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A zeneszerz06

Bartok Béla (1881-1945) a Torontal megyei Nagyszentmikldson (ma Sannicolau Mare, Romania)
sziiletett. Fdesapja, Bartok Béla, a helyi foldmivesiskola nagy zenekedveld igazgatoja,
édesanyja Voit Paula pedig kivald zongorista és tanitg volt.

Otddik szilletésnapjan kapta élete elsé zongoraleckéjét édesanyjatdl; kiskoratdl kezdve
rendkiviil fogékony volt a zenére, és nagyon hamar elkezdett komponalni is. Hetéves volt,
mikor édesapja elhunyt; ezutan az édesanyanak kellett eltartania két gyermeket: Bélat és a
kis Erzsébetet (Elzat). Gyakran voltak kénytelenek kdltdzni, igy keriiltek Pozsonyba is, ahol
Erkel Laszl6 tanitotta a kis Bartokot. 1899-t6l budapesti Zeneakademian folytatta tanulma-
nyait Koessler Janos zeneszerz6 tanitvanyakent és Thoman Istvan zongorangvendékekent.
Eleinte zongoristaként volt ismert: Eurdpa sok varosaba hivtak koncertezni Becstél Berlinig;
a komponalas csak id6vel keriilt el6térbe munkassagaban. Nagy hatassal volt ra tobbek kdzt
Richard Strauss muzsikaja és Dohnanyi is, akitdl zongoraleckeket vett. KGzben élete fontos
reszévé valt a népzenekutatas: fonograffal és viaszlemezekkel felszerelkezve a magyar, majd
a szlovak és roman népzenei kincsek gydjtésébe kezdett. Kodaly Zoltannal kozdsen felbe-
csiilhetetlen munkt végeztek a népzene gydjtésének, lejegyzésenek, rendszerezésének és
oktatasanak terén. 1907-ben nevezték ki a Zeneakadémia zongoratanarava.

1909-ben vette el elsd feleségét, Ziegler Martat, akitdl 1910-ben szililetett meg elsé gyermeke,
if]. Bartok Béla. Zeneszerz6i munkéajat ekkor mind a kdzonseg, mind a kritika elutasitotta.
Ennek kdszonhet6en az 1971-ben komponalt Kékszakdlldt is csak A fabdl faragott kirdlyfi
1917-es sikere utan egy évvel mutattak be. Az I. vilaghabor( alatt sziiletett meg A csoddlatos
mandarin c. balettje Lengyel Menyhért szdvegkdnyvere. Az 1920-as évek alatt vilagszerte
sokat koncertezett. 1923-ban elvalt, 1924-ben pedig elvette eqy tanitvanyat, Pasztory Dittat,
akitdl egy évvel késtbb megsziiletett masodik fia, Péter.

1935-t6l a Magyar Tudomanyos Akadémia tagja. 1938-t0l kezdve egyre inkabb aggasztotta
a nemzetszocialista hatasok erdsddése a magyar és a nemzetkozi politikai helyzetben,
majd 1939 végen, szeretett édesanyja halala utan hatarozta el, hogy kiilféldre kltdzik. 1940.
oktober 8-an lépett fel utoljara Budapesten Ferencsik Janossal, majd amerikai turnéra
indult, ahonnan nem tért vissza. A Columbia és Harvard Egyetemen is tanitott el6adoként.
1942-ben leukeémidt diagnosztizéltak néla, de allapota atmenetileg stabilizalodott, és sikertlt
tovabb dolgoznia: ekkoriban sziiletett a Concerto (1943), a Yehudi Menuhinnak szerzett
Szondta szolo hegedire (1944), valamint utolso mive, a lll. zongoraverseny (1945)is. Hosszas
betegség utan 1945. szeptember 26-an hunyt el. Foldi maradvanyait 1988-ban szallitottak
Magyarorszagra és helyeztek el a Farkasréti temetében.
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Bartokot vezenyelni

Beszélgetés Vajda Gergely karmesterrel

A zenés szinhaz varazsa, hogy a karmester a produkcié megalkotasa soran kettds
feladatot It el: egyrészt kontrollal, és jelzi, ha valami a szinpadon nagyon félresiklik,
nagyon eltér az eredeti szerzdi intencidtol, masrészt alkototarsként segiti a darab
szinpadra allitasat. Klarinétmivészként mar megteremtddatt a fizikai kapcsolata a
vilaghirii zeneszerzd legfontosabb miiveivel, de hogyan éli meg karmesterként?

Amikor itok egyet a levegdbe, annak az iitésnek az energidja megteremti a kapcsolatot a
zenei itemmel, 8sszekapcsolja azt a fizikai érzettel. A valdsagban a fizikai és a spiritualis

- azeneében, a szinhazban kildndsen - nem kilonithetd, nem vélaszthato el.

A zenés szinhazban felvaltva keriil fészerepbe a zene és a szinpad, jelen esetben
a tanc. Miként kozeliti meg Bartékot mint balettzeneszerz6t?

Bartokot mindannyian annyira értjiik, amennyire 6nmagunkat értjik. Ahhoz, hogy alkototars-
kent jelen legyek, eleve bele kellett bujnom Bartak bérébe. Ami egy kifejezetten nehéz helyzet, §
egyszerre volt nagyon érzekeny es szigord figura. Szent ember érzetét keltette bennem mindig,
mikdzben a darabjaitdl gyakran éreztem a késztetést, hogy megkérdezzem, miben segithetek,
mi a baj? Bartok nyelvét ismerni kell, hogy hitelesen meg tudjon szdlalni a zenekar. Még a sa-
jat mliveimben sem magamat akarom levezényelni, Bartoknal is az érdekel, hogy mi a szerzéi
gondolat, a szerzfi intencic. Szinhazi ember vagyok, ez sokat segit, amikor balettet vezénylek.
Rugalmas vagyok a megoldasokban, tébbszor fordul el6 velem, hogy ha olyan megoldast talalt a
zenész, amire nem gondoltam, talan a szerz6 sem gondolta igy, de benne van a zenében, akkor
elfogadom. A szinhaz csapatmunka, rengeteg az alternativ megoldas, ettél fantasztikus.

Egy anekdota szerint a vilaghan minden nap elhangzik egy Bartok-mii. Ez azt jelenti,
hogy Bartak valdban része az alaprepertoarnak?

A legtdbb zeneszerz§ kimegy a divatbol, amikor meghal, legalabb is eqy iddre, ez Bartok-
ra - és egyebkeént Ligetire - nem igaz. Bartdk egyértelm(ien Prokofjev vagy Sztravinszkij
mellett van, ha a "jatszottsagot” nézzilk. Ma nem lehet gy peldaul vonosnégyeseknek szolg
versenyt rendezni, hogy ott ne szerepeljen Barték-md. Szamunkra, magyar zeneszerzéként
pedig ennél joval tdbbet jelent, hiszen 8 volt az, aki az utolsd pillanatban Kodallyal egyiitt
feltérképezte, kutatta a magyar népzenét, és képes volt azt (igy megfogalmazni a nyugati
zene nyelvén, gy integralni, hogy &ltalanos és orokérvényd legyen az izenet.
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A csodalatos mandarin

Cselekmény

A nagyvarosi forgatagban mindenki siet, lohol, mikézben egy négytagl galeri, harom
csavargo es egy lany rabolja ki és fosztogatja a gyandtlan jarokelket.

Csupan egy kiildnds alak log ki a témegbdl, jarasa lassitott filmbe illg, jelenléte szokatlan
atmoszférat teremt - 6 a mandarin. Pillantasa talalkozik a lannyal, ett6l a perctdl kezdve
nem is téveszti szem eldl, folyamatosan, szinte megszallottan kgveti.

A banda tanyajaban zajlik a szokasos napi rutin, a tagok szétosztjak az utolsd rablas zsak-
manyat, terveket szének a soron kdvetkezd bintett részleteirdl. Kisstilli, perifériara szorult,
stiklis lgylettel foglalkozo galeri ez, amelynek a lany is a szerves resztvevdje.

Egyszer csak feltlinik a mandarin alakja a tvolban, megallithatatlanul kdzeledik a lany felé.
Egy dreg ur jelenik meg, aki tartozik a galerinek, nem szivesen, de végil torleszt. Majd egy
fiatal srac sunnyog be a tanyara, drogot akar venni. Oket kbvetsen megérkezik a mandarin
is. A banda nem ismeri, nem tudjak mit kezdjenek vele, a harom csavargé a lanyra bizza az
idegen terveinek kipuhatolasat.

A férfi szdtlan hallgatasba burkolozik, nem fog rajta a szokasos ,kihallgatasi” madszer,
a lany mindent bevet, hogy széra birja. Mindhiaba. Egyre erdszakosabban kerdezi, faggatja,
froclizza. Végtil a mandarin szint vall.

Alany kétségbeesetten kiizd a fékevesztett, tombold mandarin ellen. Azonban ez a hihetet-
len energia és a megkérddjelezhetetlenill feltdrd gondoskodni vagyas, ami a ferfibdl arad,
meggy6zi. Elindul vele, de a h&rom csavargd nem akarja elengedni. Valogatott eszkozokkel
igyekeznek meggyilkolni a mandarint, végil felakasztjak.

Alany megsemmisiil, még utaljara a karjaba zérja a férfit, aki holtan terill el.

Kataton szoloja mogott visszatér a nagyvarost megjelenit§ diszlet, egy lathatatlan er
visszarantja, a zenem( utolsd hangjai elnyelik a megtdrt ndalakot.



Az alkotok

Venekei Marianna (1967-) Harangozo- és Seregi-dijas, a Magyar Arany Erdemkereszttel
kitiintetett mdvész, a Magyar Nemzeti Balett probavezetd, gyakorlattarto balettmestere,
koreografusa. Palyafutasat az Allami Balett Intézet (kés6bb Magyar Tancmivészeti F-
iskola, ma Magyar Tancmivészeti Egyetem) ndvendékekent kezdte, Kun Zsuzsa és Koren
Tamas szigorU és tamogato vezetésével valt balerinava. Diplomajat 1986-ban szerezte meg.
Pélyatérsai és tanarai sokoldall, lendiletes, nyughatatlan tehetsegnek tartottéak, igy Ve-
nekei azonnal szerzdést is kapott a Magyar Allami Operahéztl, és tébb mint harom és
fél evtizede az egyittes tagja, hat évvel az egyiitteshez vald csatlakozasa utan cimzetes
magantancosi rangra emelkedett. A hazai tanckritikusok izgalmas, erds jatékkeszsege
miatt dicsérték, technikai tudasa pedig lehetdvé tette, hogy fészerepet tancoljon mind
a klasszikus, mind a neoklasszikus balettrepertodr ismert darabjaiban. Lathattuk az Anna
Karenindban, a Szentivdnéji dlomban, A csoddlatos mandarinban, A didtérében, a Makrancos
Katdban és a Rémed és Julidban is. A nemzeti balettegyiittessel lépett fel Nemetorszagban,
Olaszorszagban, Kanadaban, Ausztriaban, Hongkongban és Tajvanon is, vendégmiivész-
ként dolgozott a Pécsi Balett tarsulataval.

