thoughts.

Scene 2
After Solor falls in a deep dream, shades emerge from the darkness. They descend from the peaks of
the mountains in a long line, and Nikiya is among them too.

Scene 3

The warrior awakens from his dream. The rajah arrives accompanied by Toloragva. He warns Solor
that the time has come, the wedding is approaching. The young man receives his words reluctantly,
yet he is ready to fulfil the promise he made to Dugmanta.

Scene 4

At the wedding ceremony, the guests greet the young couple with dance. One of them hands a basket
full of flowers to Gamzatti, who immediately throws it away. It reminds her of the basket that once
hid the venomous snake that caused the death of the bayadere. Solor envisians Nikiya, but the rajah
pulls him back to reality. The union is soon to be sealed. The great Brahmin blesses the couple, and
everyone enters the temple. But happiness cannot follow Gamzatti and Solor on their path. The wrath
of the god Vishnu strikes down, destroying the temple. In death, Solor and the bayadere are reunited,
their love is stronger than anything else, now in eternity.

Tying up loose ends

In conversation with choreographer Albert Mirzoyan

La Bayadeére was first staged in Hungary in 2008 at the Opera House. Marius Petipa’s original
choreography was brought to the stage by Slava Muchamedov, incorporating additions by Vakh-
tang Chabukiani, Vladimir Ponomaryov, and Nikolai Zubrovsky. In June 2025, the audience will
see a new version of the performance, enriched with reconstructed scenes and an expanded
storyline.

How does your version differ from the previously presented La Bayadére?

Marius Petipa created the choreagraphy for La Bayadére in 1877 for the St. Petersburg Bolshoi Theatre
(today’s Mariinsky Theatre). It was a four-act classical ballet with the lavish grandeur befitting the
Tsarist era. At the time, both the St Petersburg theatre and the Moscow Bolshoi Theatre shared the
same director. In 1904, following a suggestion by ballet master Alexander Gorsky, La Bayadere, which
had already been performed successfully in St Petersburg for years, was also introduced in Moscow.
However, the sets were not produced a second time; instead, the existing ones were transported
between the twa cities. The risks of this transportation were clearly illustrated by an incident in 1907
that significantly influenced the fate of the ballet: the set for the fourth act failed to arrive at the
venue in time for a performance. Gorsky had to act quickly, the audience could not be let down. There
was no choice but to conclude the piece with the third act. The curtain fell in the Kingdom of the
Shades; Solor, the protagonist, never awoke from his opium-induced delirium. This improvised ending
continued to be used in later performances, and by 1920, the original fourth act, with its happy ending,
had disappeared completely. In the final decades of the 20th century, distinguished choreographers
such as Natalia Makarova and Patrice Bart revived the missing scenes. We are now preparing a
version that does not end in the Kingdom of the Shades. | am warking on staging the “lost” scenes
and developing the concept based on the original libretto, and | am creating the choreography myself.

You are thus involved in dramaturgy in addition to choreographing. How does the new ending
align with the ballet’s libretto?

The Kingdom of the Shades is a highly spectacular and beautiful scene, but from a dramaturgical and
logical standpoint, it does not conclude the story. Solor consumes opium and, in a narcotic dream
sequence, reunites with his deceased lover, Nikiya. However, he never awakens from the dream. If
the story ends here, the narrative threads remain unresolved. In the 2025 version, we return to reality
in the brief, roughly fifteen-minute closing scenes. Solor is preparing to marry Gamzatti. However,
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the god Vishnu avenges the poisoning of Nikiya, the bayadere, and the lovers’ souls are united in
eternity. In the upcoming production, the third act will be followed immediately by the final part,
without an intermission.

How was the music for the new scenes created?

In 1883, a now-forgotten ballet titled Nuit et jour (Night and Day), by Marius Petipa and Ludwig Minkus,
was composed for the caronation of Tsar Alexander Ill. Only the piano transcription of the work has
survived. | handed it to Gydrgy Lazar!, and together we selected the parts that best complemented
the existing music of La Bayadére. For instance, we included a section in the second acts pas
daction block, for which | created a male duet, and a lyrical excerpt placed just before the ballets
final dramatic scene, offering a strong musical contrast. Gyérgy Lazar also prepared the orchestral
arrangement. He studied the entire wark and, staying true to the composer’s style and using the
existing score as a foundation, re-composed the missing segments. He did a magnificent job!

