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ALETT

MAGYAR NEMZETI BALETT
HUNGARIAN NATIONAL BALLET

balettigazgato artistic director
SOLYMOSI TAMAS

Marius Petipa / Alekszandr Gorszki
Kaszjan Golejzovszkij / Michael Messerer
Ludwig Minkus

Don Quijote

Don Quixote

Balett harom felvonasban Ballet in three acts

Miguel de Cervantes azonos cim(i regénye nyoman a szévegkdnyvet irta
Libretto after the novel of the same title by Miguel de Cervantes by MARIUS PETIPA
Koreografus Choreographer ALEKSZANDR GORSZKIJ, MARIUS PETIPA,
KASZJAN GOLEJZOVSZKIJ, MICHAEL MESSERER

Zeneszerzd Compose LuDwie MINKUS

Diszlettervezd Set designer ROZSA ISTVAN

Jelmeztervezd Costume designer ROMANYINGRA

Vilagitastervezd Lighting designer KIRK BOOKMAN

Betanito balettmesterek Répétiteurs OLGA SABADOSH, EVGENY PoPOV,
ANDRUSHKO ANNA, KSENIA OYVENTAL

Prébavezetd balettmesterek Company répétiteurs BALABAN CRISTINA,

MIRZOYAN ALBERT, PROKOFIEVA IRINA, SZAKACS ATTILA, SZIRB GYORGY

A Magyar Nemzeti Balettintézet névendékeit betanitotta Répétiteur of the

Hungarian National Ballet Institute KOVACS DENES

Don Quijote Don Quixote SZAKACS ATTILA / LECARPENTIER LEO /

KOBOR DEMETER

Sancho Panza ZHUKOV DMITRY / TOPOLANSZKY VINCE / SZEGO ANDRAS /
KOVTUN MAKSYM

Kitri MELNYIK TATYJANA / BECK MARIA / YAKOVLEVA MARIA /

GARCiA CARRIERA CLAUDIA

Basil KiyoTa MoToMI/ SCRIVENER Louls / TIMOFEEV DMITRY / RONAI ANDRAS
Espada RADZIUSH MIKALAI/ KEKALO IURII / ZHURILOV BoRIS /

MELNYIK VLAGYISZLAV

Mercedes CARULLA LEON JESSICA / FOLDILEA / STAROSTINA KRISTINA /
SHARIPOVA ELENA

Utcai tancoslany Street dancer POKHODNYKH ELLINA / SHARIPOVA ELENA /
SKRYPCHENKO OLHA / KOSYREVA DIANA

Gamache KERENYIMIKLOS DAVID / KOVTUN MAKSYM / ZHUKOV DMITRY
Kitri baratnéi Kitri's friends TAKAMORI MIYU / WAKABAYASHI YUKI /
FELMERY LILI / CHEKURASHVILI NUTSA / RADZIUSH YULIYA /

POKHODNYKH ELLINA / LI JINGXUAN

Lorenzo KOHARIISTVAN / MOLNAR DAvID / KERENYI MIKLOS DAVID
Cigany sz6l6 Gypsy solo FOLDILEA, MAJOROS BALAZS /

CARULLA LEON JESSICA / KOSYREVA DIANA, TARAN DUMITRU / TARASOVA
KATERYNA, MOLNAR DAvID

Amor Amor L1 JINGXUAN / TAKAMORI MIYU / WAKABAYASHI YUKI /
SOROKINA NADEZHDA

A driadok kiralynéje Queen of the dryads LEE SOOBIN / SKRYPCHENKO OLHA /
MUROMTSEVA GANNA / QUINTAO RACHEL



Pas de six sz6l6 lanyok Pas de six female solo SHARIPOVA ELENA /
MUROMTSEVA GANNA / KONSTANTINOVA ANASTASIIA / LEE SOOBIN /
CRNIC NIKA / CHEKURASHVILI NUTSA / CARULLA LEON JESSICA /
HORANYI ADRIENN

Pas de six lanyok Pas de six girls SOLOMON THEA / QUINTAO RACHEL /
HORANYI ADRIENN / OMAROVA ADEMA / OVCHARENKO STEFANIDA /
BARBAGLIA MATILDE NOEMI / KRUPP ANNA / SOROKINA NADEZHDA /
ROSELLILISA

Fandango sz6l6 Fandango solo KULIKOVA KSENIIA, KOBOR DEMETER /
SAWATZKI AGLAJA, MELNYIK VLAGYISZLAV / FOLDILEA, BARBIERI RAFFAELLO /
ADACHI YUIKO, KEKALO IURII

Kozremiikodik a Magyar Allami Operahaz Zenekara és a Magyar Nemzeti Balett,
valamint a Magyar Nemzeti Balettintézet ndvendékei
Featuring the Hungarian State Opera Orchestra, the Hungarian National Ballet,

and students of the Hungarian National Ballet Institute

Karmester Conductor PAUL CONNELLY

Bemutaté: 2016. november 19., Operahaz

Premiere: 19 November 2016, Opera House

,La Mancha egyik falujdban élt hajdan egy nemesember. (...) Hires volt arrdl, hogy Gres rdiban
- s(ires 6rdi ugyancsak gyakran akadtak - rendithetetlen hdsékrdl irt lovagregényeket olvasott.
(...) A kevés alvds és a sok olvasds eredménye az lett, hogy jozan itélékepességet teljesen
elvesztette mdr. Biivilésekrdl, pdrbajokrdl, csatakrdl, kihivasokrdl, sebekrdl, szerelmekrdl,
harci jo szerencsérdl s lovagi balsorsrdl dlmodozott. Eqgyszer aztdn az a furcsa gondolata
tamadt, hogy felcsap kébor lovagnak, Iéra (il és fegyveresen vildgnak indul, kalandokat keres,
s atéli mindazt, amit olvasmanyaiban a kébor lovagok; megtorol minden sérelmet, nem kertil
ki semmi veszedelmet, és 6rék hirnévre s dicsdségre tesz szert.(...) Négy dllé napig tindddtt
azon, hagy miképp nevezze a lovdt, mert hiszen régi, egyszerd neve nem maradhat meg. Végil
Rocinanténak nevezte. Errdl azonban eszébe jutott, hogy dnmagdnak is Uj nevet kell felvennie,

s egyheti Ujabb tinédés utdn Don Quijoténak keresztelte el magdt.”

(Részletek Cervantes Don Quijotéja I. részének 1. fejezetébdl)!

1 In: Miguel de Cervantes: Don Quijote. Radnti Miklos atdolgozésa. Osiris Kiadd, Budapest. 2006.



Cselekmény

Prolég
A lovagregényeket lelkesen falo Don Quijote nyakaba veszi a vilagot, hogy olyan héstette-
ket hajtson végre, melyek dicsseget hoznak nevének. Fegyverhordozojanak a jozan élet(i

Sancho Panzat fogadja, akinek nem kenyere az dlmodozas.

l. felvonas

Barcelonaban innepséq zajlik. Lorenzo fogados lanya, Kitri a borbellyal, Basillal kacérkodik.
Bar Basil szereti a lanyt, Lorenzo nem tartja méltonak a borbélyt Kitri kezére, és elkergeti

a férfit. A fogadds abban remenykedik, hogy lanyat Gamache, a gazdag nemes veszi majd

el, Kitri azonban nyiltan ellenszeqil apja akaratanak, és ebben két baratndje is tamogatja.

A mulatséag csucspontjan Don Quijote jelenik meg a téren, oldalan hi fegyverhordozoja-
val, Sancho Panzaval. A lovag a fogaddst egy vardrnak véli, és nagy tisztelettel kiszonti.
Larenzo hasanld modarban vélaszol, és meghivja Don Quijotét a fogaddjaba. Sancho Panza
a téren marad, de amikor néhany fiatal suhanc ugratni kezdi, Don Quijote azonnal szolgaja
segitségere siet.

Kitrit megpillantva a lovag Ggy véli, hogy szive hdlgyét, a gydnydr( Dulcineat latja, aki alma-
iban jelent meg neki. Kitri azonban megszdkik szerelmével, Basillal. Lorenzo, Gamache és

Don Quijote a nyomukba erednek.

Il. felvonas

1. kép

Larenzo, Gamache és Don Quijote egy ivaban talal Kitrire és Basilra, ahol Espada és baratndje,
Mercedes virtuoz tancot adnak el6. Lorenzo szeretné azonnal bejelenteni lanya és Gamache
eljegyzéset, am Basil - ahogy Kitrivel el6z6leg eltervezték - dngyilkossagot szinlel. A lany
kedvese ,holtteste” flott zokog. Don Quijote nemes érzelmektdl szitott felhaborodasaban
szivtelennek nevezi Lorenzat, és kardjaval fenyegetzve arra kényszeriti a férfit, hogy aldasat
adja lanya és a ,halott” borbély egybekelésére. Basil talpra szokken: elérte céljat, nem kell

hat tovabb halottnak tettetnie magat.