Az évek folyaman a tancmiivészi karriert eldszor gyakorlatvezet6 és probavezetd balett-
mesteri pozicidra cserélte, és hamarosan koreografusként is bemutatkozott a hazai és
nemzetkozi kdzonsegnek. Operael6adasok tancbetétje mellett 2002 ota készit onal-
10 koreografiakat is: a Il. fejezet, A sirdlytdnc, A dzsungel kényve, Déja vu és az 5. évszak
fliz6dik a nevéhez. A Il. fejezet cim{i eldadéasért 2003-ban a kanadai Saint-Sauveur tanc-
fesztivalon megkapta a legjobb koreografusnak jard elismerest. 2001-ben a tancmiive-
szeknek jard legnagyobb hazai elismerést, a Harangozo Gyula-dijat is elnyerte, 2005-ben
az EuroPAS elismeréset, majd 2015-ben a Magyar Arany Erdemkereszt polgari tagozatanak
kitlintetését adomanyoztak neki, es 2020-ban ove lett a Seregi-dij.

Venekei Mariann elsd egész estés balettjét, A vdgy villamosdt 2017 nyaran mutatta be a
Magyar Nemzeti Balett. Ebben Dés Lészloval kozosen dolgoztak azon, hogy az ismert
torténetet Ugy fogalmazzak at a modern balett nyelvére, hogy a darab hangulataban és lat-
vanyvilagaban mégis a Tennessee Williams-m(i eredeti korat és helyszinét, az 1940-es évek
New Orleansat idezze meg a nez6k szaméra. Tlizmadarak cim(, Sztravinszkij zenejére
az Eiffel Mlihelyhaz Banffy termének szinpadara tervezte 2021-ben, ezt kévetden két opera-
produkcié, Az istenek alkonya (Wagner) és Athén romjai (Beethoven) tancbetétje kovette.



Lengyel Menyhért (1880-1974) irg, publicista (sziiletési nevén Lebovics Menyhért),
a harmincas évek vilagszerte ismert és egyik legkeresettebb forgatokdnyvirgja, Molnar
Ferenc mellett a 20. szazadi magyar szinm(iirodalom egyik legkiemelkeddbb személyisége.
Lengyel egy Balmazujvaros melletti pusztan, Hireshaton (mas néven Rolahaza) latta meg a
napvilagot Lebovics Bernat és Klein Rézi fiaként. Ma is olvashat naplojabol az dertil ki, igy
érezte, irasra szilletett. EIGsz6r Kassan, majd Budapesten volt Ujsagiro, majd elsé irodalmi
sikereinek hatasara a magyar f6varosba koltdzott és 1907 utén kifejezetten dramairassal
foglalkozott. Szinpadi szerz6kent azonnal sikereket aratott: 1907-ben a Thalia Tarsasag
mutatta be A nagy fejedelem cim(i szinm(ivét. A hdlds utékor cimd dramajat 1908-ban a
Nemzeti Szinhdz tdzte repertodrra, ezért a szinmiért a Magyar Tudomanyos Akadémia
Vojnits-dijjal tiintette ki. Az egy évvel kés6bb megjelent Taifun cim(i szindarabja vilagsiker
lett. Mindekdzben rendszeresen publikalt a kor legjelent6sebb magyar irodalmi folyéirataban,
a Nyugatban'is.

Az 1. vilaghabor( idején Svéjcban dolgozott az Est és a Nyugat szaméra irt ebben az id6-
szakban. Haboruellenes cikkeit, publikacioit a kor legnevesebb német és francia lapjai
is forditottak, atvették. irasai Egyszer(i gondolatok cimmel 1918-ban ktetbe rendezve is
megjelentek. Ehhez a korszakhoz kétddik A csoddlatos mandarin cim( “pantomim-mese” is,
ahogy Lengyel nevezte, amelybdl Bartok Béla programzenéje és tancjatéka szliletett.

A haborG utan hosszabb idét téltdtt Eqyesilt Allamokban, az utazas tapasztalataibdl
sziiletett meg az Amerikai Naplé cim(i kotet 1922-ben. Ekkor mar intenziven foglalkozott a
szinhaz és a publicisztika mellett mas mifajokkal, eqy ideig a berlini May-Film dramaturgja
volt. Magyarorszagra jott és 1929-1930-ban Karinthy Frigyes mellett a Belvarosi Szinhaz
tarsigazgatojaként dolgozott. Ezutan azonban elhagyta az orszagot, 1931-ben Londonba
kbltdzott, majd 1937-ben az Amerikai Egyesiilt Allamokba, Hollywoodba. Forgatéknyvird-
ként is letette névjegyét: szamos filmje vilagsiker lett, tobbek kozott a Lenni vagy nem lenni
vagy a Ninocska, amelyért Greta Garbdval a fészerepben 1942-ben Oscar-dijra is jeldlték.
Lengyel 1956 utan tobbszor hazatért Magyarorszagra, a hatvanas években Romaban tele-
pedett le, majd 1974-ben végleg hazakdltozott, de sokaig ezt az életet mar nem élvezhette,
hazaérkezeset kovetden roviddel, 94 éves koraban elhunyt. Egész életén &t vezetett naplé-
jat a Petdfi Irodalmi Mazeum 6rzi.



Osid6kt6l fogva igaz,
mai torténet

Interju Venekei Marianna koreografussal

Venekei Mariannatol megszokhattuk, hogy latvanyos, nagy érzelmekkel dolgozik, és
olyan nézépontbdl fogja meg még a klasszikus darabokat is, hogy érthetdveé valjon a
torténet. Most egy olyan darabot koreografalt, amelyet ifj. Nagy Zoltan, illetve Szakaly
Gydrgy oldalan maga is tancolt palyaja hajnalan.

TancmUiveszkent oriasi kihivas ez a szerep, nem szokvanyos, nem konny(, nekem pedig
olyan fantasztikus el6deim voltak, mint Lakatos Gabriella, Szumrék Vera vagy Hagai Katalin,
de meg folytathatnam a sort.

Kifejezetten fiatalon kapta meg ezt a szerepet. Hogyan élte meg?

Valamiért (gy gondolta a koreografus, hogy elbirom a terhét. Nemcsak mentalisan, fizikailag
is - hetven vas szék kozott tancoltunk, sét, fel is kellett boritanom 6ket. Ez olyan fizikai
megterhelést jelentett, hogy emlékszem, (igy tamolyogtam ki az el6adasok utan a szinpad-
rol. Ezek az emlékek megmaradtak és atdolgozodtak bennem, nyilvan meg is jelennek
a mastani ndi karakterben. De ebben a verzioban mas volt a megoldas, mint az enyémben.
Osszezarul mogotte a fiiggdny, egyedill ll a szinpadon, ezekben a pillanatokban nagyon
szerettem végiggondolni, hogy mit élt meg, mi tértént vele, mirdl szolt szdmara ez a
talalkozas.

Korabbi alkotasaibél is az deriil ki, nagyon fontos az 6n szamara, hogy a nézé értse a
legaprobb mozzanatokat is, egyiitt sodrddjon a torténettel.

A Bartok-balett esetében torténetet irni nem is bonyolult, hiszen ez egy programzene, van
egy Lengyel Menyhért altal megirt szdvegkdnyv, és arra iradott a zene, minden momentum
egeszen pontosan le van jegyezve. A vagy villamosa is ilyen volt, szinte sz6rdl szora megvan
a torténet, kézzel foghatdan.

Mennyiben aktudlis ma is ez a mii?
A csoddlatos mandarin Gizenetének ereje nem fakulhat meg, amig az emberi természet nem
valtazik gybkeresen. Ez a torténet ebben az értelemben mai - és mégis Gsiddktdl fogva
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érvényes. lgy irodott meg, mégis tbrténhetne és torténik napjainkban is. Ha a valésagot
nézziik, az emberi vilagot, talan nincs is megszabadulas, a kin és a kinzas, az erdszak, a
bantalmazas egyidds az emberiséggel, a kegyetlenség és a kényszerites mindig jelen volt
és szerintem jelen is lesz.

Milyen koncepcio mentén jott létre az dj produkcié?

Az én koncepciomban a mandarin nem jelenség, hanem tulajdonképpen egy jelenés. A
prostitualtként hasznalt lany valodi kapcsolatot, 6sszekapcsolddast él meg a mandarinnal,
aki a megmentdje lesz, 6 hozza el a megtisztulast a lany szaméra. A darab mozgasnyelve
és a latvany a cselekmény koré epll, a torténet viszi el6re a darabot, ami azért is szlikse-
ges, mert sokan esetleg nincsenek hozzaszokva a cselekmény nélkili modern mivekhez.
Adott egy nagyon erds sztori, ez karakteres légkér: eqy lepukkant haz és korszer( kosztu-
mdk. Nagyon fontos volt szamomra, hogy az els6 gombtdl az utolsé szdgig minden ezt a
kiilénleges atmoszférat arassza magabol.

A csodalatos mandarin
az Operahazban

Bartok szini triptichonjanak darabjai kdzill az Operahaz szinpadara legkesdbb eljutott
A csoddlatos mandarin mUtdrténete, A fdbdl faragott kirdlyfiehoz hasonloan a Nyugat égi-
sze alatt kezdddott. A lap 1917. januér 1-i szamaban jelent meg Lengyel Menyhért ,panto-
mim-meséje”. Szerzéje ekkor mar igen ismertnek szamitott: tucatnyi szinmive kdzil
szamos (elsdsorban az 1909-es Taifun) aratott zajos sikert.

A szdveget olvasvan Bartok levélben fordult Lengyelhez, kérve engedélyét a megzenési-
téshez: a pozitiv valaszt kdvetden, 1918 dszén latott munkahoz - ,pokoli muzsika lesz, ha
sikeriil” - irta feleségének. Az iro, Bartok dszinte tisztelje (napldjaban gy emlegeti 6t:
Labszolit zseni”) a pantomimet allitolag a Gyagilev-féle Les Ballets Russes-nek szanta ere-
detileg. Bartok 1919 méajusara elkesziilt kompozicios fogalmazvanyat a viharos, személyét,
munkajat is mélyen érintd id6kben hosszabban félre tette. 1923 decemberében irta aztan:
.~..mdr igazdn meg kéne hangszerelni @ mandarint”. Elhatarozasat a kovetkez6 évben tettre
véltotta: 1924 novemberére elkésziilt a hangszereléssel, a md zongorakivonatét 1925-ben
az Universal kiadd jelentette meg. Bartok ez év februarjaban kezdett a Magyar Kiralyi Ope-
rahaz vezetésével az eldadast illet6 targyalasokba, de nem sikeriilt megallapodniuk.