This ballet offers excellent opportunities for the artists of the Hungarian National Ballet. Look-
ing at the cast list, we see numerous solo and demi-solo roles, and the corps de ballet also has
the chance to shine in impressive dances.

The production features exciting characters, the artists perform in beautiful costumes, and the
visual spectacle is lavish. The principal dancers showcase their finest technical and acting skills.
Interestingly, in Petipa’s time, male dancers had no solo parts, Solor's variation, for example, was later
added to the ballet by Chabukiani. This is a classical ballet, requiring the highest level of technique
during the pas daction, but character roles, modes of expression, and acting are also crucial. One
of the ballet's most distinctive features is undoubtedly the Kingdom of the Shades. This is the scene
where 32 ballerinas dance simultaneously, it's mesmerising how synchronised their movements are.
Alarge ensemble is essential to stage La Bayadére, such as that of the Hungarian National Ballet.

' Head répétiteur of the Hungarian National Ballet

Lee Soobin, Zhurilov Boris




The story of La Bayadere

The exotic sources

Since the Age of Discovery, Europe has demonstrated a lively interest in the fabulous wealth, the
exatic stories and the fascinating world of the Orient. The intensity of this interest has changed with
the centuries, but it has never ceased to exist. At the time of Romanticism, the influence of Indian
culture on European art grew again. Naturally, authors sought to build upon details that stirred their
imagination rather than straining for authenticity.

In Goethe's ballad The God and the Bayadere (Der Gott und die Bajadere), the dancer fails to recognize
the god Shiva who appears in human form, and falls in love with him. When morning comes, the god
is no longer seen, only the human corpse he has left behind. Obsessed with grief, the bayadere throws
herself on the pyre and when she dies, she meets the god again. Schubert intended to put Goethe's
ballad to music, but in 1830 it was Auber whose opera was first performed under the same title in
Paris.

It was suggested earlier that the bayadere reflects the figure of Kalidasa’s Shakuntalg, but the
renowned researcher Roland John Wiley has proved that there is no direct connection. The original
story tells that during a hunt, King Dushyanta falls in love with Shakuntala and gives her a ring with a
proposal of marriage. The girl sets off to find the king, but loses the ring while bathing in a river. The
king thus does not recognize his love, and Shakuntala returns to the forest to give birth to their child.
Meanwhile, a fisherman catches the fish that has swallowed up the ring. Seeing the token ring, the
King remembers his earlier promises and returns to the forest to find Shakuntala. This short account
proves that the anly connection between the two stories is the oath of love sworn during the hunt.
French orientalist Antoine-Leonard Chezy (1773-1832) published a translation of the Sanskrit poem
under the title La reconnaissance de Sacountala. This, together with the European tour of an authentic
Indian troupe of dancers - whose principal dancer, Amani, committed suicide in her grief - inspired
Theophile Gautier to write the libretto. Building on Ernest Reyer’s music, Lucien Petipa transposed the
poem into dance: Sacountala was performed at the Paris Opera in 1858.

Before and after the birth of La Bayadere, several ballets and operas had exotic - oriental, as well as
ancient - locales. Amongst the most outstanding ballets, La Peri (Burgmuller-Coralli, 1844) is set in
India, The Pharaoh’s Daughter (Pugni-Petipa, 1862) in Egypt, and King Candaules (Pugni-Petipa, 1868)
in ancient Greece. Much later, Fokin contributed to the staging of Cleopatra (1909, music by Arensky)
and Sheherezade (1910, music by Rimsky-Korsakov). Though far from being exhaustive, we should also
mention operas like Delibes’s Lakmé (1883) set in India, or Verdi's Aida (1871).

La Bayadére (Baiaderka in Russian) was first performed in the Bolshoi Theatre in St. Petersburg on 4
February (0. S. 23 January, according to the Russian calendar) 1877. The word 'bayadere’ comes from
Portuguese and has the same meaning as the Sanskrit ‘devadasi’: Hindu temple dancer. Using his own
ideas and Sergei Khudekov's libretto, Marius Petipa prepared a ballet in four acts and seven scenes.