2. kép

A szélmalmok tdveében ciganytabor és utazé babszinhaz tanyazik. Don Quijote és Sancho
Panza jelenik meg. A babszinhaz direktora meghivja a lovagot az el6adasukra. A lovag feszillt
figyelemmel koveti a darabot, és - megfeledkezve arrdl, hogy csak szinhazat lat - kivont
karddal ront a szinpadra, hogy megvédje az oltalomra szorulokat. Miszlikre apritja a diszletet,
szétkergeti a babokat, majd a szélmalmat gonosz varazslonak hiszi, akit le kell gy6znie.

A malom eqyik lapatjaba kapaszkodva a magasba emelkedik, ahonnan a fdldre zuhan.

3. kép

A sebesdlt Don Quijote és hi fegyverhordozaja az erdében kaborolnak. A lovag szerint az
erdd tele van szornyekkel és driasokkal. Sancho Panza lefekteti urat aludni, és vizért siet.
Don Quijote almaban Gjra latja szive hélgyét, Dulcineat, akit Amor és driadok vesznek kérl.
Sancho Panza a vadaszatat félbeszakito hercegi par tarsasagaban tér vissza. Kdnyérogve
keri 6ket, hogy segitsenek Don Quijotén. A hercegi par meghivja a lovagot, hogy latogassa

meg Gket kastélyukban.

lll. felvonas

A hercegi kastélyban minden készen all Don Quijote méltd fogadasara. Miutan Sancho Panza

elmesélte Kitri és Basil beteljestilt szerelmének torténetét, a herceg és a hercegnd nagyvona-
tan felajanlja, hogy az ifju par lakodalmat a kastélyban dljék. Don Quijotét és Sancho Panzat

a kitlintetett vendégeknek jarg diszhelyre iltetik. Kezdetét veszi az iinnepi ceremadnia. Don

Quijote aldasat adja Kitri és Basil frigyere, melynek letrejottében maga is segédkezett. Az iin-

nepség folytatodik. Mindenki kdszonetét fejezi ki a hds lovagnak és hi fegyverhordozéjanak.



Foldi Lea

Cervantes buskepu lovagja

Az idén éppen 400 éve elhunyt Miguel de Cervantes (1547-1616) kalandos élet férfi volt: fia-
talon megsebesitett egy epitémestert, ezért menekilnie kellett hazajabdl, Spanyolorszaghol.
Ezt kdvetden egy spanyol biboros pohéarnaka lett Italiaban, majd harcolt a lepantoi csataban,
késdbb egy hajouton kaldzok fogsagaba esett, akik eladtak az algiri pasanak, akinél évekig

raboskodott. Szabadulasa utan Spanyolorszagba visszatérve hivatalnok (terménybehajto

és vamszedd) lett, azonban tobbszar meggyiilt a baja a hatosagokkal, és gyilkossag, illetve

lopas vadjaval tobb alkalommal bortonbe kerdlt. Mivel tisztességes” munkaval nem sikeriilt

meggazdagodnia, iroként probalt érvényestilni. 1580 utan irta mlveinek nagy részet: elsé-
sorban prozai és dramai miveket. A vart (anyagi) siker azonban elmaradt. A La Mancha-i

grofsagban toltott bortonbintetése alatt Gj téma fogant meg benne, mely vegil Az elmés

nemes Don Quijote de La Mancha cimen, 1605-ben jelent meg kdnyv formajaban Madridban.
Cervantes mivének féhdse eqy lovagregényeket falg, sajat fantaziavilagaban élg vidéki

hidalgd?, aki az olvasmanyok hatasara maga is kabor lovagnak all: sajat magat Don Quijote

de la Manchanak, rozoga gebéjét Rocinanténak kereszteli el, kivalaszt szive hdlgyének egy
parasztlanyt, akit a magasztosan hangzd Dulcineanak nevez és felruhdz mindenféle nemesi

tulajdonsaggal, fegyverhordozdnak felfogadja az egyszer( észjarast szomszéd parasztot,
Sancho Panzat, akivel Utra kel, hogy védelmezze az elesetteket, szembeszalljon minden

veszedelemmel, és 6rok hirnévre és dicsdségre tegyen szert. Kalandjai soran azonban rendre

kdzonséges dolgokat vél ellenfélnek vagy éppen csodalatos Iénynek: a szélmalmot 6riasnak

nézi, aranysisaknak vel egy réztanyért, johiszemiségeben gonosztevd galyarabokat szabadit

fel, és a kalandok végén rendre porul jar. Don Quijote alakja az 6rok illiziok és reménytelen

kiizdelmek, ,szélmalomharcok” allegoriaja lett.

A konyv olyan nagy népszeriiségre tett szert, hogy egy masik ird, Alonso Fernandez de

Avellaneda alattomban megirta a tortenet folytatasat. Ennek hatasara latott neki Cervantes

amd folytatasanak: a ,hiteles” masodik rész 1615-ben jelent meg.

2 hidalge: kbzépkori spanyol kisnemes




A Don Quijote szerz6je mit sem sejtett arrol, hogy nem ,csupan” egy nepszer( alvasmanyt irt,
hanem az egyik legnagyobb hatast irodalmi alkotast, amit egyben az els6 modern eurdpai
regénykent tartanak szamon.

Don Quijote alakjat a mlivészet megannyi tertiletén feldolgoztak, ezek kozil a legfontosabbak:
- F. B. Conti: Don Quijote Sierra Morendban (Don Chisciotte in Sierra Morena, opera, 1719)

« G.P. Telemann: Don Quichotte auf der Hochzeit des Comacho (opera, 1761)

« G.P. Telemann: Don Quijote-burleszk (Bourlesque de Quixotte, zenekari szvit, 1761)

« R. Strauss: Don Quijote, op. 35 (Don Quixote, szimfonikus koltemény, 1898)

« J. Massenet: Don Quijote (Don Quichotte, opera, 1910)

« Maurice Elvey: Don Quijote (Don Quixote, brit némafilm, 1923)

« M. A. Bulgakov: Don Quijote ( [Jor Kuxom, szindarab, 1932)

« P.Picasso: Don Quijote (Don Quixate, szkeccs, 1955)

« D.Wasserman /M. Leigh / J. Darion: La Mancha lovagja (Man of La Mancha, musical, 1964)

« A Hiller: La Mancha lovagja (Man of La Mancha, amerikai-olasz film, 1972)

« A. Teno: Don Quijote (Don Quixote, bronz-szabar, 1976)

« C. Halffter: Don Quijote (Don Quixote, opera, 2000)

Don Quijote a balettszinpadon

A Don Quijote mint téma termeszetesen a tancszinpadot sem keriilte el. Mar 1740-tdl Eurdpa-
szerte kesziltek a torténetbdl baletteldadasok: Franz Hilverding, Jean-Georges Noverre, Charles

Didelot, James Harvey D'Egville, Paulo Taglioni is kareografalt belgle balettet. Az els6, az utdkor
szamara fennmaradt, igazan hires balettel6adast Marius Petipa koreografijaban, Ludwig

Minkus zenéjére mutattak be 1869. december 26-an a moszkvai Bolsoj Szinhazban. A balett

cselekményenek alapjat Cervantes lovagregénye masodik részének par fejezete és eleme adta:
az eldadas vazat Camache (Gamache) és Quiteira (Kitri) eskiivéjének meghitisulasa, és Quiteira

(Kitri) és Basilio (Basil) szerelmének torténete adja. De megjelenik az eldadasban a babszinha-
zas és a hires szélmalmos epizad, tovabba feltlnik benne szamos egyéb, emblematikus elem

a fényes sisaknak vélt borbélytaltdl Sancho Panza szamaraig és tarisznyajaig.

Petipa két évvel késdbb, 1871. november 21-én sokkal diszesebb kiallitasban, j valtozatban

allitotta szinpadra a balettet Szentpétervaratt. Az alkotd valtoztatasokat eszkdzolt az (j eldadas

librettojan: Kitri s Dulcinea szerepe dsszeolvadt; Petipa két Uj karaktert hozott a torténetbe:

a hercegi part, akinek kastélya egyben 0] helyszinil szolgalt az utolso felvonashoz; Basilio

al-ongyilkassagat a lll. felvonasbdl a I1-ba, a Malom-jelenet elé tette; és megvaltozott a darab

befejezése is: Don Quijote és a Fehér Hold lovagjanak parbaja es az eredeti keretjaték befe-
jez6 része helyett az (j epilogusban a lovag és fegyverhordozoja az eskiivd utan Uj kalandok

reményében ismét tra kelnek.