A csoddlatos mandarin dsbemutatojara végiil Kéinben keriilt sor (Otto Klemperer, akit a
zeneszerz6 és kiadoja a premier karmesteréil valasztott, ide késziilt fzeneigazgatonak,
am végiil Szenkar Jend nyerte el a posztot. Kdln mint helyszin viszont megmaradt). A Szen-
kér és Hans Strohbach jegyezte bemutatd (melyen a mivet A kékszakdlld herceg vdrdval
eqyitt adtak eld) botranyba fulladt. Konrad Adenauer fépolgarmester, a késdbbi szdvetségi
kancellar maga tiltotta be az el6adast, melyet ,a korhadt kultira hajtdsanak” nevezett.
A pantomim egy évvel késdbb, Pragaban mér kedvezG fogadtatasra lelt, &m Bartak 1931-re
atdolgozta a befejezését. Ebben az évben Ujabb targyalasok zajlottak az OPERA-val: 1931,
16 rendezésében a bemutatot is kitlizték, majd a néi fdszerepld, Szalay Karola allitélagos
betegségére hivatkozva, sietve le is mondtak. Bartok az eléadas prabajaral tavozaban igy
véleményezte a latottakat: ,Gndk félrevezettek, még csak a zenémet sem ismerik’.
Tiz évvel késtbb A csoddlatos mandarint Gjbol majdnem bemutattak (ezdttal A fabdl faragott
ban), am a premier ez(ittal is - és ismét betegséq” miatt, valdjaban felsdbb nyomésra erkdlcsi
okokbol" - elmaradt; ahogy Devecseri Gabor a Nyugatban irta: .z az influenza mdr hagyomdnyos”.
Milloss Aurel 1942-ben, az elsé magyar koreografusként allitotta szinpadra a darabot a mila-
noi Scaldban, mellyel ekkor mar hosszu évek 6ta foglalkozott, s késobb szamos tarsulatnak
betanitott. Harangozo csak 1945-ben, nem sokkal a zeneszerz6 halala utan vihette szinre
a mivet az Operahazban. A bemutatott véltozat azonban tragikomikus tavolsagba kerdilt
Bartok es Lengyel eredeti tdrténetétdl. A liktetd nagyvaros helyett legbél kapott ,azsiai”
helyszinen zajlott a cselekmény, a karaktereket a felismerhetetlenségig megvéltoztattak.
Harangoza 1956-o0s, emblematikus masodik verzidjaval keriilt végre az Operahaz szinpa-
dara Bartk mive hiteles formaban, melyet - véltozo szereposztasban, a tarsulat nagyjai
soranak tolmacsolasaban - a nagyvilag is megismerhetett Edinburghtol Kairén &t Moszk-
vaig. A bemutaton a fészerepeket halhatatlan harmas: Lakatos Gabriella, Vashegyi Erng és
Harangoz6 Gyula tancolta. (A Mandarin els6, hiteles hazai valtozatat 1943-ben, Szegeden
Lérinc Gydrgy vitte szinre.)
JRedlis és irredlis, szimbolikus és naturalista figurdk egyidejiileg, egy személyben tobb
értelmet hordozva jdrnak-kelnek a szinpadon” - fogalmazott a mdrél Seregi LaszI0, els6
Mandarin-valtozata bemutatéja alkalmabol. A kareografus 1970-ben vitte szinre elgszor
a mdvet, majd 1981-ben és 1989-ben Ujabb valtozatokkal-atdolgozasokkal jelentkezett. A
Bartak-mlivet kétszer is szinre vitte az Operaban Fodor Antal koreografus: el6szor 1985-
ben, majd 1993-ban hozta létre alkotasait. A csoddlatos mandarint 2006-ban L6csei Jend
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A fabol faragott kiralyfi

Cselekmény

Két szomszédos dombon all a Kiralyfi és a Kiralykisasszony pompas vara: ezeket sir(,
burjanzé természeti kornyezet veszi koril, ahol a Tindéerboszorkany uralkodik. Eqy szép
reggelen a Kiralykisasszony kilep varabdl, majd gondtalanul jatszani kezd. A szomszéd
varbol a Kiralyfi is el6jon, s elindul vilagot latni. A Tindérboszorkany azért, hogy megaka-
dalyozza a két fiatal talalkozasat, visszaparancsolja a Kirélykisasszonyt a varaba, a Kiralyfi
azonban megpillantja a lanyt, és azonnal beleszeret. Megprobal kdzelebb jutni szive
valasztottjahoz, de a Tlindérboszorkany parancsara megindul az erdd, és a fak az Gtjat alljak.
A Kirdlyfi atjut a sirt erddn, de a Tiindérboszorkany megarasztja a vizeket. A patak sod-
rasa letépi kiralyi ékességeit, és maga ala gy(ri a Kiralyfit. Vigaszul a Tindérboszorkany
kifaragja a fil masat, s annak kdpenyével és koronajaval ékesiti fel azt. A kiilonds alak
megtetszik a Kiralykisasszonynak, akinek érkezésére a Kiralyfi el6bukkan hullamsirjabal,
hogy vélasztottjahoz szaladjon.

ATindérboszorkéany cselt vet ismét, és varazserejével életre kelti a babot, amely groteszk
tancha kezd. A Kirdlykisasszony figyelmét teljesen magara vonja a kiilénds alak, tancra
perdiil vele, majd magaval viszi a varaba. A Kiralyfi szomoruan figyeli fabal faragatt méasa
diadalat.

Banataban a Kiralyfi a természetben nyer vigaszt. A Tiindérboszorkany az erdd kiralyava
koronazza, tdmogatasul mellé rendeli a természet erdit, amelyek behddolnak a Kiralyfi
elétt. gy mar a Kiralykisasszonynak is megtetszik a fid, raadasul a fabol faragott kiralyfi
egyre élettelenebb.

Am az igazi Kiralyfi elfordul a Kiralykisasszonytal, akinek ezutan az erds, a Tiindérboszor-
kany varazslata is (tjat allja. A Kiralykisasszony nem tud &thatolni a fak sdr(ijén, szégyené-
ben eldobja kiralyi ékessegeit, és levagja hajat. A Kiralyfi és a természet is megbékeél végll,
s a fiatalok egymasra talalnak. Boldog kettdsiket a beteljesiilés zaroképében az immar
elcsendesilt, vedelmez( természet veszi koril.
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Az alkotok

Velekei Laszl6 (1978-) Harangozo- és Seregi-dijas balettmiivész, koreografus és Erdemes
Mlivész. 1978-ban sziiletett Mosonmagyardvaron, 10 éves koraig néptancot és versenytan-
cot tanult, balett-tAncaskeént a Pécsi Mivészeti Szakkdzépiskolaban végzett. 2020-ban
diplomézott a Magyar Tancmivészeti Egyetem tancos és probavezetd szakan. Palyafutasat
1996-ban alapitd tagként kezdte a Magyar Fesztival Balettben.

1997-ben a Gydri Balett tarsulatahoz kerdilt, 1999-ben az egyiittes magantancosa lett.
Szakmai életutja Gsszefonddik a tarsulattal, itt valt magantancossa, koreografussa, majd
igazgatova. Kiemelkedd teljesitményt nydjtott a szinpadon a tébbek kdzott Ginter Pick
Carmina Burandjaban, Robert North Rémed és Julidjaban, Carmenjében, a Trdjai jatékokban,
William Fomin Casanovéjaként és Schneider-Rossmy Magyar triptichonjaban.

Tiz évvel a magantancosi poszt kivivasa utdn zarta le aktiv tancmivészi karrierjét, de
koreografusként és mlvészeti asszisztenskeént tovabb dolgozott a tarsulatnal. 2015 6ta a
tarsulat mdvészeti vezetdje, 2020. julius 1-je 6ta pedig igazgatoja. A Gydri Balett 2019-ben
innepelte fennallasanak negyvenedik évfordulgjat, Velekei Laszld Marko Ivan és Kiss Ja-
nos utdn a harmadik igazgatoja az egyittesnek.

Koreografuskent kiemelten fontosnak tartja, hogy a rendkiviil szines magyar tancéleten
belll van Iétjogosultsaga annak az alapvet6en neoklasszikus stilusnak, amit alkotoként
képvisel. Kifejezetten érdekli a klasszikus mavek kortérs értelmezése, a 2021-ben bemuta-
tott GisL cim( produkcio kapcsan fogalmazta meg, hogy mindig is probalt olyan darabokat
valasztani, melyeknek kdzéppontjaban az ember all: ez hozzdtartozik az alkoti attitiddm-
héz. Szeretem bemutatni azokat a helyzeteket, amikor egy szerepld a sajdt korldtjain tullépve
megmutatja azt az énjét, amit egyébként nem szivesen fed fel.”

A fdbal faragott kirdlyfi (2023) az els6 munkaja a Magyar Nemzeti Balett szamara.

Balazs Béla (1884-1949) szegedi polgari csaladbdl szarmazott, apja tanar volt. Egyetemi
évei alatt Eotvos-kollégista volt, ahol Kodaly Zoltan volt a szabatérsa. Egy ideig Berlinben
és Parizsban tanult 8sztondijjal: magaba szivta a német filozéfiakat és a francia dekadens
kdltészetet; ezek er6s nyomat is hagytak korai koltészetén. Hazatérvén kdzépiskolai tanar
lett. 1908-tal A Holnap eqyik kdltdje, és jelen volt a Nyugatban is annak indulasatol kezd-
ve. 1909-ben vitakat véltott ki és sikert aratott Doktor Szélpdl Margit cimd draméjaval, a
kovetkez6 évben pedig elkésziilt elsd verseskotete: A vandor énekel. A fiatal Balazs Béla a

lelek kalandjait hajszolta, a vegzet véllalasat, s mindezek szimbolikus &télesét. Az ekkortajt



keletkezett dramai jatekai kozel allnak Maeterlinck és Hofmannsthal ez id6ben vilagnép-
szerliségl szimbolista szinjatékaihoz. 1911-ben irta A kékszakdllu herceg vdra cim(i verses
dramat. Kés6bb, mar a habord alatt irta azutan a népmesékhez legkdzelebb allg A fdbal
faragott kirdlyfit, amelybdl ugyancsak Bartok formalt halhatatlan tancjatékot.