The fate of the ballet in the 20" century

Since it would be fruitless to list all the reductions and changes La Bayadere has had to go through
in the last century, only the most significant ones are mentioned. Although La Bayadére was never
entirely dropped from the repertoires of the Imperial Theatres, Petipa himself decided to revive the
ballet in1900. After Petipa (but still during his lifetime), it was Gorsky who made the first modifications
in Moscow in 1904.

Later changes aimed at rendering the decor more authentic, or various parts were removed. The
great flood of St. Petersburg is often blamed for the disappearance of the entire fourth act in 1920,
though some people think that it was the emerging Soviet regime that banned the last act which
displays divine punishment. Therefore, Cyril W. Beaumant could give an account of only 5 out of the
7 original scenes in his 1937 book. Vladimir Ponomarev madified the ballet in 1941, which featured
Natalia Dudinskaya and Vakhtang Chabukiani as the lovers. The pas de deux of Act |, which depicts
their flaming love, was created especially for the two dancers. It was Chabukiani who mounted the
Solor variation still seen on stage today.

In 1948, the ballet was enriched when the variation of the Golden (or Bronze) Idol was inserted. Nikolai
Zubkovsky's chareography is now one of the best-known parts of the ballet, which is usually included
in the divertissement of Act Il (Nureyev) or in the last scene (Makarova). The music used by Zubkovsky
was Minkus's Persian March, originally composed for the ballet Le Papillon.

La Bayadére did not cross the borders of Russia or the Soviet Union until the 1960s. In the
Khrushchevian era of detente, however, the Western world could see part of the ballet when the Kirov
Ballet performed The Kingdom of the Shades as a one-act ballet in Landan and New York in 1961. During
the 1961 Kirov tour, while the company was still in Paris, Rudolf Nureyev (1938-1993) asked for political
asylum. In 1963, he staged The Kingdom of the Shades in London using his own recollections. He
danced the leading part as the partner of the legendary English ballerina Margot Fonteyn (1919-1991).

Later another world-famous dancer, Natalia Makarova also defected from the Soviet Union and
staged The Kingdom of the Shades (1974, with Cyntia Harve and Ivan Nagy) and later, in 1980 the full-
length ballet for the American Ballet Theatre in the USA. This version, known as Makarovas production,
is the most popular one in the world. It is performed on the stages of London, Stockholm and Milan.
Its great advantage lies in the fact that it follows the entire plot from the first sparks of love until the



Muromtseva Ganna és a Magyar Nemzeti Balett / Hungarian National Ballet

divine ordeal, i.e. the destruction of the temple. Makarova wished to lay emphasis on the dramatic
character of the ballet and the dance while omitting much of the mime. The balanced dramaturgy
of La Bayadére is able to captivate the attention of the audience and - in case of the presence of
excellent soloists - provide a lifelong experience.

The next milestone was the premiere in Paris. The mortally ill Nureyev chose La Bayadere as his swan

sang. His production is largely based on the 1900 version, though he omitted Act IV. Enthusiastic

about telling a story with gestures, Nureyev preserved much of the mime but it was properly
counterbalanced by the extraordinarily refined technique and the graceful performance of the Ballet
of the Paris Opera. Nureyev included several passages of the male corps de ballet, and recreated the
dances of the grand divertissement mostly neglected

in Makarova's production. The Parrot Dance, the Danse Manu and the Danse Infernale were mounted
again. Since the last scene in Nureyev's production is that of The Kingdom of the Shades, the Golden
Idol's variation is included in the grand divertissement.

In 2002, Sergei Vikharev reconstructed this version for the Kirov Ballet using the only available
authentic document, the Stepanov notation. Critics deemed the performance interesting from a
historical perspective, but pointed out that the great number of detailed mimes resulted in a marathon
playing time of 3 hours and 50 minutes, which is too demanding for the 21¥-century audience. The
variation of the Bronze (Golden) Idol disappeared from the ballet, but Vikharev inserted a part after the
Kingdom of the Shades scene where Solor is woken up, and the entire Act IV was renewed. Vikharev
admitted in an interview that his greatest pride was the Dance of the Lotus Blossoms of Act IV.
Sergei Vikharev staged a revamped version of the ballet for the Mariinsky Theatre

of St. Petersburg in 2002 using the only available authentic document, the Stepanov notation. Critics
deemed the performance interesting from a histarical perspective but pointed out that the great
number of detailed mimes resulted in a marathon playing time of 3 hours and 50 minutes, which is
too demanding for the 21-century audience. The variation of the Bronze (Golden) Idol disappeared
from the ballet, but Vikharev inserted a part after the Kingdom of the Shades scene where Solor is
woken up, and the entire Act IV was renewed. Vikharev admitted in an interview that his greatest
pride was the Dance of the Lotus Blossoms of Act IV.