Mintegy 30 évvel ezutan Petipa egyik tanitvanya, Alekszandr Gorszkij készitett j elGadast

a Bolsojban mestere koreografiaja alapjan. Gorszkij engedélyt kapott arra, hogy amennyiben

szliksegesnek tartja, valtoztatasokat eszkdzoljon a mivon. Mig Petipa el6adésa bévelkedett

a cselekményhez nem kiiléndsebben kapcsolado divertissement-okban és karaktertancokban,
Gorszkij valtozata mar Ujfajta latasmadot képviselt. A moszkvai Mivesz Szinhaz ket vezetdjének,
Konsztantyin Sztanyiszlavszkij és Viagyimir Nyemiravics-Dancsenka szinhazi esztétikajatol ins-
piralva a dramai egységre és a realista hatasra tdrekedett: célja az volt, hogy valodi, dramatikus

balettm(ivé emelje a darabot. A szentpétervari Petipa-balett librettojat és zenejét megtartotta,
ahogy a koreogréfiak dantd tobbséget is, de Petipa funkcio nélkli divertissement-jait igyekezett

a cselekmény szbvetébe integralni, tancosait pedig arra buzditotta, hogy mindvégig az altaluk
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alakitott karakterek motivacioit keressék, a tanccal és mimikaval pedig valds érzelmeket igyekez-
zenek kozvetiteni. Petipa szigord, szabalyos, szimmetrikus corps de ballet alakzatait megbontotta,
és minden tanckari tag 6nallo feladatot kapott, hagy egy életszerd, vibrald témeget sikertiljon meg-
eleveniteniiik. Gorszkij Uj tancokat illesztett a mibe: Anton Siman zenéjére a driadok Kiralynjének

koreografalt egy szOlot, illetve egy spanyol tancot illesztett az utolso jelenetbe. Kansztantyin

Karovin és Alekszandr Golovin életszerd diszlete és jelmezei szintén mer6ben Ujszeriien hatottak.
Az1900. december 6-i premiert kdvetden a korabeli kritika értetlendl allt az j produkcit vakmerd

(jitasai eldtt, és tamadtak a darabot, annak dekadens mivoltéra hivatkozva, amely a magasztos

miivészetrdl alkotott képpel dsszeegyeztethetetlennek tlint, tovabba ,méltatlannak a balett szin-
padara”. A moszkvai néz6szam viszont emelkedni kezdett. A balettet Gorszkij Szentpétervarott

is szinpadra allitotta; a bemutatot 1902. janudr 20-4n tartottak. Ehhez a véltozathoz Riccardo

Drigo zeneszerz6 muzsikajara koreografalt Gorszkij két Uj szalot Matilda Kseszinszkaja szamara:

a legyezds tancot a zard pas de deux-ben, illetve a szoldt, amikor Kitri Dulcineakent jelenik meg

Don Quijote dlmaban a II. felvonashan. Gorszkij igy nyilatkozott a szentpétervari premier apro-
péjan: ,A baletteldaddsok tradiciondlis szinpadra dllitdsdtol az én rendezéseim abban térnek el,
hogy a szinpadon ndlam folyamatos a témeg mozgatdsa, eredeti megolddsokkal tarkitva, végtére

is nem vagyok hajlandé semmiféle szimmetridnak aldvetni magam. Taldn egyetértenek velem,
hagy mennyire unalmas latvany, mikor a szinpad két oldaldn hajszdlra ugyanaz zajlik - itt is, ott

is ugyanazt a csoportképet alkotjak, ugyanazokat a Iépéseket Iépik. llyen kdrdlmények kézdtt kar
a nyakunkat megerditetni azzal, hogy elforditsuk a fejlinket és megnézziik, mi jatszddik a szinpad

jobb oldaldn, hiszen ott eqy az egyben a baloldali térténés megismétlését Idtndnk. Ellenben ndlam

egészen mdst tancolnak jobb irdnyba és mdst bal fele, és egy harmadik verzidt a szinpad hatteré-
ben."” A produkciot sem Petipa, sem a balettrajongok nem fogadtak kedvezden a cari févarosban:

az altalanos vélekedés az volt, hagy Gorszkij meggyaldzta tanaranak mestermvet.

Ez azonban nem allitatta meg a Don (uijotét hadito Utjan: az 1917-es forradalom utan, a szov-
jet cenzlraideje alatt is méisoron maradhatott; a Bolsojnak és a leningradi Kirov Szinhaznak®

is allando repertoardarabjava valt. Moszkvaban 1340-ben Rosztyiszlav Zaharov és Kaszjan

Golejzovszkij Ujitotta fel a mdvet, melybe Uj zenei anyagok keriiltek Vaszilij Szolovjev-Szedoj

zeneszerzd jovoltabol. Leningradban 1923-ban Fjodor Lopuhov, 1946-ban pedig Pjotr Guszev

allitotta szinpadra a mdvet, Jurij Szlonyimszkij altal tirt cselekménnyel.

3 Kirov Szinhaz: korabbi nevén a Cari Mariinkszij Szinhaz Szentpetervarott. Mai nevén: Allami Akadémiai Mariinszkij Szinhaz.

A nyugati vilagban viszonylag kés6n sziiletett meg a regény elsd balett-adaptacicja. Az els6
fontos valtozat, amirdl emlitést kell tenni, Ninette de Valois 1950-es sajat koreografiaja a lon-
doni Royal Ballet szamara. 1965-ben George Balanchine készitette el 6nallo, madern feldol-
gozasat a New York City Ballet szamara, Nicolas Nabokav zengjére. 1966-ban Rudolf Nurejev
vitte a Bécsi Opera szinpadara a maga valtozatat, Minkus zenéjének John Lanchbery éltal
keészitett atirataban. 1980-ban Mihail Barisnyikov is elkészitette sajat valtozatat Petipa és
Gorszkij mive alapjan az American Ballet Theatre szamara. 2013-ban Carlos Acosta ko-
reografalt 4j produkcict a londoni Royal Opera House szamara, Martin Yates zenei atiratara.
A szentpétervari Mihajlovszkij Szinhazban 1996. november 21-én mutattak be eldszor a Petipa-
Gorszkij-féle el6adast, amit 2012. aprilis T1-én Michael Messerer 4tdolgozasaban tliztek md-
sorra. 2013-ban az orosz mester a Romai Opera balettegylttesével is szinre vitte a produkciot.
Messerer mdveszi torekvése, hogy az Ujonnan szinpadra allitott produkciok is harmonizal-
janak az eredeti md stilusaval. A Don (uijotéban azonban nehéz egységes stilust felfedez-
ni, hiszen a darab alakitasaban tobb generdcio is részt vett. Michael Messerer valtozata
a moszkvai produkciat orokiti tovabb - azt az 1940-es eldadast, amelybe példaul Kaszjan

Golejzovszkij zsenidlis ciganytanca ker(ilt Uj elemként.

,A Don Quijote a balettdrdma ragyogd példdja. Nehéz nem észrevenni, hogy Gorszkij @ moszk-

vai Mivész Szinhdz hatdsa alatt volt. A tovdbbiakban a kévetdi is igyekeztek betartani
a balettdramaisdg szabdlyait. Ezért a Don Quijote nem egyszerden egy balett, hanem egy
drdmajaték elemeivel tarkitott eléadds, amelyben természetesen rengeteg tdnc kapott helyet.
Ezt a formdt kell tovabbvinni” - nyilatkozta Messerer 2012-ben a Mihajlovszkij Szinhaz-beli

eldadasa kapcsan.



Takamori Miyu, Szirb Gyérgy

Mult és jelen talalkozasa -
az alkotok

Ludwig Minkus (1826-1917)
A hegedimivész-komponista 1826. marcius 23-an latta meg a napvilagot Bécsben egy morva-
orszagi apa, Theodor Johann Minkus es egy Pesten sziiletett anya, Maria Franziska Eimann gyer-
mekekent. Minkus szinte az anyatejjel szivta magaba Bécs es a keringd dallamait, és csakhamar
heged(virtudz csodagyerekkent léphetett a bécsi kozonség elé. Komponalni a Zenebaratok
Tarsasaganak Konzervatoriumaban kezdett, és nem sokkal ezutan, 1846-ban Pest-Budan is
bemutatkozott. Néhany év utazgatas utén, 1852-ben felajanlottak neki a bécsi Hofoper sz6-
l6heged(si allasat, 6 azonban Nyikolaj Boriszovics Juszupov herceg szentpétervari ajanlatat
fogadta el. igy keriilt Oroszorszagba, ahol 1857-t6l irt balettzenéket a cari szinhazak részére,
emellett folytatta heged(im(ivészi karrierjét és tanitott is. 1864-ben irta elsd haromfelvonasos
balettjet Saint-Léon koreografus szamara A szerelem ldngja, avagy A szalamandra cimmel.
Saint-Léon halala és a fiatal komponista, Delibes megjelenése hamarosan véeget vetett
Minkus parizsi karrierjenek. Oroszorszagban, ,masodik hazajaban” viszont a Don (uijote
1869-es bemutatdja utan egyre magasabbra emelkedett a csillaga. Legnagyobb sikerét
A bajadérral aratta. 1886-ban egy szinhazi reform miatt hirtelen nyugdijaztak az akkor 60
éves zeneszerz(t, aki ot évvel késdbb feleségével visszakoltdzott Bécsbe. Az udvari operanal
Mahler nem tartott igényt a szolgalataira. Minkust 91 éves koraban érte a halal. Sirjat 1939-
ben a német-osztrak hatosagok zsidg szarmazasa miatt eltavolitottak a doblingi temetdbdl.
(Gara Mdrk)