Balazs Béla otthon is volt a Nyugat kérében, meg nem is. Individualistabb és féleg naciona-
listabb volt tarsainal. Amikor 1914-ben kitdrt a habort, maga kérte, hogy a szerb hadszintér-
re kiildjék hadituddsitonak. A hdbord borzalmai azonban atformaltak vilagnézetét: lelkes
nacionalistabol elkeseredett pacifistava valt. A Tanacskoztarsasag idején vezetd kultur-
politikai szerepet véllalt, majd menekilnie kellett az ellenforradalom eldl. A becsi
emigracio alatt kezdett mind erdsebben foglalkozni filmesztétikaval. Elméleti mdveinek
eqy részet németiil irta, s igy hamarosan nagy tudomanyos és miveszeti felt(inést keltett.
A német fasizmus uralomra keriiléséig felvaltva jart Becsben, Berlinben és Moszkvaban:
reszt vett az U filmmavészet alakitdsaban és forgatokdnyveket irt. Prozai mivei egyre
szélesebb korben valtak ismertté; Thomas Mann is nagy elismeréssel irt rola. Hitler ura-
lomra kerilése utan Moszkvaba koltozott, ahol a Filmakadémia tandra lett, s részt vett az
emigrans magyar irodalmi életben. 1945-ben azonnal hazatért. A Szinhaz- és Filmm(veésze-
ti Fdiskola tanara lett, megirta a Valahol Eurdpdban forgatokonyvét, majd Kodaly Zoltannal
eqyltt készitette el a Cinka Panna cim( balladaoperat. Ez volt utolsé mdve. 1948 utan fél-
reallitottak, allasait elvesztette. Nemsokara, hatvandt éves koraban meghalt. Csak évtize-
dekkel haldla utan keriilt életm(ive - kiildndsen filmesztétikai munkassaga - mélto helyére.
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Elinditottam egy érzetet,
ami a tancmuveészekben
befejezbdott

Interju Velekei Laszlo koreografussal

2019-ben vette 4t Velekei Laszlo a Magyar Allami Operahéz altal alapitott Seregi-dijat,
amivel egyiitt jart az a lehetdség, hogy a Magyar Nemzeti Balett szamara készithet

egy koreografiat. Az operahazi egyiittes balettigazgatdjanak és a neves koreografus-
nak a valasztasa az egyik legmeghatarozébb magyar tancmiire, A fabél faragott ki-
ralyfira esett, amelyet korabban tobbek kozott Harangozo Gyula, Seregi Laszlo, Fodor

Antal, Roman Sandor és Frenak Pal szinre vitelében lathatott a kdzonség.

Mennyire koti meg egy ennyire ikonikus, jelentds miivészek altal is feldolgozott darab
a koreografus kezét?

Manapsag oriasi divat Ujraértelmezni, Ujragondolni a régiek alkotasait, én nem ebbdl a
szemponthol kdzelitettem meg a feladatot. Az eredeti m( inspiralta a gondolkodasomat, a
tisztelet és alazat vezetett, dramaturgidban azonban a Seregi-produkcio cselekményveze-
tését, és az ahhoz készilt rovidebb, dinamikusabb zenei verziot hasznéltam.] Természete-
sen a mozgasvilagot az egyiittessel egyittmikddve én alakitottam ki.

Ez a mese 0rokzold, reflektél a jelenre, ennyiben valoban kicsit hangstlyosabbak a motiva-
ciok, a pszichés mikodes szerepe. Azt gondolom, hogy a darabbdl ma kihallhato egy erés
tarsadalomkritika is, targyiasult vilagunk finom biralata. A Kiralykisasszony akkor veszi
észre a fababut, amikor korona van a fején, a Tlindérboszorkany vildgokat mozdit meg,
hogy sajat vagyat beteljesitse, a Kiralyfi is elhiszi, hogy korona kell a fejére, e igazi érzés,
kdtddés akkor alakul ki, amikar mindketten képesek ezekrdl a killsdségekrdl lemondani, és

felfedezik Gnmagukban és masikban a valdodi értéket.

! Maga Bartok is gondolkodott lehetséges hizasokban, hogy feszesebbé tegye a mii tempdjat, az éltala javasolt
roviditéseket a fellelhetd dokumentécio szerint utoljara 1932-ben fixalta. Az el6adoi gyakorlat azonban kililonféle
megoldasokkal élhet egy-egy zenem(i eldadasa kapcsan a darab hosszat, hangszerelését, dramaturgiajat tekintve.

azonban Bartok eredeti hangszerelésével hallhatg. (4 szerk.)

24



Balazsi Gergd Armin, Carulla Leon Jessica



Gyakran felmer(l bennem, hogy ez a csodalatos, izgalmas mese akar a mai kozosségi
oldalakon feltind hétkdznapi emberek térténete is lehetne.

Elészor dolgozott az operahazi tancmiivészekkel. Mas munkamadszert kellett kdvetnie,
mint sajat egyiittesével?

Nagyan ertékes, jelentds alkototarsakat kaptam ehhez a produkciohoz, Romanyi Nora
fantasztikus jelmezei és Rozsa Istvan diszlete olyan mesebeli latvanyvilagot teremte-
nek, amiben tiindékdlhetnek a Magyar Nemzeti Balett miivészei. Az operahazi tancosok
elképesztd gyorsan olvasztottdk magukba a teljes anyagot, elképesztd tempoval dolgoztak.
Nekem mindig is fontos volt, hogy a sajat mozgasvilagomat egyedivé tegyem azzal az
egyttessel, amelyikkel éppen dolgozom. Nagyon izgalmas, ahogy ez a mozgasvilag
most egy neoklasszikus bazison fogalmazédik meg. En azt hiszem, hogy a kreacio soran
mindkeét fél - jo értelemben - tlépett a sajat korlatain, ami hatalmas fejlédést jelent.
Amikor egy érzelem attér egy mozdulatan, én eddig jellemzden elengedtem az esztétikat, a
harmoniat. De a klasszikus és neoklasszikus mozgasvilagban nevelkedett balettm(veszek
minden mozdulataban jelen van az esztétika, a szépség. Vellik gy dolgoztam, hogy elindi-
tottam egy érzetet, ami benniik befejezddatt.

Van ebben dnkorlatozas a koreografusi oldalon?

Semmiképpen! A kezdetek kezdetén még a sajat vizidimat, a sajat elkepzeléseimet szeret-
tem volna latni a szinpadon. Ma mér egyértelmden a tancos all a figyelmem kdzéppontja-
ban, a tancos teszi az én mozgasintencidmat izgalmassa, a koreografusi nézépontbal ez
egy euforikus, csodalatos érzés.

Az 1917-es 6shemutato

A Balazs Béla torténetere szilletett tncjaték Bartak harom szinpadi mivének egyike, kozl-
Iiik az els6, mely 1917. majus 12-én keriilt el§szor szinre. Balazs Béla tancjatékanak szoveg-
kdnyve eldszor a Nyugat 1912. december 16-i szamaban jelent meg. Fontos e datum, hiszen
alig masfel héttel kés6bb az akkori vilag legnevesebb tanctarsulata, Szergej Gyagilev Orosz
Balettje kezdte meg gyors egymasutanban masodik, budapesti vendégjatekat a Magyar
Kiralyi Operahazban. Az 1912 tavaszi, majd téli orosz vendégjaték korszakhatart jelentett
nem csupan a magyar balett, de a hazai szinpadmdvészetek tdrténeteben is.



Alibrettot Balazs mar kéziratban atadta Bartoknak, aki 1914 dprilisatal 1916 6szeig, az |. vilaghd-
bor( idején, teljes visszavonultsagban kompaonalta meg a darabot. A szinpadi m( hangszerelésé-
vel Bartok 1917 januarjaban elkészlllt, a teljes partitira februar 5-én keriilt az Operaba. Az els6 tan-
cos prabakra februdr 22-én keriilt sor, mig a zenekarira aprilis 18-an. Az Andréassy Uti palotat 1912
februérjatal 1917 juniusaig a polihisztor grof Banffy Miklos kormanybiztosként iranyitotta, majd
még egy teljes évig, lemondasaig féigazgatokent. Alig két héttel (j posztja elfoglalasa eldtt, az 6
diszlet- és jelmezterveivel mutattak be, viharos, de legalabbis kalandos kériilmények kdzt A
fabél faragott kirdlyfit. Az 6sbemutato koreografusa, a német-svéd Otto Z6bisch 1915 novemberé-
ben szerz6dott az Operahoz, alkotoi bemutatkozasara masfél év malva, a Bartok-mavel kertilt sor.
A bemutatd dradmai kdrlilményeir6l a rendezd, Balazs Béla szamolt be emlékirasaban:
Az Operdnak akkor hét karmestere volt. Mind a hét megtagadta, hogy ilyen »zagyvalékot«
dirigdljon. Végal egy olasz vendégkarmester, a kitlind Tango Egisto vdllalta. Két rendezdje volt az
Operdnak. Mind a kettd kereken megtagadta ennek a »miivészet elleni merényletnek« rende-
76s6t, az Opera méltdsdga nevében. Eqy balettmester is lézengett a hdzban. Valami szelid svéd
tornatandrféle. Az sirdnkozott, hogy a muzsikdban se walzer, se polka, se mendett, se csdrdds,
se semmiféle tdnc nem észlelhetd - mire tanitsa be a balett-kart? Végdl 6 is lemondott. A magy.
Kir. opera sztrdjkolt. Felldzadt. Nem tudok rdla, hogy valaha bérharcban vagy politikai harcban
ilyen szervezetten lépett volna fel, mint Bartok Béla muzsikdja ellen. 0 nem foglalkozott a
dologgal. Ovakodtam kézdlni vele. Magam gyerek voltam és szerény kinyvtdrosa a Székes-
févarosi Pedagdgiai Kanyvtdrnak. De Ugy tudtam, hogy Bartdk életérél van sz4.”
A darab a bemutatohoz vezetd rigos Ut vegén azonban kedvez6 fogadtatasban részesiilt,
ahogyan arrol a Szinhdzi Elet cimi folydirat korabeli kritikaja is tanuskodik: ,Az idei szin-
hdzi és zenei szezonnak kétségen kiviil legnagyobb és legjelentéségesebb eseménye A fabol
faragott kiralyfi cimd tancjaték, melynek bemutatdjdval egy kivalé magyar ir6 és koltd és
a legzsenidlisabb magyar zeneszerzd értek el legszebb céljukhoz. Baldzs Béla a tancjdték
szdvegében egészen (j dsvényekre vitte a szinpadi dramdt, mely mintha egy (j dimenziGt
kapott volna most ebben a kdltdi szépségekkel teli tancjdtékban. Bartok Béla a darab zenéjé-
ben adta djabb tandbizonysdgat mérhetetlen nagy tuddsanak, kitaldldsi sokoldaldsdgdnak és
meleg, koltdi szivének, mely ott liiktet A fabol faragott kiralyfi zenéjének minden (itemében.
Bartck zenéje mindenre képes: illusztrdlja a cselekményt, megkapd képeket fest a természeti
tiineményekrdl, tolmdcsolja a bensd érzelmeket, és helyettesiti a szavakat, amelyeket a sze-
replék elmondandnak, ha tarténetesen nem pantomimnak irjak meg a darabot.”
Afabdl faragott kirdlyfi sikere hozzajarult, hogy egy év mulva egy masik ,el6adhatatlan”nak
titulalt m, A kékszakdlld herceg vdra is az Operahaz szinpadara keriljon, és megkezdje mai

napig tarté vilaghaditd Utjat.