La Bayadére on Hungarian stages

On fifteen occasions in 1899 and 1901, the companies of the Imperial Theatres of St. Petersburg
appeared as guest stars at the Hungarian Royal Opera House. The programme consisted of classical
pieces (The Pharaoh's Daughter, Paquita, The Cavalry Halt, La Esmeralda) and various concert pieces.
In this way some of Marius Petipa’s works came to Hungary, probably in an abridged form. These few
performances by the Russian dancers were a revelatory experience for Hungarian audiences. The




press immediately demanded an improvement in the standard of the Hungarian ballet, but it was not
until 1927 when a classical ballet appeared in their repertoire. Ede Bradas The Nutcracker, however,
followed only the music and the libretto of the original, but not its choreagraphy. Many years passed
until classical ballets were first performed in Budapest.

From 1949, Soviet ballet masters arrived in Hungary, and their activity resulted in the development
of the Hungarian ballet although our former repertoire almast entirely disappeared. The first of the
Soviet-Russian pieces was The Nutcracker in 1950 with Vasily Vainonen’s choreography, performed at
the Hungarian State Opera until 2014. It was followed by Swan Lake in 1951, and The Sleeping Beauty
in 1967, which was rather late.

By the late 1970s, the ballet company of the Hungarian State Opera had become mature enough to
widen its repertoire. The legendary director of ballet, Gyérgy Ldrinc (1917-1996) did not only want to
see Soviet and Hungarian ballets, besides the only romantic piece, Giselle and the three Tchaikovsky
ballets - he wanted to open up to the Western World too. As a result our company held, among others,
a Danish, a Dutch, a Balanchine and a Bejart night, which was exceptional in the former Eastern
bloc countries. However, classical pieces were still necessary so as not to upset the balance of the
repertoire.

That is why the Ballet introduced the “white scene of La Bayadére under the title Dance of the Shades
on 23 October 1976. It was not a unique enterprise those days: in the 1960's and 70's it was mainly
this part of La Bayadére which was performed around the world. The piece was rehearsed by N.
V. Baltacheyeva and A. L. Kumisnikov with Eva Ehn's assistance just some months before the 100"
anniversary of the premiere of the original ballet. The castumes were designed by Tivadar Mark, the
set designer was Attila Csikos, and the conductors were Janos Sandor and Gedeon Frater. Dance of
the Shades was only performed on nine occasions - on the last one the world-famous ballerina of
Hungarian origin, Maina Gielgud danced Nikiya's role. Unfortunately, the Dance of the Shades was not
later integrated into the Hungarian repertoire.

Until the 2008 production of the Hungarian National Ballet, La Bayadére had been performed just once
- although an abridged version, it was still the most complete performance until the 2008 premiere.
The occasion was the final examination concert of the Hungarian Dance Academy in 1998. Rehearsed
by Flora Kajdani and staged by Imre Dézsa and Katalin Sebestény, this performance consisted of two
scenes: Gamzatti's and Solor's wedding and The Kingdom of the Shades.

The authors

Marius Petipa (1818-1910)

When Marius Petipa arrived in Russia in 1847, no one would have imagined that his name would one
day define an entire era. Born in Marseille in 1818, Petipa came from a family of dancers. His father,
Jean Antoine Petipa, worked as a ballet master and choreographer in several major European cities,
including Brussels. During the 1830s and 1840s, his brother Lucien also enjoyed great success. With
his excellent technigue and elegant appearance, Lucien became a true danseur noble, partnering
many of the era$s great ballerinas. He danced with Fanny Elssler in La Sylphide, and in 1841, alongside
Carlotta Grisi in the title role, he was the first to portray Albrecht in Giselle. In Mazilier's Paquita (1846),
again with Grisi, he danced the role of Lucien d'Hervilly.