Marius Petipa (1818-1910)

Amikor 1847-ben Marius Petipa megérkezett Oroszorszagba, senki sem gondolta rola, hogy
egyszer egy egész korszakot fémjeleznek majd a nevével. Az 1818-ban Marseille-ben szi-
letett fiatalember csaladjaban szinte mindenki tancolt. Marius Petipat els6sorban kivald
karaktertancoskent tartottak nyilvan, ezért az elsé tancosi kinevezés a szentpétervari

Nagy Szinhazban szinte felilmulhatatlan sikert jelentett szamara. 1862-ben mutatta be



elsd igazan nagy visszhangot kelt6 balettjét, A fdrad Idnydt Cesare Pugni zengjére. Petipa
igazi koreografusi kiteljesedése 1869-t6l kezdddott, amikor vezet( balettmesternek neveztek
ki a szentpétervari cari szinhazaknal. Evente tobb balettet is szinpadra allitott: ezek kizott
volt olyan, amelyet izlésének megfelelden (akar tobbszor is) atkoreografalt az évek alatt
(pl. A kaloz, a Giselle és az Esmeralda), illetve szamos teljesen (] balettje is sziiletett, mint
a Don Quijote (1869), A bajadér (1877) vagy a Rajmonda (1898), hogy a Csajkovszkijjal vald
egylttmiikadésébdl szarmazo miiveket (Csipkerdzsika, A diétdrd, A hattydk tava) most ne
is emlitsiik.

Petipa balettjeiben a romantikus stilusjegyek mellett szamos Ujdonsag bukkant fel. Egyre
tobb lett a tanc, amely szinte alig vagy egyaltalan nem szolgalta a cselekmenyt. Ezekben
a divertissement-okban (cselekmény nélkili tancfolyamokban’) gyakran karaktertanco-
kat f(izott egymas utan, amelyekben a kiilonb6z6 népek stilizalt tancai jelentek meg, vagy
killonhdz6 karakterek vonultak fel. Petipa a karaktertancok igazi szakertdje lett, részben
azért, mert maga is karaktertancos volt, masrészt palyaja kezdeten Eurdpa jelentds reszét
beutazta, és hosszabb idét toltott olyan vidékeken (pl. Spanyolorszagban), amelyek gazdag
tanckinccsel rendelkeztek. El6adasaiban az igazi sztarok természetesen tovabbra is az elsé
tancosok maradtak, akik a klasszikaban megsziiletd, négy részbdl allo pas de deux-kben
(kettdstkben) illetve szolgikban csilloghattak. Variacidikban a vezetd szdlistak technikai
tudasuk legjavat adtak, mikdzben a tanckar és a statisztéria a hattérben maradt, ezzel is
kiemelve a produkciojukat. Petipa kiildndsen kedvelte és hasznalta a tanckar és a szélistak
ellenpontozasaban rejld lehetdségeket, és ehhez a nagy Iétszam( tanckart gyakran papiron
eldzetesen megrajzolt mértani formakba rendezte.

Eredeti romantikus funkcidjatel megszabaditva a ,fehér balett” is atker(ilt Petipa mveibe:
a mester mindig talalt lehetdseget arra, hogy a nagy létszamu, fehérbe 61tozétt ndi tnckar
természetfeletti lényeket (najadok, driadok, nimfak) tancoljon a szinpadon. Mig a romantika
idején azonban a fehér ruhas természetfeletti ndalakok (pl. szilfidek, villik) a torténethez
nélkilozhetetlenek voltak, addig a klasszika idején csak kiilonbdzd - jobbara mondvacsi-
nalt - okokkal kapcsoltak Gket a torténethez. igy példaul Don Quijote a szélmalomharcban
elszenvedett sériilése utani latomasaban pillantja meg a driddok kozott imadott Dulcineajat.
Petipa egyértelmien a 19. szazad gyermeke volt: szamara a tanc szépsége és a mozdulatok

kecsesseége volt a legfontosabb, minden mast ezeknek rendelt ala. A tanctorténet gy tartja,
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hogy a Vardzstiikér cimd balettje 1903-ban mar egyertelm( bukas volt - hidnyzott a sikerhez
az alkotok egylttmUkddése, mivel a balettrdl alkotott elképzeléseik gyokeresen kildnboztek.
Az1900-as évek els6 dekadjaban ugrasra készen alltak Petipa ,tronfosztasara” azok
a fiatalok, akik Ujat akartak. Alekszandr Garszkij Moszkvaban szabta at a nagy mester da-
rabjait, Mihail Fokin tancosként kezdett j utakat keresni, Szergej Gyagilev pedig esztétikai
forradalmat inditott el szertedgazd tevekenységével. Az Orosz Balett Gjszer torekvéseivel
kezdetben Petipa uralmanak eredményeit tamadta, viszont egyik legnagyobb vivmanya
éppen az lett, hogy Nyugat-Eurdpaban és Amerikaban a balett tjra a nyugati kultdra szerves
reszéve valt. Ezt Petipa mar nem érhette meg: 92 éves koraban, 1910-ben, a Krimben halt
meg. Neve mar életében dsszefarrt a balettel, mvei pedig ma egyet jelentenek a klasszikus
hagyomannyal.

(Gara Mdrk)

Alekszandr Gorszkij (1871-1924)

A19. és 20. szazad fordulojan a balettélet kzpontja a birodalmi fdvéros, Szentpétervar volt;
ezzel szemben a mai orosz fdvarosban, Moszkvaban viszont nem allt tdl szilard labakon
amifaj. A Bolsoj Balett fellendiilését annak a véletlennek kiszonhetjik, hogy egy bizonyos
Alekszandr Gorszkij jelen volt lanytestvere balettfelvételijen. A kereskedelmi iskola helyett,
ahova a szillei szantak, végiil 6 maga is a szentpétervari balettiskola nvendéke lett, ahol
tanara volt tobbek kozt Marius Petipa is. Tanulmanyai befejeztével a szentpétervari Cari
Balett tanckaraban kezdte palyafutasat, hat évvel késébb pedig mar szélotancos volt. 1896-
tol alma matere tanara lett. Tokéletesitette és beépitette a tanrendbe Vlagyimir Sztyepanov
mozdulatlejegyz6-madszerét, amelynek segitségével hitelesen meg lehetett drizni az egyes
kivant a moszkvai balettjatszas igencsak gyenge szinvonalan, ezért misorra t(izték Petipa
Csipkerdzsikdjat, amely Moszkvaban korabban nem volt lathatd. A betanitassal Gorszkijt
biztak meg, aki a Sztyepanov-madszer alapjan, minddssze par hét alatt allitotta szinpadra
a koreografiat 1899 elején. 1900 szeptemberében elsd tancosnak neveztek ki Pétervarott,
de nyolc nappal kés6bb athelyezték a Bolsojba igazgatai és rendezi mindségben, feladata
pedig a moszkvai balett fellenditése volt. Garszkijra nagy hatassal volt a nem oly régéta md-

kddd moszkvai Miivesz Szinhaz, és az azt vezetd Sztanyiszlavszkij és Nyemirovics-Dancsenko



szinhazi latasmodija, amely dontden befolyasolta mivészi torekvéseit: szakitani kivant a tal-
misztifikaltnak tartott kanonnal, és realisztikus balettdramak Iétrehozasan munkalkodott.

Gorszkij onallo kareografusként a Petipa-féle Don Quijotéval debiitalt 1900-ban, majd egy

évvel kés6bb tjragondolta A hattydk tavat, melynek eredeti, Rejzinger-féle véltozata megbu-
kott 1877-ben, és azota nem is tdzték mlisorra Moszkvaban. 1904-t6l Gorszkij rendszeresen

tanitott a Bolsoj balettiskolajaban; célja pedagdguskent az volt, hogy a novendékeket egyéni,
kreativ stilus kifejlesztésére dsztdndzze. (Allitdlag az is neki kiszénhets, hogy a korabban

altalanos hegedtikiséret helyett zongoramuzsikéara gyakoroltak.)

Késdbb sajat rendezésében szinpadra kerilt a Giselle, A pupos lovacska, A sevillai borbély,
avagy A hiabavald elévigydzatossdg, a Rajmonda, A kaldz, A bajadér, A diotérd, tovabba sajat
produkcici is: tobbek kozt a Gudula ldnya, Az arany halacska, a Salammbo, a Nur és Anitra,
A szerelem gyors, a Schubertiana, a Tamara. Gorszkij el6adasai eseményszamba mentek

Moszkva akkori mlvészeti életeben. Siker(lt elérnie, amiért Szentpétervar a Bolsoj élére kije-
6lte: a moszkvai balettélet pezsegni kezdett.