27



Garcia Carriera Claudia, Hnedchyk Viachaslau

—




Tancszvit

A koreografus

Varnagy Kristof (1984-) tancmUivész, koreografus tanulmanyait a Tancmiivészeti Egyetemen
végezte. Dijazottja szamos hazai és nemzetkdzi balettversenynek, fesztivalnak, tovabba
nyertese tobb magyarorszagi szakmai dijnak, dsztondijnak (egyebek mellett Koztarsasagi
6sztondij, Magyar Balett-és Kortarstanc-Mivészetért Junior Dij). Professzionalis évei alatt
t6bb stilusban is kiprobalta magat a baletten &t, a kortarstancon keresztil a cirkuszig, és
olyan egyiittesekkel dolgozott, mint a Frenak Pal Tarsulat, szélistaja volt a Cullberg Balett
és Sved Kiralyi Balett egyiitteseinek, emellett bemutatkozott az Gjcirkusz mifajaban is a
Cirque du Soleil egytitteseben, jelenleg pedig a Recirquel tarsulat tagja.

Véletlenek sorozata vezette a tancszinpadra, sajat elmondasa szerint nem volt kifejezet-
ten ambicioja, hogy tAncmivész legyen, s éppen ez a rugalmassag segitette abban,
hogy a palyajan érkezd kihivasokat el tudja fogadni, és amikor kellett, el tudjon ta-
volodni néhany lépésnyire még a tancmiivészettdl is. “A tdncmdvészet, éppen annyira
nehéz, mint bdrmely mds szakma vagy élsport, amit valaki hivatdsaként (z, azzal a
céllal, hagy abban a legjobbak kdzé tartozzon. Bar gyerekkorom dta a tdncmiivészethez
kapcsolodom, mégis eltdvolodom attdl a sztereotipidatdl, ahogy a mivészeket kiviilrdl
Idttatjck, kiilénlegesnek és specidlisnak. Ugy gondolom, mindenki kiilénleges, aki dldo-
zatot hoz azért, amit csindl. Ha valamit hivatasunknak tekintiink, az iddt vesz igénybe,
és az elkitelezettségiink mindsége hatdrozza meg, hogy milyen eredményeket tudunk
elérni, legyen sz6 barmilyen tevékenységrdl. Amikor valaki tiszta és teljes figyelemmel
végzi a munkdjat, akkor a hozzadllasdval egy Uj szintre emeli azt a tevékenységet és
példdt teremt az egész szakmdja szdmdra” - mondta el egy 2019-es interjuban a Taldl-
kozdsok projektnek.

Az els6 kiilféldi szerz6dés és a franciaorszagi tapasztalatok tartottak meg a palyan, itt
ismerte meg a tancvilag nemzetkozi aspektusait is, s realizaltam, hogy amit eddig a tanc-
rél gondoltam, csak egy aprd szegmense a nagy egésznek.” A Frenak Pal Tarsulatnal téltott
években kotelezddott el igazan: “Ebben az iddszakban elmélyithettem a tuddsom olyan
irdnyba, ami engem érdekelt, és a kozos munka megadta azt a szabadsdgot, hogy kereshet-
tem az Uj utakat @ mozgdsban. £z volt a fordulépont, hogy nem akartam t6bbé abbahagyni
a tdncot, mert megtértént a felismerés, hogy rdjgttem, mit szeretnék ezzel kezdeni. Innentdl
kezdve a tdnc egy egészen mds inspirdcic lett.”
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eldadasok mind a Sved Kiralyi Balett gondozasaban, a Royal Collective nev(i kamaraegyiit-
tes szamara késziiltek. 2015-ben tért haza Magyarorszagra, ahal az6ta szémos onallg, és
koprodukcids koreogréfia elkészitésében is részt vett, alkotasait lathatta tobbek kozott a
Trafo, a Budapesti Tavaszi Fesztival és a Nemzeti Tancszinhaz kizonséege.

A tradicid beemelése

a kortarsba és az ujitas
hagyomanya

Interju Varnagy Kristof koreografussal

Varnagy Kristof eldszor dolgozik koreografusként a Magyar Nemzeti Balettel,
de a Bartok Tancszvitre vald felkérés nem volt minden elézmény nélkiili. A koronavirus-
jarvany azonban megakadalyozta, hogy részt vegyen az Operahaz TancTrendjén. Ez a

feladat viszont joval kemplexebb.

A TancTrendhez képest, ahova az alkotd egy mar kesz, kiprabalt darabbal, egy estére érkezik,
ez a mostani lehet6ség, hogy a Nemzeti Balett repertodrjara és egyiittesével alkossak egy

eldadast, lényegesen komolyabb feladat. Raadasul Bartok-est, aminek hosszd torténelme

folyaman olyan koreografusok mdvei szerepeltek méar az Operahaz misordn mint Bozsik,
Fodor, Frenak, Juhasz, Seregi, Velekei, Venekei. Egyértelmd volt, hogy a fenti névsorhoz ill6

a megbizoi elvaras, ezért fel is kértem Horvath Zitat az eldadas tarskoreografusanak, hogy

két par vallon nyugodjon ennek a nagyon szép és fantasztikus felkérésnek a sulya. Egyrészrol,
pongésra is gondolatok kdzGtt, mig Zita a racio, a horgony. Masrészrdl, Zita tancmiveszeti és

koreografusi erényei pont ott csillognak a legfényesebben, ahol nekem a vakfoltjaim vannak.
A tancot kedvel§ kozdnség egyébkent Zitét leginkabb elGadoként ismeri, és nem is tudhatja,
hogy az évek folyaman szdmos jelentds hazai alkotonak volt kreativ csendestarsa.



Annak ellenére, hogy mozgasmiivészeti ,anyanyelve” a klasszikus balett, alkotoként
sokaig keriilte ezt a format.

Koreografuskent legutabbi videé munkamban nydltam Gjra balett gyokereimhez és ez ki-
pattintotta bennem a szikrat. Ezért a sors kezének is érzem, hogy eddig nem jétt létre az
eqyiittmikodés az OPERA-val, és a balettigazgat most tallt meg ismét ezzel a nagyszer
lehetdséggel. igy ez az eldadas szamomra egy hazatérés, kiizel hisz év tavlatabol Gjra a
balett nyelvén fogalmazni, réadéasul az Operahdz szinpadan a Nemzeti Balett kdzremiko-

désével. Egészen elképesztd érzés.

A Tdncszvit szamos témat és izgalmas motivumot hordoz magaban. Mi volt a
koreografusi koncepcio alapja, hogy ezeket a lehetdségeket egyszerre feltarja és
korlatozza?

El kell ktelezddni, és ez nagyon izgalmas. Mint egy (j kapcsolat, ami megannyi jovd lehe-
tdségét magaban hordozza, de apro ddntéseink sora mutatja majd meg, hova tart. Nagyon
izgalmas 1atni, miképpen bomlik ki az alkots az ember szeme eldtt, hogyan Iép a ko-
reografia interakcioba a mivészekkel. A Tdncszvit a tradiciokbol taplalkozik, de integralja
azt a jelennel. Ezen gondolat ékes példaja Bélavari Zita bujaki népviselet altal ihletett cso-
dalatos jelmezei. Szdmaomra a ,bartoki gondolat” a tradicio beemelése a kortarsba és az
Ujitas hagyomanya. Ez pedig kivald 6sszhangban all azzal az alaphelyzettel, hogy a balett
lesz az OPERA miivészeivel a kozds nevezdnk, amibdl kiindulva felépithetjik az el6adas
nyelvezetét, ami az egészen klasszikus formaktdl eljut majd a Molto tranquillo és Comado
tételek alatt megfogalmazott koreogréafia nyitottabb, szabadabb struktirajaig.

Bartok a Tdncszvitet Budapest egyesitésének 50. évforduldjara irta alig tobb mint
100 évvel ezelétt. Vajon a miivészetnek ez a ,hid"-szerepe ma is érvényes gondolat?

Azt gondolom, hogy Bartdk kiindulo alkotai elképzelése, hogy a Duna menti népek népze-
néjének jellegzetes motivumvilagt allitsa egymas mellé a tancsorozatban, a mai napig
valid, és hogy a mivészeteknek fontos kdzvetitd és dsszekapcsold szerepe lehet kiilonboz6
kultarak kozott. Bartok Tancszvitje is csodalatos példaja annak, hogy a kulturdlis diverzitas

milyen fantasztikus értékeket képes létrehozni.

Milyen eldadas sziiletett a Magyar Nemzeti Balettel vald villamtalalkozasbal?

Kdlcsondsen inspiralo helyzetek elé allitottuk egymast a mlivészekkel, amiben élmény volt
szamunkra felfedezni a tarsulatban rejld potencidlokat és atéini a kdzos fejlédésink folya-
matat. En azt gondolom, hogy alapvetden egy baletteléadast csinaltunk, a terminologia
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azon nyitottsdgaval élve, hogy Bournonville-en &t, Balanchine-on keresztiil Béjart-ig széles
a balett skalaja, és akkor méq csak a B bettis koreografusokat emlitettiik. En gy kezdtem
magamban definialni, hogy Bartdk korunk egy klasszikus kortarsa. Szerintem éppen ezért

wn

a Tancszvit formanyelve is, ,a classic with a twist".

Bartok Tancszvitjének
keletkezése és el0adasai
az Operahazban

Bartdk Béla e zenekari mivét jeles torténelmi alkalomra komponalta. A Tdncszvit bemutatoja
1923. november 19-én, a Pest, Buda és Obuda egyesiilésének, Budapest sziiletésének félévsza-
zados jubileuman rendezett tinnepi koncerten volt. It csendilt fel Kodaly Zoltan - ugyanerre
az alkalomra sziiletett - Psalmus Hungaricusa és Dohnanyi Ernd Unnepi nyitdnya is.

A bemutatordl igy irt Tath Aladar a Pesti Napldban: ,...Az est mdsik zenetdrténelmi jelentd-
séqu Ujdonsdga Bartck ,Tanc-szvit*~je, vildghird szerzéjének taldn legfrissebb,

legragyogdbb zenekari mdve. Bartok az dsi primitiv szenvedélyek forradalmi felfedezdje, az
élet legmélyebb dinamikdjdt feltdrd géniusz, itt csillogd jatékkedvvel szdvi népies (de sajdt
és nem népdal-) témdit 6t tancba, melyet finom melankélidju ritornell két Gssze és duhaj,
vad findlé zdr le. Féldalatti, sGtét erdk misztikus sdlyos ritmusaibdl szines, csoddlatosan
tarka vildg bontakozik ki: ez a harmonikus »jatékarom« ilyen letisztult formdjaban dj hang
Bartdk kdltészetében. Magdt a hihetetlen gazdag hangszerelGfantdzidt is blvkdrébe vonja
ez a jatékharmania, minden kénnyen folyik, még a legszeszélyesebb fardulatokat is csillogd
hullamjdték tartja egyensulyban...”