Unlike his brother, Marius Petipa was primarily known as an excellent character dancer. His
appointment as a principal dancer at the Bolshai Theatre in Saint Petersburg was thus a remarkable
achievement. At first, it seemed nearly impossible for him to begin choreographing, as both Perrot
and Saint-Léon outranked and outshone him in fame. The relatively unknown “little Frenchman”
waited and learned from the great masters. During his annual leaves, he travelled to Western Europe
to study ballets, gathering experience and ideas. Throughout the long and exhausting seasons, he
mainly danced and assisted in ballet productions.

His first major success came in 1862 with the three-act ballet The Pharaoh’s Daughter, set to music
by Cesare Pugni. In 1869, he finally earned the title of principal ballet master of the imperial theatres
in Saint Petersburg. This marked the beginning of Petipa’s true creative blossoming—he now had
no real rivals: Perrot never returned to Russia, and Saint-Léon died in 1870. Petipa began to stage
multiple ballets each year. Some were reinterpretations of older works (e.g. Le Corsaire, Giselle, and
Esmeralda), adapted to suit his taste over time, while others were entirely new, such as Don Quixote
(1869), La Bayadere (1877), and Raymonda (1898) - not to mention the ballets born of his collaboration
with Tchaikovsky (The Sleeping Beauty, The Nutcracker, Swan Lake).

Petipa’s ballets featured Romantic style elements alongside many innovations. Increasingly,
he included dances that served no narrative purpose. These non-narrative dance sequences -
divertissements - were beloved by the balletomanes, as they allowed minor soloists to shine and
show their talent in short solos, often in gratitude to their patrons. These divertissements frequently
included character dances representing stylized dances of various nations or different characters
(e.g. fairy tale figures in The Sleeping Beauty). Petipa became a true master of character dance, in part
because of his own experience as a character dancer, and also due to his extensive travels through
regions rich in dance traditions, such as Spain. The true stars, however, remained the principal

4



dancers, who dazzled in classical pas de deux composed of four parts, as well as in their solos. Their
variations showcased the pinnacle of their technical prowess, with the corps de ballet and extras
remaining in the background to highlight the soloists’ perfarmance.

Petipa particularly favoured the contrast between the corps de ballet and the soloists. He would often
pre-design geometric formations for the corps, circles, semicircles, lines, diagonals, and parallels,
which was possible thanks to the hundreds-strong corps available to the imperial theatres. This
enabled grand, monumental productions, often featuring spectacular processions (entrées) during
weddings, christenings, or other celebrations, typically ending in an apotheosis. Freed from its
original Romantic function, the “white ballet” also became a fixture of Petipa’s works. He always found
opportunities to stage scenes with large groups of white-clad female dancers portraying supernatural
beings—naiads, dryads, or nymphs. Whereas in Romanticism these figures were essential to the plot
(e.g. sylphs, wilis), in classical ballet they were often linked to the story through tenuous justifications:
Don Quixote sees Dulcinea among the dryads in a vision after being wounded:; in The Sleeping Beauty,
the Lilac Fairy shows the prince his future bride surrounded by naiads, and later leads him to the
sleeping Princess Aurora with their help.

In his memoirs, Petipa wrote that he served four monarchs and worked for the imperial theatres for
over sixty years. The word “served” is crucial: Petipa always sought to meet the court’s expectations,
at first to climb from anonymity to prominence, and later because, as a foreigner, he needed to prove
himself. He married Russian dancers twice and adopted the patronymic Ivanovich, but remained
“Monsieur Petipa,” speaking broken Russian.

Although he modestly described the honours and titles he received from the tsars and other monarchs,
Petipa ruled the imperial ballet world with an iron hand even in old age. He rarely allowed others to
share in the creative process unless they assisted him directly. His name alone typically appeared
on playbills, but from the 1870s onward, several assistants played key roles in his productions. One
was Lev Ivanov (1834-1901), appointed for his exceptional musical ear and memory. Russian dance
history often praises Ivanov as a brilliant chareographer, but few of his works survive, and he never
moved beyond the role of second-in-command. Petipa also received help from Christian Johansson
(1817-1903), a Swedish dancer who mastered the Bournonville technique and often choreographed
male solos for Petipa. He also had a significant role as a pedagogue. From the 1890s, Italian Enrico
Cecchetti (1850-1928) also joined the creative team.