Az évek soran mentalis betegséq jelentkezett nala; 54 évesen hunyt el egy elmegydgyintézetben.

Michael Messerer

A vilag egyik legjobb balett-tanaraként szamontartott Michael Messerer tancos csalad-
ba szilletett Moszkvaban, ahol elsbb a Bolsoj balettiskol&jaban tancosnak, majd az Allami
Balettintézetben tanarnak tanult. Jo ideje Nyugaton él és dolgozik; klasszikus balett-ta-
nitasi modszerében az orosz és a nyugati balett legjobb pedagogiai hagyomanyait 6tvozi.
Nemzetkdzi vendeégtanarként a vilag szamos tarsulata hivja meg rendszeresen, mester-
kurzusokat tartott a kdvetkez6 egytitteseknél: American Ballet Theatre, Périzsi Opera, Kirov-
Mariinszkij Balett, Maurice Béjart Ballet, Monte Carlo Ballet, Australian Ballet, Berlini Balett,
Miincheni Balett, Stuttgarti Balett, Lipcsei Balett, Diisseldorfi Balett, Tokioi Balett, Bécsi
Operahaz, milanci Teatro alla Scala, Romai Operahaz, napolyi Teatro San Carlo, Firenzei
Operahaz, toringi Teatro Reqgi, veranai Teatro Arena, Buenos Aires-i Teatro Colon, moszkvai
Sztanyiszlavszkij Balett, English National Ballet, Birmingham Royal Ballet, Royal Danish Ballet,
Royal Swedish Ballet, Goteborg Balett, Cullberg Ballet, Chicago Ballet, Turkish State Ballet,
Magyar Nemzeti Balett, Marseilles-i Nemzeti Balett, tovabba iskolakban is tanit: Royal Ballet

Schaol, English National Ballet Schoal, Australian Ballet Schoal, a Teatro alla Scala iskoldja.
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Tobb mint 25 éve dolgozik a Londoni Kiralyi Operahazban a Royal Ballet vendég balettmeste-
reként, 2009 6ta a Mihajlovszkij Szinhaz vezet6 balettmestere. 2009-ben Alekszandr Gorszkij
Vahtang Csabukiani Laurencidjdnak feltjitasat vilagpremierként vitte szinre. A Mihajlovszkij
Szinhazban 2012-ben elkészitette A bajadért és a Don Quijotét, 2013-ban Vaszilij Vajnonentdl
a Pdrizs langjait Ujitotta fel, 2015-ben pedig A kaldzt &llitotta szinpadra Marius Petipa és
Konsztantyin Szergejev nyoman. Rendszeresen dolgozik a Magyar Nemzeti Balettel is, a
Don Qujiote 2016-0s operahazi premierje utan a Laurencia (2020) és a Pdrizs ldngjai (2021)

cim( produkcitkat vitte szinre az OPERA balett-tarsulataval.
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Interju Michael Messererrel

A Magyar Nemzeti Balett az 1997-es, Petipa-Bregvadze-Harangozo-
Pongor-Fajth-Minkus-féle eléadas utan 2016-ban masodik alkalom-
mal tiizte a Don Quijotét miisorara, amit ezuttal a vilaghirii balettmester,
Michael Messerer allitott szinpadra Solymosi Tamas felkérésére. Messerer
2012-ben mutatta be elészor a Petipa-Gorszkij-Minkus-féle Don Quijotét a
szentpétervari Mihajlovszkij Szinhazban; az el6adast azéta is oriasi sikerrel
jatsszak Oroszorszagban és kiilfoldi turnékon egyarant, és Messerer azéta

tobb egyiittes szamara is betanitotta.

Mikor latta el6szor a Don Quijotét balettszinpadon?

Gyerekkarombol 6rzém az elsd emléket: elsds voltam a Bolsoj balettiskolajaban, amikor
elészdr lathattam a szinhazban az eldadast, és nem sokkal késébb ram biztak a kis kukta
szerepet az |. felvonasban. Felejthetetlen élmény volt Olga Lepesinszkajat és Gennagyij

Legyah-t latni a szinpadon.

Milyen volt évtizedekkel késdbb alkotoként talalkozni a miivel? Mik voltak
azok az elemek, amiket meg akart valtoztatni?

Amikor Gjra lttam a Bolsojban a darabot a 2000-es évek elején, radébbentem, hogy az iddk
soran sok minden elfelejt6datt abbol a valtozatbol, amit Moszkvaban megismertem. Ebben
szerepe volt persze a tancosoknak is, akik sokszor tllzottan a maguk feje utan mentek.
Vissza szerettem volna tehat allitani sok részletét annak a produkcionak, amit diakkent, majd
tancasként ismertem a Bolsojbol. Erre 2012-ben a Mihajlovszkij Szinhazban lehetdségem
is nyilt. Alkalmazkodnom kellett ugyan az ottani kérilményekhez: a Mihajlovszkij szinpada
ugyanis kisebb, mint a Bolsojé vagy a Mariinszkijé. Ezutan 2013-ban a Romai Operahaz,
par hanappal ezel6tt pedig a Novoszibirszki Operahaz balettegyiittese szamara allitottam
szinpadra Ujra a mUvet Jevegnyij Popov s Anna Razenko segitségével, akik itt, Budapesten

is velem dolgoznak.

2%

Hogyan sziiletett a mostani budapesti valtozat?

Solymosi Tamas latta a romai eldadast, és felkért, hogy készitsem el a Don Quijotét
Budapesten is. Teljesen Uj diszletben és jelmezekkel készil a darab. Az volt a kérésem
Rdzsa Istvan diszlettervezd és Romanyi Naora jelmeztervezd felé, hogy egy spanyol rene-
szansz-kori, humoros, tradicionalis el6adashoz dlmodjanak latvanyt, és keriiljék a tdl harsany,
groteszk megoldasakat. A koreografiaban ezdttal is csak aprosagokon valtoztattam, amit
egyrészt az Operahaz szinpadanak eltéré mérete, illetve a tancosok egyénisége indokolt.
Valtoztattam az eqgyik szolovariacion a romai el6adashoz képest, ami abban az elemében
eltért a Mihajlovszkij-beli balettdl is; illetve van egy plusz sz6l6 a budapesti valtozatban, de ez
csak apro valtoztatas. Alapvetden az 1940-es moszkvai el6adast allitom szinpadra, amelyben
Petipa és Gorszkij balettjéhez Rosztyiszlav Zaharov és Kaszjan Golejzovszkij is hozzatettek
tancokat - példaul a hires ciganytancat. Ritka a vilagban, hogy ennyi szereposztassal menjen
egy baletteldadas, raadasul ilyen kivalg szolatancosakkal. Jo ideje figyelemmel kisérem
a Magyar Nemzeti Balett munkajat, és orémmel latom, hogy egyre magasabb szinvanalon

teljesit és nagyon megerdsddott az egész tarsulat.

Az interjlt készitette: Kenesey Judit



Kovtun Maksym és a Magyar Nemzeti Balett tanckara / corps de ballet of the Hungarian National Ballet



“In a village of La Mancha, there lived not long since a gentleman. (...) You must know, then,
that the above-named gentleman whenever he was at leisure (which was mostly all the year
round) gave himself up to reading books of chivalry. (...) His fancy grew full of what he used
to read about in his books, enchantments, quarrels, battles, challenges, wounds, waoings,
loves, agonies, and all sorts of impassible nonsense. (...) In short, his wits being quite gone,
he hit upon the strangest notion that ever @ madman in this world hit upon, and that was
that he fancied it was right and requisite, as well for the support of his awn honour as for
the service of his country, that he should make a knight-errant of himself, roaming the world
over in full armour and on harseback in quest of adventures, and putting in practice himself
all that he had read of as being the usual practices of knights-errant; righting every kind of
wrong, and exposing himself to peril and danger from which, in the issue, he was to reap
eternal renown and fame. (...) Four days were spent in thinking what name to give his horse,
because (as he said to himself) it was not right that a horse belonging to a knight so famous,
and ane with such merits of his own, should be without some distinctive name. (...) And so,
he decided upon calling him Rocinante. (...) Having got a name for his horse so much to his
taste, he was anxious to get one for himself, and he was eight days more pandering over this
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point, till at last he made up his mind to call himself ‘Don Quixote’

(Excerpts from Cervantes’s Don Quixate, Part I, Chapter 1)



Synopsis

Prologue
Don Quixate, a habitual reader of chivalric romances, sets off inta the world in order to
perform feats that will bring glory to his name. To serve as his squire, he chooses Sancho

Panza, a man of sober outlook wha is not prone to flights of fancy.

Act1

Barcelona is alive with festivity. Kitri, daughter of the innkeeper Lorenzo, is flirting with Basil,
the barber. Although Basil is in love with Kitri, Lorenzo considers the barber an unsuitable
match for his daughter and chases him away, hoping instead to have Kitri marry Gamache, a
rich nobleman. Kitri refuses outright to submit to her father's will, and she has the support of
twao girlfriends in this.