A Tancszvitre késziilt Balazs Béla meséjével Harangozo Gyula koreogréafiaja, a Bdlvdnyosvdr.
Mint a Szabolcsi Bence - Toth Aladar-féle Zenei Lexikon egy mondatban elintézi: ,vitatott
értékd, utélagos applikdcid Bartok zenéjére”. Az 1948. februér 27-én, a Magyar Allami
Operahazban, négy egyfelvonasos balett tarsasagaban bemutatott produkcio szinpadan
komor sziklaormok, bizarr és tancszinpadon értelmezhetetlenil ormétlan jelmezekbe bij-
tatott szornyetegek ijesztgették a nagyérdemdit. A Tdncszvit operahdzi eldadastérténete
latvanyos, gyors bukassal indult: a Bdlvdnyosvdrat haromnegyed év alatt hétszer adtak eld,
majd kanyortelendl elnyelte a mult kode.



Két évtizeddel kés6bb Barkoczy Sandor emelte szinpadra az eredeti zenemivet, aki alkotoként

mar huszonévesen operai balettbetétek kareografidival, illetve a Prokofjev mivére irt Klasszi-
kus szimfénia cim balettjével (1966) is felhivta magara a figyelmet. ,A Tdncszvitben szinesebben,
sokrétdbben szeretném dbrdzolni @ modern életet. Karakterjellegd balett ez, amely minden nem-
zetkdzisége mellett felismerhetéen magyar is. Szeretném éreztetni, hogy ezt a miivet csak most

és csak igy lehetett koreagrafdini” - fogalmazott koreografijardl Barkoczy Sandor.

2017-ben Juhasz Zsolt a Duna Mivészegyiittes kizrem(kddeésevel készitett koreografiat

az OPERA szdmdra, azonban a korabbi eléadasokkal szemben az ¢ produkcigja hangsu-
lyozattan nem egy torténetet kivant elbeszelni. Kiindulasi pontja a md kora, a torténelmi

helyzet, keletkezésének korlilmenyei is miértje volt, e kore szervez6dott az el6adas. .z a

md szdmomra elsdsorban az Gsszetartozdsrol szdl: Bartdk is egy nagy kdrtdncot Iatott bele a

Tancszvit utolsd tételébe” - nyilatkozta az alkotd a bemutatd kapcsan.
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The composer

Béla Bartdk (1881-1945) was born in the Torontal County town of Nagyszentmiklos (today
Sannicolau Mare, part of Romania). His father, also named Béla, was the music-loving head
of the local school of agriculture, while his mather Paula Voit was a schoolteacher as well
as an excellent pianist.

He received his first piano lesson from his mother on his fifth birthday; even from his early
childhood he was unusually sensitive to music and soon began to compose. When he was
seven, his father died, and the task of raising Béla and his younger sister Erzsébet (Elza)
fell to their mother. Circumstances often forced them to move, and this is how they wound
up in Pozsony (today's Bratislava), where the young Bartok studied piano with LaszIo Erkel.
In 1899 he was admitted to the Budapest Academy of Music, studying compasition with
Janos Koessler and piano with Istvan Thoman. He gained his first recognition as a pianist
and received invitations to play concerts in numerous European cities, including Vienna
and Berlin; composition only became the main focus of his work over time. Among his
influences were the music of Richard Strauss, as well as that of Dohnanyi, from whom he
also received piano lessons. In the meantime, researching folk music had also become an
important part of his life: equipped with a phonograph and wax discs, he began to collect
the treasures of Hungarian, and later Slovak and Romanian, folk music. Warking together
with his friend Zoltan Kodaly, he made invaluable contributions to the collection, recording,
classification and teaching of folk music. He was given an appointment as a piano teacher
at the Academy of Music in 1907.

He married Marta Ziegler in 1909, who the following year bore him his first child, a son
who was also christened Béla. His musical compositions at the time were rejected by
audiences and reviewers alike. This lack of popularity meant that Bluebeard’s Castle, which
was composed in 1971, would only premiere in 1918, a year after his first ballet, The Wooden
Prince, enjoyed a major success. He composed another ballet, The Miraculous Mandarin, to
Menyheért Lengyel's libretto during World War I. After the cessation of hastilities, the 1920s
found him playing concerts, this time all over the world. He divorced Marta in 1923 and a
year later married his student Ditta Pasztory, who became the mother of his second son,
Péter.

Bartak became a member of the Hungarian Academy of Sciences in 1935. By 1938 he was
growing increasingly concerned about the growing influence of National Socialism both in
Hungary and abroad, and after his beloved mother's death in late 1939 decided to leave the



country. He played his last Budapest concert on 8 October 1940 with Janos Ferencsik, and
then set off on a tour of the United States, never to return. He taught as lecturer at both
Columbia and Harvard, but then in 1942 was diagnosed with leukaemia; after his condition
had stabilised temporarily, he was able to resume his work and composed his Concerto for
Orchestra (1943), his Sonata for Solo Violin (1944), which he dedicated to Yehudi Menuhin,
and his last work, his Piano Concerto No. 3 (1945). He died on 26 September 1945 after
succumbing to his long illness. His remains were brought to Hungary and reinterred at
Farkasréti Cemetery in 1988.

Conducting Bartok

In conversation with conductor Gergely Vajda

The magic of musical theatre is that the conductor performs a double task during the
creation of the production: on the one hand, he controls and indicates when some-
thing on the stage goes very wrong or deviates greatly from the author’s original
intention. On the other hand, as a co-creator, he helps to stage production. As a
clarinet player, you have already established a physical connection with the most
important works of the world-famous composer, but how do you experience them
as a conductor?

Whenever | make a gesture, the energy of that movement creates a connection with the
musical beat, connects it with the physical sensation. In reality, the physical and the
spiritual - especially in music and theatre - cannot be separated.

In musical theatre, music and the stage, in our case, dance play the main role alter-
nately. How do you approach Bartok as a ballet composer?

We all understand Bartok as much as we understand ourselves. In order to be present as a

co-creator, | had to get into Bartok's mind from the start. It is a particularly difficult situa-
tion as he was a very sensitive and a strict figure at the same time. | have always thought

of him as kind of haly man, while his pieces often made me feel the urge to ask, what can

| do to help, what is wrong? Bartok's language must be known so that the orchestra can

sound authentically. | do not want to direct myself even in my own works. With Bartok | am

also interested in his way of thinking, his intentions as a composer. | know theatre well,
which helps me a lot when | am conducting a ballet. | am flexible, and if a musician finds
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solution that | haven't thought of, maybe the composer hasn't, either, but it is in the music,
| accept it. Theatre is teamwork, there are plenty of alternative solutions, which makes it
fantastic.

According to an anecdote, no day passes without a Bartok piece performed some-
where in the world. Does this mean that Bartok is really part of the basic repertoire?
Most composers go out of fashion when they die, at least for a while, but this is not true for
Bartok - or Ligeti, for that matter. Bartok is clearly ranked with Prokofiev or Stravinsky if
we look at how often they are performed. Today, for example, it is impossible to organize a
competition for string quartets without a Bartok piece. For us Hungarians, he means much
more than that since he was the one who, together with Kodaly, mapped and researched
Hungarian folk music at the last moment, and was able to formulate it in the language of
Western music and integrate it in such a way that the message is universal and eternal.
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The Miraculous
Mandarin

Synopsis

In the hustle and bustle of the big city, everyone is in a hurry. In the midst of this rush, a
four-member gang, three tramps and a girl rob and mug unsuspecting passers-by.

There is only one strange figure who stands out from the crowd, his walk would fit into a
slow-motion film, while his presence creates an unusual atmosphere - he is the mandarin.
His gaze meets the girls, and from that moment on, he never lets her out of his sight, he
follows her constantly, almost obsessively.

The gang follow their usual daily routine at their den, the members distribute the loot from
their last robbery, and plan the details of their next crime. This is a small-style, peripheral
clan with shady deals, in which the girl also an integral participant.

Suddenly, the mandarin's figure appears in the distance with an unstoppable approach
towards girl unstoppably.

An old gentleman appears, who owes the gang, and although reluctantly, he pays eventually.
Then a young guy sneaks into the den, he wants to buy drugs. Afterwards, the mandarin
enters. The gang do not know him, they do not know what to do with him, the three tramps
leave it to the girl to unravel the stranger’s plans.

The man remains silent, the usual “interrogation” methods will not work on him, and the girl
does everything to get him to speak. In vain. She asks, interrogates and teases him more
and more violently. Finally, the mandarin shows his true colours.

The girl fights desperately against the unrestrained, rampaging mandarin. However, the
incredible energy and an unquestionable, bursting desire to care that emanates from the
man convinces her. She sets off with him, but the three tramps do not want to let him go.
They try to kill the mandarin by various means, and finally, they hang him.

The girl is devastated, she holds the man in her arms for the last time, who is lying dead.
Behind her catatonic solo, the scenery depicting the big city returns, and an invisible force
pulls her back, while the last notes of the music absorb the braken figure of the girl.
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The choreographer
and the librettist

Marianna Venekei (1967-) is a choreographer who has been awarded the Order of Merit of
the Hungarian Republic and the Seregi Award. She is a ballet master and company répeti-
teur of the Hungarian National Ballet. She started her career as a student of the State Ballet
Institute (later Hungarian Dance College, today called Hungarian Dance University), and be-
came a ballerina under the tutelage of Zsuzsa Kun and Tamés Koren. She graduated in 1986.
Her peers and teachers considered her a virtuoso, dynamic, restless talent who was al-
ready rising above the rest of her class: Venekei was immediately contracted by the Hun-
garian State Opera, where she has remained without interruption for more than thirty-five
years. Just six years after joining the corps de ballet, she was promoted to the position
of soloist. The seasoned artist was held in high esteem by Hungarian dance critics for
her especially exciting and strong skill of portrayal. Her exceptional technique allowed
her to provide remarkable performances in the pieces of both classical and neoclassical
repertoires including the most popular ballets such as Anna Karenina, A Midsummer Night's
Dream, The Miraculous Mandarin, The Nutcracker, The Taming of the Shrew, and Romeo and
Juliet. She has also shown her skills in a number of international guest performances with
national ballet company. She has graced the stages of Germany, Italy, Canada, Austria,
Hong Kong, and Taiwan. She has also been a quest performer for the Pécs Ballet.