At the turn of the century, Petipa’s downfall loomed. Though the success of Raymonda(1898) enhanced
the prestige of the eighty-year-old master, critics increasingly questioned his works, some citing the
aimlessness of the dances, others accusing him of pandering to audiences. Petipa was a true child
of the 19th century, with all its strengths and weaknesses. For him, beauty of movement and elegance
were paramount. His most beloved female solo variations show great taste and a deep understanding

of ballerinas’ capabilities. According to official dance history, his ballet The Magic Mirror (1903) was
a clear failure. Petipa suspected a conspiracy, but in hindsight it is clear that the creators lacked
cohesion, as their visions diverged.

In the early 1900s, a new generation awaited to dethrone Petipa. Gorsky reworked his ballets in
Moscow without his consent. Mikhail Fokine began to explore new paths as a dancer. Sergei Diaghilev
launched an aesthetic revolution. From Fokine and Diaghilev's collaboration emerged the Ballets
Russes in 1909, based outside of Russia, in Paris, London, and Monte Carlo. At first, their innovations
opposed Petipas legacy, but one of their greatest achievements was that, thanks to their success,
ballet once again became an integral part of Western culture in Europe and America. Petipa did
not live to see this revival. He died in 1910 at the age of 92. During his lifetime, his name became
synonymous with ballet, and today his works represent the classical tradition itself.

Albert Mirzoyan (b. 1954)

Dancer, ballet master, and choreographer Albert Mirzoyan was born in the former Soviet Union,
in what is now Armenia. He spent his childhood and youth in Yerevan. At the age of ten, he was
admitted to the city's Ballet Academy, and in 1972, he began his ballet career at the Yerevan
State Opera House. After working there for two years, he continued his studies at the legendary
Vaganova Ballet Academy. Leningrad - later Saint Petersburg - became a defining place in his
career: from his graduation in 1975, he spent nearly three decades applying his talent in one of the
strongholds of classical ballet. At the Mariinsky Theatre, he performed as a ballet dancer until 1995,
then worked for six seasons as a classical ballet instructor. Between 2006 and 2008, he was the
artistic director of the Sunhwa Arts School in Seoul, after which he served for 12 seasons as ballet
master at the Vienna State Opera.

In 2020, he accepted ballet director Tamas Solymosi's invitation and joined the Hungarian National
Ballet. He is a recognized ballet master and choreographer of the company. He considers nurturing
young talents a key responsibility. Since 1995, he has taught in numerous countries from London to
New York, Buenos Aires to Stockholm, Athens to Seoul. He has choreographed for students of the
Yerevan Ballet Academy, the Vaganova Ballet Academy, and the Hungarian National Ballet Institute. In
2000, he worked as a choreographer's assistant on the staging of La Bayadére in Seoul. Twenty-five
years later, he undertakes the reconstruction of its missing sections.

Ludwig Minkus (1826-1917)

The composer whose melodies laid the foundation for numerous ballets created in the second half of
the 19™ century was long attributed to various nationalities. Researchers have recently clarified that
the vialinist-composer was born on 23 March 1826, in Vienna, the child of Theador Johann Minkus,
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born in Moravia, and Maria Franziska Eimann, born in Pest. The parents converted to the Catholic faith
upon their marriage, and the infant was baptized at St. Stephen’s Cathedral under the name Aloysius
Bernhard Philipp Minkus.

Very little is known about Minkus's childhood, but he seemingly absorbed the melodies of Vienna and
the waltz almost with his mother's milk. His musical career was supported by his family, and he soon
appeared befare the Viennese audience as a child prodigy and violin virtuoso. He began composing
at the Conservatory of the Society of Friends of Music, and shortly afterward, in 1846, he performed in
Pest-Buda as well. A few years of travel followed, then in 1852 he was offered a solo violinist position
at the Vienna Hofoper, which he declined in favour of an offer from Prince Nikolai Borisovich Yusupov
in Saint Petersburg. Thus, he arrived in what would become his second homeland - Russia - where,
from 1857, he composed ballet music for the imperial theatres, while also continuing his career as a
violinist and teaching.