At the height of the merriment, Don Quixote appears in the square, accompanied by his
squire, Sancho Panza. Catching sight of the innkeeper, Don Quixote mistakes him for the
lord of a castle and greets him with great respect. Lorenzo responds in a similar manner
and invites Don Quixote into the inn. Sancho Panza remains in the square. When some
young people start to mock Sancho, Don Quixote immediately hurries to his squire’s defence.
Seeing Kitri, Don Quixate mistakes her for the beautiful Dulcinea, whom he has seen in his
dreams and chosen as “the lady of his heart". But Kitri disappears. She has run off with Basil.

Lorenzo, Gamache, and Don Quixote set out to look for her.

Act2

Scene 1

Kitri and Basil are discovered in a tavern by Lorenzo, Gamache, and Don Quixote. Here,
Espada and his girlfriend, Mercedes, perform a virtuoso dance. Lorenzo wishes to make
an immediate announcement of the betrothal of Kitri to Gamache, but Basil, by agreement
with Kitri, pretends to commit suicide. Kitri sobs over the body of her sweetheart. Don
Quixate, overcome by noble indignation, accuses Lorenzo of heartlessness and, threaten-

ing him with his sword, forces him to agree to his daughter’s marriage to the “deceased”
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barber. Basil jumps to his feet - having achieved his aim, there is no longer any point in

pretending to be dead.

Scene 2

By the windmills, there is a Gypsy encampment and a travelling puppet theatre. Don Quixote
and Sancho soon appear on the scene. The owner of the puppet theatre invites Don Quixote
to watch a show. Don Quixote follows the performance with rapt attention and, forgetting it is
only theatre, rushes on to the stage, sword in hand, to defend those who need his protection.
He smashes the stage, evicts the puppets and, catching sight of the windmill, mistakes it
for the evil magician, whom he must defeat. Grabbing one of the mill's sails, he is first lifted

into the air before falling to the ground.

Scene 3

The injured Don Quixote and Sancho Panza find themselves in a forest. To Don Quixote, the
forest seems to be full of monsters and giants. Sancho Panza puts Don Quixote to bed, while
he himself runs off to get some water. In his dreams, Don Quixote sees Dulcinea, “the lady
of his heart”, surrounded by Amor and dryads. Sancho Panza comes back with the duke and
duchess, who have been hunting in the forest. He begs them to help Don Quixote. The duke

and duchess invite the wandering knight to visit them in their castle.

Act3

The dukes castle. Everything has been made ready to receive Don Quixote. Having heard
from Sancho Panza the happy story of Kitri and Basils love, the duke and duchess have
kindly agreed to allow the young couple to hold their wedding celebration in the castle. Don
Quixote and Sancho Panza are invited to occupy the seats of honour. A solemn procession
files past. Don Quixote blesses Kitri, whom he helped to unite with her beloved Basil. The

festivities continue. All thank the valiant knight and his faithful squire.



Muromtseva Ganna

Cervantes’s knight
of the sad countenance

The life of Miguel de Cervantes (1547-1616), who died 400 years ago, was full of adventures:
as a young man he wounded a bricklayer, and so he had to flee from his native Spain. He
became the cup-bearer of a Spanish cardinal in Italy and fought in the battle of Lepanto.
Later on, he was captured by pirates, who sald him to the pasha of Algiers, where he was
kept in captivity for years. After being freed, he returned to Spain and became a civil servant
(a collector of crops and customs duties), but he often had conflicts with the authorities and
ended up in prison charged with murder and theft. As he knew he would never be able to
grow rich through “honourable” work, he tried to make it as a writer... He wrote most of his
works after 1850: mainly prose and plays. The (financial) success he expected, however, was
not forthcoming. While in prison in the La Mancha region, a new idea occurred to him, which
eventually appeared as a book in Madrid in 1605 under the title The Ingenious Gentleman
Don Quixote of La Mancha. The protagonist of Cervantes's work is a country hidalgo', who
devours chivalric novels one after the other and lives in his own dream world. Inspired by
his readings, he becomes a knight errant: he dubs himself Don Quixote de la Mancha, while
his skinny nag becomes Rocinante, and to the peasant girl he selects to be the lady of his
heart he gives the majestic name Dulcinea and furnishes her with all kinds of noble qualities.
He also hires his simpleton neighbour, Sancho Panza, as a squire, and sets out with him to
protect the fallen, face all dangers and gain eternal fame and glory. During his adventures, he
repeatedly sees everyday things as either enemies or miraculous creatures: he believes the
windmill to be a giant, the copper plate to be a golden helmet, and with complete sincerity,
he frees “galley slaves” wha turn out to actually be felons. His adventures always come to
naught in the end, and the figure of Don Quixote has became a symbol of eternal illusions,

futile struggles and "tilting at windmills".

1 hidalgo: a minor Spanish nobleman of the Middle Ages



The novel gained such popularity that another writer, Alonso Fernandez de Avellaneda, se-
cretly wrote the continuation of the story. This inspired Cervantes to continue his own work:
the “authentic” second part was published in 1615.

The author of Don Quixote would never become aware that what he had written was not “only”
a popular story: it would also become one of the most influential works of literature ever
created, as well as being considered one of the first modern European novels.

The figure of Don Quixote has been adapted in various art forms, with the most important
examples listed below:

- F.B. Conti: Don Chisciotte in Sierra Morena (opera, 1719)

- G. P. Telemann: Don Quichotte auf der Hochzeit des Comacho (opera, 1761)

« G. P. Telemann: Bourlesque de Quixotte (orchestral suite, 1761)

- R. Strauss: Don Quixote, op. 35 (symphonic poem, 1898)

- J. Massenet: Don Quichotte (opera, 1910)

- Maurice Elvey: Don Quixote (British silent film, 1923)

« M. A. Bulgakov: Don Quixote ( Jon Kuxom play, 1932)

« P Picasso: Don Quixote (sketch, 1955)

- D.Wasserman / M. Leigh / J. Darion: Man of La Mancha (musical, 1964)

« A Hiller: Man of La Mancha (American-ltalian film, 1972)

« A Teno: Don Quixote (bronze statue, 1976)

- C. Halffter: Don Quixote (opera, 2000)
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Don Quixote onthe ballet stage

One of the forms adaptations of Don Quixate would take, naturally, would be for the ballet

stage. Ballet productions were first made from the story in Europe starting around 1740:

Franz Hilverding, Jean-Georges Noverre, Charles Didelot, James Harvey D'Egville and Paulo

Taglioni all created choreographies based on it. The first really well-known ballet produc-
tion that has survived for posterity was choreagraphed by Marius Petipa to Ludwig Minkus's

music and was premiered at the Bolshoi Theatre in Moscow on 26 December 1869. The plot

of the ballet was based on a few chapters and elements from the second part of Cervantes's

chivalric novel, framed around the thwarted wedding of Camache (Gamache) and Quiteira

(Kitri), and the love between Quiteira (Kitri) and Basilio (Basil). The production also included

the episodes of the puppet theatre and the famous windmill, and other emblematic elements

appear initas well, ranging from the barber's basin that the don believes to be a shiny helmet

to Sancho Panza$s donkey and haversack.

Petipa staged the ballet ina more spectacular, revised version in St. Petersburg two years later,
on 21 November 1871. The choreographer made changes to the libretto for the new production:

he merged the roles of Kitri and Dulcinea and brought two new characters to the story: the

Duke and the Duchess, whose castle served as the venue of the last act; he moved Basil's fake

suicide from Act 3 to Act 2 before the windmill scene; and changed the ending of the story,
too: instead of the duel between Don Quixate and the Knight of the Silver Moon and the last

part of the original dramatic framewaork, the knight and his squire set off after the wedding in

the hope of finding new adventures.