Over the course of the years, she gradually replaced her dance career to become répéti-
teur and ballet master, then premiered her talents as a choreographer in front of both
Hungarian and international audiences. Apart from dance sequences in opera productions,
since 2002, she has even been making her own choreographies: Chapter I, Gull Dance, The
Jungle Book, Déja vu, and Fifth Season were real audience favourites. Her piece Chapter Il
premiered at the Saint-Sauveur Dance Festival in Canada in 2003, where she was awarded
the title of best choreagrapher. In 2001, Venekei received the highest recognition available
to a dancer in Hungary, the Gyula Harangozo Award, followed by the EuroPAS Award in 2005,
the Merit of the Hungarian Republic in 2015, and finally, the Seregi Award in 2020.
Marianna Venekei's first full-length ballet, A Streetcar Named Desire premiered in the sum-
mer of 2017 by the Hungarian National Ballet. She worked closely with Laszlo Dés to rein-
terpret the piece for the language of modern ballet in a way that allows the atmosphere
and scenes of the performance to conjure up the original period and location of Tennessee
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Williams's work: New Orleans of the 1940s. In 2021, she created her choreography Firebirds
to Stravinsky's music especially for the Banffy Stage of the Hungarian State Opera’s new artistic
complex, the Eiffel Art Studios.. Later, she was responsible for the dance sequences in the
opera productions of Wagner's Gtterdimmerung and Beethoven's Die Ruinen von Athen.

Menyhért Lengyel (1880-1974) was a writer, a publicist, an internationally renowned and
one of the most sought-after screenwriters of the 1930s and outstanding Hungarian play-
wrights of the 20th century, along with Ferenc Molnar.

Born as Menyhért Lebovics in Hireshat (also known as Rolahaza) on a plain near Balmaz(-
jvaros, the son of Bernat Lebovics and Reézi Klein was born to write according to his diary
still available today. He started his career as a journalist in Kassa (Kosice) and Budapest.
Due to his first literary successes, he moved to the Hungarian capital, and after 1907 he
specialized in drama. He was immediately successful as a stage writer: in 1907, the Thalia
Company presented his play The Great Prince. In 1908, his drama The Grateful Posterity
was included in the repertoire of the National Theatre which he was awarded the Vojnits
Prize by the Hungarian Academy of Sciences for. His play Typhoon, published a year later,
became a worldwide success. In the meantime, he regularly published in Nyugat, the most
significant Hungarian literary magazine of the time.

During World War I, he worked in Switzerland and wrote for the journals Est and Nyugat. His
anti-war articles and publications were translated and included in the most famous German
and French newspapers of the time. His writings were published in a volume under the title
Simple Thoughts in 1918. The Miraculous Mandarin, a “pantomime tale” as Lengyel called it, was
also written during this era, and was adapted into programmatic music and ballet by Béla Bartok.
After the war, he spent a longer period in the United States, which resulted in American
Journal in 1922 based on his travel experiences. At that time, he was already immersed
in other genres in addition to drama and journalism, for a while, he was a dramaturg at
May-Film, Berlin. In Hungary, he worked alongside Frigyes Karinthy as co-director of the
Belvarosi Theatre in 1929-30. However, he then left the country, moved to London in 193],
and then to Hollywaod, USA, in 1937. He also made his mark as a screenwriter: several of
his films became worldwide successes, including To Be or Not to Be or Ninotschka starring
Greta Garba, for which he was also nominated for an Oscar in 1942.

After 1956, Lengyel visited Hungary several times, settled in Rome in the 1960s, and then
returned home for good in 1974. He could not enjoy this life for a long time, he died shortly
afterwards, at the age of 94. His diary, which he kept throughout his life, can be found at
the Petéfi Literary Museum.
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A contemporary story valid
since ancient times

An interview with choreographer Marianna
Venekei

Marianna Venekei is well-known for her choreographies focusing on spectacular and
grand emotions as well as her practical approach to classic works to bring them
closer to today’s audience. With the new production, she is staging a work she has
danced at the beginning of her career as a ballerina with such partners as Zoltan
Nagy Jr. or Gydrgy Szakaly.

This role is a huge challenge for a dancer, it is not conventional and certainly not an easy
one to perform. | had such fantastic

You first got this role at a very young age. How did you experience it?

For some reason, the chareographer thought | could handle this burden. Not only mentally, but
physically - we had to dance around seventy chairs made of iron, and | even had to overturn
some of them. It was such a physical strain that | remember staggering off the stage after the
performances. These memories stayed with me, | had time to reassess them, and they abviously
appear in the current female character. But that version had a different concept than mine.
The curtain closed behind her, she stood alone on the stage, and in these moments, | enjoyed
thinking about what she experienced, what happened to her, what this meeting meant for her.

It is also evident from your previous works that it is very important for you that the
viewer understands even the smallest details and drifts along with the story.

In the case of Bartok's ballet, telling a story is not complicated, since it is a programmatical
music, there is a libretto written by Lengyel Menyheért, and the music set to it. Every mo-
ment is taken down precisely. 4 Streetcar Named Desire was similar in this way, the story
is tangible, almost word for word.

How relevant is this work today?

The power of The Miraculous Mandarin's message cannot fade until human nature is radi-
cally changed. In this sense, this story is contemporary - and yet valid since ancient times.
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That is how it was written, but it could and does happen today. If we look at reality, the
human waorld, perhaps there is no liberation; pain and torture, violence, and abuse are as
old as humanity, cruelty and coercion have always been present, and | think they will go
on being present.

What is the concept behind the new production?

In'my concept, the mandarin is more an apparition than a phenomenon. The girl used as
a prostitute experiences a genuine relationship, a connection with the mandarin, who will
be her saviour, wha will bring her redemption. The language of movement and visuals are
built around the action, the story moves the performance forward, which is also necessary
because some people may not be used to modern choreographers without a plot. There
is a powerful story with a characteristic atmosphere: a run-down house and modern cos-
tumes. It was very important to me that everything from the first button to the last nail
exudes this special atmosphere.
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The Miraculous Mandarin
at the Opera House

The histary of the creation of The Miraculous Mandarin, the last of the pieces of Bartok's
dramatic triptych to be staged at the Opera House, resembled that of The Wooden Prince
in that it began under the auspices of the journal Nyugat. Menyhért Lengyel's “pantomime
tale” was published in the periodical’s 1 January 1917 issue. The author was already very
well-known: many of his dozens of plays (especially 1909's Typhoon) were highly successful.
Upon reading the text, Bartok wrote a letter to Lengyel, requesting his permission for him
to set it to music: after receiving an affirmative reply, he set to work in the autumn of
1918. “It will be diabalical music, if | succeed,” he wrote to his wife. Although the writer was
a sincere admirer of Bartdk's (once referring to him as an “absolute genius” in his diary),
he had suppasedly originally intended for the pantomime to be used by Diaghilev's Ballets
Russes. In any case, by May 1919, Bartok had completed a draft composition, but he put it
aside for the duration of the ensuing stormy historical period that profoundly affected
both him and his work. In December 1923, however, he wrote that it was now “high time to
score the Mandarin.” He put his resolution into effect the following year: by November 1924
he had finished the orchestration, and the Universal publishing house released the piano
reduction of the work in 1925. In February of that same year, Barték began talks with the
management

of the Hungarian Royal Opera about performing it, but no agreement was reached.
Eventually, the world premiere of The Miraculous Mandarin would be held in Cologne
(Bartak's and the publisher had both chosen Otto Klemperer, who was planning to take over
the post of chief music director there, to conduct it. Although the post would eventually go
to Jeng Szenkar, Cologne remained as the venue.) The premiere credited to Szenkér and
Hans Strohbach (in which the work was performed together with Bluebeards Castle) caused
a scandal. Mayor Konrad Adenauer, who later became Chancellor of Germany, personally
banned the production, calling it an ‘offshoot of @ rotten culture”. The pantomime enjoyed a
favourable reception in Prague a year later, but by 1931, Bartok had revised the ending. Ne-
gotiations with the Opera resumed that same year: the premiere was duly scheduled for 25
March 1931 (Bartdk's 50th birthday) with a choreography by Rezsé Brada and LaszIo Markus
directing. But then, with the alleged illness of the female lead, Karola Szalay, cited as the
reason, it was abruptly cancelled. On leaving the rehearsal, Bartok commented: “You've all
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been misled, you don't even know my music.”

The Miraculous Mandarin was very nearly performed again ten years later (this time in a
version by Gyula Harangozo, who had already proven his talent to Bartak and the audience
with his choreography of The Wooden Prince), but the premiere was axed yet again. The
reason given was again “illness’, but it was actually pressure from above “for moral reasons”
that led to the cancellation. As Gabor Devecseri wrote in Nyugat: “This flu has now become
a tradition.”

After working on it for many years, Aurél Milloss staged Mandarin at Milan's La Scala

in 1942, making him the first Hungarian choreographer to mount the wark. He later

taught it to many other companies. Only in 1945 would Harangozd be allowed to stage the
work at the OPERA, not long after the composer's death. The version that was performed
was tragicomic in how far removed it was from Bartok and Lengyels original story. Instead
of a bustling city, the events took place in a fabricated "Asian” setting, and the characters
were changed to the point of unrecognisability. Bartok's work finally found its way to the
stage of the Opera house in an authentic form in Harangozd's emblematic 1956 second
version, which was performed - as interpreted by a host of the company’s greats in alter-
nating casts - was all over the world from Edinburgh and Caira to Moscow. At the premiere,
the principal roles were danced by the immortal trio of Gabriella Lakatos, Erng Vashegyi
and Gyula Harangoz. (Hungary's first authentic version of Mandarin was staged in Szeged
in 1949 by Gydrgy Ldrinc.)

“Figures realistic and unrealistic, symbolic and naturalistic, move up and down the stage si-
multaneously, conveying multiple meanings in a single person,” explained LaszI6 Seregi at
the premiere of his first production of Mandarin. The choreographer first staged the wark
in 1970, and he then went on to come out with new versions in 1981 and 1989. Choreogra-
pher Antal Fodor staged Bartok's work at the OPERA twice: first in 1985, and then in 1993. A
choreography of The Miraculous Mandarin created by Jen6 L6csei was performed at the
Opera in 2006.
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The Wooden Prince
Synopsis

Standing on two adjacent hillocks are a pair of pretty castles belonging to the Prince and
Princess: these are surrounded by a lush natural setting ruled over by the Fairy Witch. One
beautiful morning, the Princess steps out of her castle to play, free from care. The Prince
also leaves his castle to go out wandering. To prevent the twa young peaple from meeting,
the Fairy Witch orders the Princess to return to her castle, but the Prince sees her and falls
in love with her at first sight. He attempts to get closer to his quarry, but the forest maves
at the Fairy Witch's command, and trees block his path. The prince finds his way through
the thicket, so the Fairy Witch causes the waters to rise. The flow of the stream tears off
his royal regalia and overpowers the Prince. As a consolation, the Fairy Witch carves a
wooden copy of the boy and adorns it with his cloak and crown. The strange figure appeals
to the Princess, upon whose arrival the Prince emerges from his grave amidst the waves
to run to his chosen one.

The Fairy Witch performs her magic again, and her powers brings the Wooden Prince to life.
It immediately launches into a grotesque dance, which succeeds in drawing the attention
of the Princess. She joins the strange figure in his dance, and then she takes it back into
her castle. The Prince watches the triumph of the Wooden Prince in sadness.