From 1861, he served as concertmaster and conductor of the Bolshai Theatre in Moscow, and three
years later, he became a professor at the Moscow Conservatory’s violin department. In 1864, he wrote
his first three-act ballet for Saint-Léon, The Flame of Love, or The Salamander. This marked the
beginning of his friendship with the renowned French choreographer, who likely played a significant
role in Minkus being invited to compose ballets for Paris. Néméa (1864) and La Source (1866) - the
latter co-written with Delibes -were staged with Saint-Léon's choreography. It is likely that both the
choreographer's death and the emergence of the young Delibes brought Minkus's budding Parisian
career to a halt.

In Russia, however, his star rose ever higher after the 1869 premiere of Don Quixote. Among his nearly
25 works, it is La Bayadére that stands out the most. Its dramatic power and lyricism were met with
the highest acclaim even at the time of its creation. Interestingly, in the same year that La Bayadere
premiered, Tchaikovsky's Swan Lake was deemed undanceable by contemporary critics. In 1886, a
theatrical reform suddenly forced the 60-year-old composer into retirement, granting him only a
modest pension. He lived in Russia for five more years before moving back to Vienna with his wife.
In Vienna, Minkus sought opportunities with the Court Opera, but Gustav Mahler had no use for the
composer, considering his works outdated. By contrast, Josef Bayer's The Fairy Doll (1888), in a very
similar style, achieved great success in the imperial city.

The composer, in severely weakened physical condition, died at the age of 91, following the outbreak
of the Russian Revolution in 1917. In 1939, his grave was removed from the Débling Cemetery by
German-Austrian authorities due to his ,undesirable origin.” While the 20™ century held little regard
for Minkus's wark, his own era held him in high esteem. As Novosti i Birzhevaya Gazeta wrate in 1886:
“Minkuss name on a poster guaranteed an inexhaustible wealth of melody, brilliant orchestration, and
above all, stylistic unity in the music.”

Crnic Nika Kristina, Omarova Adema



Johann Wolfgang von Goethe:
The God and the Bayadere -
An Indian Legend

Mahadeva, Lord of earth

For the sixth time comes below,

As a man of mortal birth—

Like him, feeling joy and woe.

Hither loves he to repair,

And his power behind to leave;

If to punish or to spare,

Men as man hed fain perceive.

And when he the town as a trav'ller hath seen,
Observing the mighty, regarding the mean,
He quits it, to go on his journey, at eve.

He was leaving now the place,

When an outcast met his eyes,—

Fair in form, with painted face,—

Where some straggling dwellings rise.
,Maiden, hail!"="Thanks! welcome here!
Stay!—Il'join thee in the road.

Who art thou?"—"A Bayadere,

And this house is love's abode.”

The cymbal she hastens to play for the dance,
Well skilld in its mazes the sight to entrance,
Then by her with grace is the nosegay bestowd.

Then she draws him, as in play,

O'er the threshold eagerly:

Beauteous stranger, light as day

Thou shalt soon this cottage see.

[l refresh thee, if thou't tired,

And will bathe thy weary feet;

Take whate®er by thee's desired,

Toying, rest, or rapture sweet.'—

She busily seeks his feignd suffrings to ease;

Then smiles the Immortal; with pleasure
he sees

That with kindness a heart so corrupted
can beat.

And he makes her act the part

Of a slave; he's straight obey'd.

What at first had been but art,

Soon is nature in the maid.

By degrees the fruit we find,

Where the buds at first obtain;

When obedience fills the mind,

Love will never far remain.

But sharper and sharper the maiden to prove,

The Discerner of all things below and above,

Feigns pleasure, and horror, and maddening
pain.

And her painted cheeks he kisses,

And his vows her heart enthrall;

Feeling love's sharp pangs and blisses,
Soon her tears begin to fall.

At his feet she now must sink,

Not with thoughts of lust or gain—

And her slender members shrink,

And devoid of power remain.

And so the bright hours with gladness prepare
Their dark, pleasing veil of a texture so fair,
And over the couch softly, tranquilly reign.

Late she falls asleep, thus blessd,—

Early wakes, her slumbers fled,

And she finds the much-loved guest

On her bosom lying dead.

Screaming falls she on him there,

But, alas, too late to save!

And his rigid limbs they bear

Straightway to their fiery grave.