Almost 30 years later, Petipa’s disciple Alexander Gorsky staged a revival at the Bolshoi based

on his master's choreography. Gorsky was given permission to make changes to the ballet

in cases where he found it necessary. Whereas Petipa, whose production was abundant in

divertissements and character dances which were not really linked to the story, Gorsky's ver-
sion represented a new approach. Inspired by the theatrical aesthetics of the two heads of the

Moscow Art Theatre, Konstantin Stanislavsky and Viadimir Nemirovich-Danchenko, he strived

to achieve dramatic unity and a realistic effect: his aim was to develop the piece into a real

dramatic ballet. He kept the libretto and music of the St. Petersburg version of Petipa’s ballet,
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but tried to integrate Petipa’s functionless divertissements into the fabric of the drama and

encouraged his dancers to examine their characters' motivations, and transmit real emotions

with dance and mime. He dismantled Petipa$s strict, regular and symmetric corps de ballet
formations, and each member of the corps de ballet was given a specific task so that they

could present a lively and bustling crowd. Gorsky interpolated new dances: he choreographed

asolo for the Queen of the Dryads to Anton Simon's music and included a Spanish dance in the

closing scene. Konstantin Korovin's and Alexander Golovin's realistic set and costumes made a

completely novel impression. After the premiere on 6 December 1900, contemporary reviewers

were stunned by the bold innovations of the new production and launched a prolonged attack

against it, criticising its “decadent nature”, which seemed to be incompatible with their image

of highbrow arts, and finding it “unworthy of the ballet stage”. Audiences in Moscow began

to grow, though. Gorsky staged the ballet in St. Petersburg, too; the premiere was held on 20

January 1902. For this revival, Gorsky choreographed two new solos to Riccardo Drigo's music

for Mathilde Kschessinska: the Fan Dance in the closing pas de deux and the solo in Act 2,
when Kitri appears as Dulcinea in Don Quixote's dream. On the occasion of the St. Petersburg

premiere, Gorsky said, “My productions are different from the traditional staging of ballets in

having a continuous movement of the crowd on the stage combined with original solutions as

I refuse to follow any symmetry. You might agree with me how boring a spectacle can be where

exactly the same happens on the two sides of the stage - the same group formations and the

same steps can be seen on either side. In such circumstances there is no point in straining

our necks by turning our heads to see what is happening on the right side because we could

just see an exact repetition of the events on the left side. In my version, however, they dance

completely differently on the right and on the left, and a third version at the back of the stage.”
The production was not welcomed either by Petipa or by ballet fans in the imperial capital: the

general opinion was that Gorsky had desecrated his teacher’s masterpiece.

Nevertheless, this did not stop the triumph of Don Quixote: it remained in the programme

after the revolution of 1917 and during the period of Soviet censorship, and became a per-
manent repertoire piece of the Bolshoi and of the Kirov Ballet in Leningrad.? The ballet was

revived by Rostislav Zakharov and Kasyan Goleizovsky in Moscow in 1940, when new musical

material was added, including by compaoser Vasily Solovyov-Sedoi. In Leningrad the ballet

2 Kirov Theatre in Leningrad: previously Imperial Mariinsky Theatre in St. Petersburg, today the State Academic Mariinsky Theatre.
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was staged by Fiodor Lopukhov in 1923 and Piotr Gusev in 1946 with a libretto revised by
Yuri Slonimsky.

Don Quixate arrived on the ballet stages of the West relatively late. The first important version
that warrants mentioning was Ninette de Valois's own choreography of 1950 for the Royal
Ballet in London. In 1965, George Balanchine created his own modern adaptation for the New
York City Ballet, using Nicolas Nabokov's music. In 1966, Rudolf Nureyev staged his version for
the Wiener Staatsoper using Minkus's music as revised by John Lanchbery. In 1980, Mikhail
Baryshnikov created his version of the ballet after Petipa and Grosky for the American Ballet
Theatre. In 2013, Carlos Acosta created a new production for the Royal Opera House, for which
the music was revised by Martin Yates.

The Petipa-Gorsky production was premiered at the Mikhailovsky Theatre in St. Petersburg
on 21 November 1996, and the ballet was revised by Michael Messerer at the same theatre
on 11 April 2012. The Russian maestro also staged his production with the ballet company of
the Teatro dell'Opera di Roma in 2013.

Messerer's artistic aim is for the newly staged productions to be in harmaony with the style
of the original ballet. However, it is difficult to find a unified style in Don Quixote, as it was
developed over the course of several generations. Michael Messerer's version continues
the legacy of the Moscow production - that of 1940, which included, for instance, Kasyan
Goleizovsky's excellent Gypsy Dance as a new element.

“Don Quixote is a superb example of a ballet drama. It is difficult not to notice that Gorsky was
influenced by the Moscow Art Theatre. Later his followers tried to keep the rules of the ballet
drama. That is why Don Quixote is not simply a ballet, but a performance ornamented with the
elements of a dramatic play with, of course, a lot of dances. This form must be preserved,”

said Messerer about his 2012 premiere at the Mikhailovsky Theatre.
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An encounter between past
and present - the creators

Ludwig Minkus (1826-1917)

The violinist and composer Ludwig Minkus was born in Vienna on 23 March 1826 to Moravian-
born Theodor Johann Minkus and Maria Franziska Eimann, who herself had been born in

Hungary, in Pest. Minkus virtually imbibed the tunes of Vienna and the waltz with his mother's

milk, and he was soon appearing before the Viennese audience as a violin virtuoso child prodigy.
He began to compose music in the Musikverein's Vienna Conservatory, and also debuted in

Pest-Buda, in 1846. After some years of travelling, he was offered a position as a violin soloist

at the Hofoper in Vienna in 1852, but he opted for Prince Nikolai Borisovich Yusupov's invita-
tion to work in St. Petersburg instead. Thus he arrived in Russia, where he started to compose

ballet music for the Imperial Theatres in 1857, and also continued his career as a violinist and

teacher. In 1864, he composed his first three-act ballet, The Flame of Love or The Salamander,
at choreographer Saint-Léon's request. The death of Saint-Léon and the emergence of the

young Delibes were the catalysts that put an end to Minkus's budding career in Paris. In his

adopted homeland, Russia, however, his star was in the ascendency after the premiere of Don

Quixote in 1869. He achieved his greatest success with La Bayadére. In 1886, reforms in the

theatre meant that the 60 year-old compaser would be suddenly sent into retirement, and five

years later he moved back to Vienna with his wife, where Gustav Mahler refused to employ him

at the Hofoper. Minkus died at the age of 91, after the Russian revolution. In 1939, the German-
Austrian autharities removed his grave from the Ddbling cemetery because of his Jewish origin.

(Mdrk Gara)

Marius Petipa (1818-1910)

When Marius Petipa arrived in Russia in 1847, nobody expected that his name would later on
come to represent an entire era. Born in Marseille in 1818, he came from a family where almost
everybody danced. He was recognized mainly as an outstanding character dancer, thus his

appointment to principal soloist at the Great Theatre in St. Petersburg represented an almost
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unsurpassable success for him. The premiere of his first really successful ballet, The Pharaoh’s
Daughter, a work in three acts based on Cesare Pugni's music, was held in 1862. The year 1869
marked the beginning of Petipas true consummation as a choreographer, as it brought him
the position of principal ballet master with the Imperial Theatre in St. Petersburg. He staged
several ballets every year: he re-choreographed - sometimes more than once - some of these
(e.g. Le Corsaire, Giselle, La Esmeralda) according to his taste, and he also created completely
new ballets such as Don Quixote(1869), La Bayadére (1877) and Raymonda (1898), as well as the
three Tchaikovsky ballets: The Sleeping Beauty, The Nutcracker and Swan Lake.

In Petipa’s ballets, a number of innovations appear along with the stylistic characteristics of
romanticism. There are more and more dances which do hardly anything at all to advance the
plot. In the divertissements(“dance streams” which lacked any story), Petipa often strung a set
of character dances one after the other, in which the stylized folk dances of various nations
would appear. Petipa became the true expert on character dances, partly because he himself
was a character dancer, and partly because he had travelled around most of Europe at the
beginning of his career, spending long periods of time in areas with a rich dance heritage
(such as Spain). Naturally, the true stars continued to be the principal soloists, who could
shine in the four-part pas de deux (duets) born from the neoclassical period. Principal soloists
could demonstrate their technical skills in their variations, while the corps de ballet and the
supernumeraries remained in the background, thus further emphasizing the solo performance.
Petipa especially liked and took advantage of counterpointing the corps de ballet and the
soloists, and he often arranged the large corps de ballet in pre-designed geometrical forms.
Although freed from its original romantic function, the so called “white ballet” also made it
into Petipa’s pieces. The master always found a reason for the appearance of a large female
carps de ballet dressed in white to dance the role of supernatural creatures (naiads, dryads
and nymphs) on the stage. Although in the romantic era, supernatural female figures (such
as sylphs and vilas) were indispensable to the plot, in the neoclassical period these were
attached to the story for various - usually fabricated - reasons. For instance, Don Quixote,
after being injured in the battle with the windmill, sees a vision of his beloved Dulcinea
among the dryads.

Petipa was undoubtedly a child of the 19th century: the beauty of the dance and the grace-

fulness of the moves were paramount, and everything else was subordinated to these.
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According to dance histories, his 1903 ballet Le Miroir magique (The Magic Mirror) was an
unvarnished failure - the cause for this was the lack of cooperation between the creators,
since their views on ballet were fundamentally at odds with each other. In the first decade
of the 1900s, a group of young people who wanted to introduce new ideas were preparing
to “dethrone” Petipa. Alexander Gorsky rearranged the great master's choreographies in
Moscow. Mikhail Fokin started to seek new approaches as a dancer, and Sergei Diaghilev's
diverse activities initiated an aesthetic revolution. Initially, with its innovative endeavours,
the Russian Ballet implicitly undermined the successes of Petipas reign, but one of its
greatest achievements was to install ballet as an integral element of Western culture in
Western Europe and North America. Petipa, however, would not live to see this: he died in
the Crimea in 1910 at the age of 92. Even during the course of his lifetime, his name had
already become synonymous with ballet, and today his works are seen as the embodiment
of the classical tradition.

(Mdrk Gara)

Alexander Gorsky (1871-1924)

At the turn of the 19th and 20th centuries, the centre of Russian ballet life was the imperial
capital city of Saint Petersburg; in Moscow, the present capital, on the other hand, the art
form did not have very sound foundations to build on. The eventual upward trajectory of
the Bolshoi Ballet came about thanks to the coincidence that a certain Alexander Gorsky
had been present at his sister’s entrance examination to the ballet school. Instead of at-
tending the commercial school that his parents had chosen for him, he decided to enrol
at the ballet school of St. Petersburg, where his teachers included Marius Petipa. After
completing his studies, he began his career in the corps de ballet of the Imperial Ballet in St.
Petershurg, and was promoted to soloist less than six years later. Taking up a teaching post
at his alma mater from 1896, he amended the curriculum to include the revised version of
Vladimir Stepanov's dance notation system, which could be used to authentically preserve
the choreographies of productions for posterity. During this same period, the management
of the Imperial Theatres wanted to improve the rather poor standard of ballet in Moscow, so
they included Petipas The Sleeping Beauty in the programme, as this had not been played

in Moscow before. Gorsky was invited to rehearse the ballet, and by successfully using

h

Stepanov's method, he managed to stage the choreography within a couple of weeks in
early 1899. In September 1900, he was appointed to be a principal soloist in St. Petersburg,
but eight days later he was transferred to the Bolshoi as ballet director and stage director,
charged with the task of improving Muscovite ballet. The theatrical approach of the recently
opened Moscow Art Theatre had had a great impact on Gorsky, who was also fundamen-
tally affected by its driving forces: Stanislavsky and Nemirovich-Danchenka. Like them, he
wished to break with principles that he considered to be overly mystified and was striving
to create realistic ballet dramas. Gorsky's career as an independent choreographer began
with Petipa’s Don Quixote in 1900, and a year later he revived Swan Lake, which had not been
played in Moscow since the debacle of Reisinger’s 1877 version. By 1904, Gorsky was reqularly
teaching at the Bolshoi's ballet school; as an educator, his aim was to encourage his stu-
dents to develop their own individual and creative styles. (Supposedly, he was also the one
responsible for having rehearsals accompanied by piano instead of violin, which had been
the practice previously.) Later, he would direct a number of ballets, including Giselle, The
Little Humpbacked Horse, a ballet adaptation of The Barber of Seville, Raymonda, Le Corsaire,
La Bayadere, The Nutcracker, as well as his own productions, such as Gudule’s Daughter, The
Golden Fish, Salammbo, Nur and Anitra, Love is Quick, Schubertiana and Tamara. Gorsky's
productions were special events in Muscovite artistic life. He succeeded in achieving there
what his superiors in Saint Petersburg had intended when they had commissioned him to
lead the Bolshai: ballet life in Moscow began to flourish. However, signs of mental illness

were becoming apparent in him, and he died in a psychiatric institution at the age of 54.
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Zhurilov Boris, Pokhodnykh Ellina

Michael Messerer

Considered one of the world's finest ballet teachers, Michael Messerer was barn into a great

dancing family, in Moscow, where he had his training, first at the Bolshai Ballet School as a

dancer and later at the State College of Performing Arts as a ballet teacher. He has for many

years lived and worked in the West, and his method of classical ballet teaching amalgam-
ates the best pedagogical traditions of both Russian and Western ballet. As an International

Guest Teacher he is invited by ballet companies around the world, and he has given master
classes to American Ballet Theatre, Paris Opera Ballet, Kirov-Mariinsky Ballet, Maurice Béjart's

Ballet, Monte Carlo Ballet, The Australian Ballet, Berlin Ballet, Munich Ballet, Stuttgart Ballet,
Leipzig Ballet, Diisseldorf Ballet, Tokyo Ballet, Ballet of Vienna State Opera, Ballet of Teatro

alla Scala in Milan, Rome Opera Ballet, Ballet of Teatro San Carlo in Naples, Florence Opera

Ballet, Ballet of Teatro Regio in Turin, Ballet of Teatro Arena in Verona, Ballet of Teatro Colon

in Buenos Aires, Moscow Stanislavsky Ballet, English National Ballet, Birmingham Royal

Ballet, Royal Danish Ballet, Royal Swedish Ballet, Géteborg Ballet, Cullberg Ballet, Chicago

Ballet, Turkish State Ballet, Hungarian National Ballet, and National Ballet of Marseilles, as

well as to such schools as the Royal Ballet School and English National Ballet School in

London, the Australian Ballet School in Melbourne and the School of Teatro alla Scala. For
over twenty-five years Mikhail Messerer has been working as the Company Guest Teacher
with The Royal Ballet of London's Royal Opera House, Covent Garden. With The Royal Ballet

he has toured the USA, Japan, Australia, Germany, Denmark, Greece, Israel, Argentina, Italy,
China, Russia, Norway, Singapare and Korea. In May 2009 he was appointed Ballet Master
in Chief of the Mikhailovsky Theatre. In 2009 he revived Swan Lake for the company with

choreography by Alexander Gorsky and Asaf Messerer, and in 2010 - the world premiere of
the revival of Laurencia, a ballet by Vakhtang Chabukiani. In 2012 he staged his versions of
La Bayadére and Don Quixoate at the Mikhailovsky Theatre. The world premiére of his revival

of Vasily Vainonen's The Flames of Paris took place there in 2013. He staged Le Corsaire after
Marius Petipa and Konstantin Sergeyev for the company in 2015. He also regularly works

with the Hungarian National Ballet. Following the 2016 premiere of Don (uxiote at the Opera

House, he staged the productions Laurencia (2020) and The Flames of Paris (2021) with the

ballet company of the Hungarian State Opera.
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An interview with
Michael Messerer

The Hungarian National Ballet is running Don Quixote for the second time
since its 1997 production based on the collective work of choreographers
Marius Petipa, Boris Bregvadze, Gyula Harangozd, lidiké Pongor, Blanka
Fajth and composer Ludwig Minkus. In 2016, it was world-famous ballet
master Michael Messerer who staged the piece at the invitation of Tamas
Solymosi. Messerer first premiered his Petipa/Gorsky/Minkus version of
Don Quixote in 2012 at the Mikhailovsky Theatre in Saint Petersburg. This
production has garnered tremendous acclaim both in Russia and on foreign

tours, and Messerer has since taught it to several other ensembles as well.

When did you first see Don Quixote on the ballet stage?

My first memory was as a child. This was my first year at Moscow's Bolshoi Ballet Schoal,
when | got the chance to watch the performance in the theatre, and soon after that | was
given the role of the little cook in Act 1. It was unforgettable to see Olga Lepeshinskaya and

Gennady Ledyakh there on the stage.

What was it like to encounter the story again later as a creator? What
were the things that you knew you wanted to change and the ones that
you wanted to preserve?

When | saw the piece at the Bolshoi in the new century, | realised that many things had
been forgotten from the version | had known in Moscow before. Part of this, of course, came
from the dancers, who often seemed to just do whatever they liked. So | wanted to restore
many of the details from the production | had seen as a student and later as a dancer at the
Bolshoi. | did it at the Mikhailovsky Theatre in 2012. | needed, however, to adhere to certain
conditions: the stage at the Mikhailovsky is smaller than the one in the Bolshoi and the

Mariinsky. Subsequently | staged it for the ballet company of the Teatro dellOpera di Roma
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in 2013, and a few months ago, | also did it for the Novosibirsk Opera House's ballet company,

with help from Evgeny Popov and Anna Razenko, who are also working with me in Budapest.

Where did the idea for the Budapest production come from?

Tamas Solymosi saw the Rome production and invited me to stage it in Budapest as well. It's
being done with completely new sets and costumes, too. My request to set designer Istvan
Rozsa and costume designer Nora Romanyi was for them to think up designs for a humor-
ous and traditional production depicting Renaissance Spain, and to avoid anything that is
too discordant or grotesque. Again with this choreography, | only made very, very subtle
changes, some of which were due to the size of the stage, and others to the individuals
dancers. | changed one of the solo variations from what it had been in Rome, which had also
been different from the Mikhailovsky version in this respect. And there is another solo in
Budapest version, but this is just a minor change. My staging is the 1940 Moscow production,
in which Rostislav Zakharov and Kasyan Goleizovsky added dances to Petipa and Gorsky's
ballet, including the famous Gypsy Dance. It's rare to have several casts in one company,
especially with such superb principals. I've been watching the Hungarian National Ballet for
some time, and the general quality of the company has improved a lot over the last few

years - the entire ensemble is a lot stronger.

Interview conducted by Judit Kenesey
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