Then hears she the priests and the funeral
sang,

Then madly she runs, and she severs
the throng:

Why press tow'rd the pile thus? Why scream
thus, and rave?’

Then she sinks beside his bier,

And her screams through air resound:
.| must seek my spouse so dear,

E'en if in the grave he's bound.

Shall thase limbs of grace divine

Fall to ashes in my sight?

Mine he was! Yes, only mine!

An, one single blissful night!”

The priests chaunt in chorus: ,We bear out the
old,

When long they've been weary, and late they've
grown cold:

We bear out the young, tao, so thoughtless and
light.

,To thy priests’ commands give ear!

This one was thy husband ne‘er;

Live still as a Bayadere,

And no duty thou needst share.

To deaths silent realms fram life,

None but shades attend man's frame,

With the husband, none but wife,—

That is duty, that is fame.

Ye trumpets, your sacred lament haste to raise

0Oh, welcome, ye gods, the bright lustre of days!

0Oh, welcome to heaven the youth from the
flame!”

Thus increased her torments are

By the cruel, heartless quire;

And with arms outstretching far

Leaps she on the glowing pyre.

But the youth divine outsprings

From the flame with heav'nly grace,

And on high his flight he wings,

While his arms his love embrace.

In the sinner repentant the Godhead feels joy;
Immortals delight thus their might to employ.
Lost children to raise to a heavenly place.

Translated by Edgar Alfred Bowring

53



Rabindranath Tagore:

Upagupta

Upagupta, the disciple of Buddha, lay sleep in
the dust by the city wall of Mathura.

Lamps were all out, doors were all shut, and
stars were all hidden by the murky sky of August.

Whase feet were those tinkling with anklets,
touching his breast of a sudden?

He woke up startled, and a light from a woman's
lamp fell on his forgiving eyes.

It was dancing girl, starred with jewels, clouded
with a pale blue mantle, drunk with the wine of her youth.

She lowered her lamp and saw young face
austerely beautiful.

“Forgive me, young ascetic,” said the woman,
“graciously come to my house. The dusty earth
is not fit bed for you.”

The young ascetic answered, “Woman, go on your way;
when the time is ripe | will come to you.”

Suddenly the black night showed its teeth in a flash
of lightning.

The storm growled fram the corner of the sky, and
the woman trembled in fear of some unknown danger.

The branches of the wayside trees were aching with
blossom.

Gay notes of a flute came floating in the
warm spring air from a far.

The citizens had gone to the woods for the festival of
flowers.

From the mid sky gazed the full moon on the shadows
of the silent town.

The young ascetic was walking along the lonely street,
while overhead the love-sick koels urged from the mango
branches their sleepless plaint.

Upagupta passed through the city gates, and stood
at the base of the rampart.

What woman lay in the shadow of the wall at his
feet, struck with black pestilence, her body spotted
with sores, hurriedly driven away from the town?

The ascetic sat by her side, took her head on his
knees, and moistened her lips with water, and smeared
her body with balm.

“Who are you, merciful ane?" asked the woman.

“The time, at last, has come to visit you, and | am
here," replied the young ascetic.
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Kalidasa: The Malavikagnimitra
Excerpts

King. Oh, the perfection of her beauty in every posture!

For her face has long eyes and the splendour of autumn maon,

and her two arms are gracefully curved at the shoulders,

her chest is compact, having firm and swelling breasts,

her sides are as it were planed off, her waist may be spanned by the hand,
her hips slope elegantly, her feet have crooked toes,

her body is like the ideal conceived in the mind of the teacher of dancing.

Mdlavikd. My beloved is hard to obtain,

be thou without hope with respect to him, oh my heart!

Ha! the outer corner of my left eye throbs somewhat;

how this man, seen after a long time obtained?

My lord, consider that | am devoted to thee with ardent longing.

[..]

King (to himself). Ah! her beauty gains fresh splendour in every posture.
For her standing attitude, in whish she is placing on her hip her left hand,
the bracelet of which clings motionless at the wrist,

and making her other hand hang down loasely like a branch of gyaméa-tree,
and casting down her eye on the inlaid pavement

on which she is pushing about a flower with her toe,

and attitude in which the upper part of her body is upright,

is more attractive even than her dancing.

Translated by C. H. Tawney

Guerra Yago, Radziush Mikalai, Lee Soobin
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