In his sorrow, the Prince finds solace in nature. The Fairy Witch crowns him king of the
forest and orders the farces of nature to submit to him. Thus, the Princess is now more
attracted to him especially as the power of the Wooden Prince is waning.

This time, the real Prince turns away from the Princess, and the forest and the magic of the
Fairy Witch stand in her way. Unable to penetrate the thicket of trees, the Princess throws
away her royal ornaments in shame and cuts her hair. The Prince and nature are finally
reconciled, and the young people find each other. In the closing image of fulfilment, their
happy duo is surrounded by the now quiet, protective nature.



The choreographer
and the librettist

The Harangozo and Seregi Prize recipient ballet dancer, choreographer and Artist of Mer-
it Laszlo Velekei (1978-) was born in Mosonmagyardvar in 1978, studied folk dance and
competitive dance until the age of 10, and graduated as a ballet dancer from the Pécs
Secondary School of Arts. In 2020, he graduated from the Hungarian Dance Academy as
a dancer and a répétiteur. He began his career in 1996 as a founding member of the Hun-
garian Festival Ballet.

In 1997, he joined the Ballet Company of Gydr, where he became a soloist in 1999. His
professional career is intertwined with the company, where he became a soloist, a cho-
reographer, and then company director. On stage, he gave outstanding performances in
Ginter Pick's Carmina Burana, Rabert North's Romeo and Juliet, Carmen, Troy Game, William
Fomin's Casanova, and Schneider-Rossmy's Hungarian Triptych.

Ten years after securing his position of soloist, he concluded his active career as a dance
artist, but continued to work as a choreographer and artistic assistant for the company. He
has been the artistic director of the company since 2015, and its director since 1July 2020.
The Ballet Company of Gy6r celebrated its 40th anniversary in 2019, and LaszIlo Velekei is
the third director of the ensemble after Ivan Markd and Jéanos Kiss.

As a choreographer, he considers it extremely important that the essentially neaclassical
style that he represents as a creator has a right to exist within the extremely colourful
Hungarian dance scene. He is particularly interested in contemporary interpretations of
classic works and the staging of plays that focus on peaple.

The Wooden Prince (2023) s his first choreography for the Hungarian National Ballet.

Béla Balazs (1884-1949) was born into a middle-class family in Szeged, where his father
was a teacher. During his university years he attended Edtvds College, sharing a room with
Zoltan Kodaly. Studying on a scholarship in Berlin and Paris for a time, he soaked up both
German philosophy and French decadent poetry; these had a strong impact on his early
poems. After returning home he worked as a teacher in a secondary school. From 1908
he was one of the poets for the periodical A Holnap (Tomorrow) periodical and was also
published in Nyugat (West) from its very beginning. His play Dr Margit Szélpdl generated
debate and reaped great success as well in 1909, and in the following year he published
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his first book of poetry: A vandor énekel (The Roamer Sings). The young Béla Balézs sought
the adventures of the soul, the acceptance of destiny and the symbalic experience of all
these. His dramatic plays of this period were similar to Maeterlinck's and Hofmannsthal's
symbolist plays, which were popular all around the world at the time. He wrote his play in
verse Duke Bluebeard's

Castle in 1911. Later, during the war, he wrote The Wooden Prince, which, more of a folk tale
than anything, was turned into an immortal dance drama by Bartok.

Béla Balazs felt himself both at home and an alien amidst the Nyugat circle. He was more
individualistic and more nationalistic than his peers. When the war broke out in 1914, he
volunteered to be sent to the Serbian front as a war correspondent. But the horrors of
war changed his views of the world: the ardent nationalist turned into a bitter pacifist.
He undertook a leading role in the cultural policy of the Republic of Councils in 1919, and
then had to escape from the counter-revolution. He began to concern himself with film
aesthetics more deeply while in exile in Vienna. He wrote most of his theoretical works in
German, and thus received a great deal of artistic and scholarly attention. Before the Nazi's
gained power in Germany, he lived by turns in Vienna, Berlin and Moscow, taking part in the
development of the new art of film and writing scripts. His prose works became increas-
ingly well-known; Thomas Mann paid tribute to him in his writing. After Hitler's accession
to power, Balazs moved to Moscow, where he became a lecturer at the Film Academy
and took part in the literary life of the Hungarian émigrés there. In 1945 he came home
immediately. He was appointed to be a lecturer at the College of Theatre and Film Arts,
wrote the script of the film Valahol Eurépdban (Somewhere in Europe), and then created
the ballad opera Cinka Panna in collaboration with Zoltan Kodaly. It was his last wark. After
1948 he was sidelined and lost his jobs. He died shartly thereafter at the age of 65. It was
only decades after his death when his oeuvre, especially his work in film aesthetics, gained
the recognition it deserved.
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The sensation | induced
was completed
by the dancers

An interview with choreographer
Laszlo Velekei

In 2019, Laszlé Velekei received the Seregi Award, founded by the Hungarian State

Opera. The award also included the opportunity to create a choreography for the Hun-
garian National Ballet. The artistic director of the ballet company and the renowned

choreographer made their choice together which fell on The Wooden Prince, one of

the most defining Hungarian dance works, previously staged by Gyula Harangozo,
Laszlé Seregi, Antal Fodor, Sandor Roman and Pal Frenak.

To what extent does such an iconic piece that has been adapted by influential artists
tie the hands of the choreographer?

Nowadays, there is a popular trend to reinterpret and rethink the works of previous artists but
| did not approach the task from this point of view. My thinking was inspired by the original
piece, | was guided by respect and humility. However, in dramaturgy, | followed the plot of
the Seregi production and its shorter, more dynamic version of the music.2 The sequence
of movements was of course my creation in cooperation with the ensemble. It is an ever-
green fairy tale which reflects on the present. In this respect, the motivations and the role
of psychological functioning are thus indeed a bit more accentuated. In my opinion, some
strong social criticism might be attributed to the piece in our time, a subtle criticism of our
objectified world. The Princess natices the wooden puppet only when it wears a crown on its
head, the Fairy Witch moves worlds to fulfil her own desire, whereas the Prince also believes
that he needs a crown on his head. The real feelings and bond develop when bath of them are
able to give up appearances and discover the true value in themselves and in others.

2 Bartok himself already contemplated possible cuts to make the tempo of the work tighter. According to the
available documentation, he last fixed the suggested cuts in 1932. Theatre practice, however, may use various
solutions regarding the performance of a piece in terms of length, orchestration, and dramaturgy. The 2023
presentation of The Wooden Prince follows the dramaturgy and musical cuts of the 1970 Seregi production, but it
is performed with Bartdk's original orchestration.

54



It often occurs to me that this wonderful, exciting tale could even be the story of ordinary
people who stand out on today’s social media sites.

It is the first time you have worked together with the dancers of the Hungarian State
Opera. Did you have to follow a different working method than the one you pursue
with your own company?

I was joined by esteemed and acclaimed creative partners for this production: the fantas-
tic costumes by Nora Romanyi and the set by Istvan Rozsa create fairy-tale-like visuals in

which the dancers of the Hungarian National Ballet can shine. The dancers of the OPERAS
ballet company assimilated the entire material incredibly quickly and worked at an ama-
zing pace. It has always been important to me to make my own creations of movement
unigue every time with the ensemble | currently work with. It is very exciting how this
is now formulated on a neoclassical basis. | think that during the creative process both
parties had to overstep their own boundaries - in a good way -, which means a significant
development.

When an emotion breaks through a movement, | have typically let go of aesthetics and har-
mony so far. However, aesthetics and beauty are present in every movement of the ballet

dancers brought up in the classical and neoclassical world of movement. Working with
them meant that a sensation | induced was completed by them.

Does it involve any self-restraint on the choreographer’s side?

Not at all. At the beginning, | wanted to see my own visions, my own ideas on stage. Today,
the dancer is clearly in the focus of my attention, the dancer makes the movement | have
created exciting, and from the choreographers point of view, it is a eupharic, wonderful
feeling.
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The 1917 world premiere

The dance drama composed to the story by Béla Balazs is one of Bartok's three works for
the stage that enjoyed its world premiere on 12 May 1917 and thus became the first one to

actually be staged. The libretto for Béla Balazs's dance drama was first published in the 16

December 1912 issue of the literary periodical Nyugat (West). The date is relevant, since lit-
tle mare than a week and a half later Sergei Diaghilev's Ballets Russes, the most renowned

dance company of the era, began its second residency at the Hungarian Royal Opera in

Budapest. The quick succession of Russian guest performances in both the spring and

winter of 1912 marked the beginning of a new era not only in the history of Hungarian ballet,
but that of all of the dramatic arts in Hungary.

Béla Balazs handed over the manuscript of the libretto to Bartok, who composed the ballet

in periods of complete seclusion between April 1914 and the autumn of 1916, as Warld War |

raged. Bartok finished orchestrating the theatrical work in January 1917, and the full score

was sent to the Opera on 5 February. The first ballet rehearsals were held on 22 February,
and the orchestra started rehearsing on 18 April.

During that period, the Opera was under the management of the polymath count Miklgs

Banffy, who served as government commissioner from February 1912 until June 1917, and

then as general director for almost a year until his resignation. Scarcely two weeks before

he took up the latter post, The Wooden Prince was premiered with his set and costume

designs under tempestuous, or at least adventurous, circumstances. The choreographer
of the world premiere, the German-Swedish Otto Zobisch joined the Opera in November
1915 and a year and a half later made his creative debut with Bartdk's ballet.

In his memoirs, Béla Balazs reparted on the dramatic circumstances surrounding the pre-
miere: “The Opera had seven conductors. Each of them rejected the idea of conducting such

a ‘muddle’. Finally, an Italian guest conductor, the excellent Tango Egisto, said he was willing

to undertake it. The opera had two stage directors. In the name of the hanour of the Opera

House, they both bluntly refused to direct this tssassination attempt on the arts”. There was

a ballet master hanging around the Opera House. Some mild Swedish gymnastics teacher.
He whined that there was not a single waltz, polka, minuet, tschardash or any other kind of
dance to be found in the music - so what should he coach the corps de ballet to do? Even-
tually, he resigned too. The Hungarian Royal Opera went on strike. It rebelled. | don't know

whether they had ever acted in such an arganised fashion in battles over either wages or

58



politics as they did against Béla Bartdk's music. He did not get involved in all this. | was care-
ful not to tell him about it. | myself was a child then, a humble librarian at the Pedagogical

Library of Budapest. But | knew that, for Bartck, this would determine the course of his life.”

Nevertheless, at the end of the bumpy road leading to the premiere, the production was

received favourably as witnessed by the reviewer of the contemporary periodical Szinhdzi
Elet (Theatre Life}: "The greatest and most outstanding event of this theatre and music sea-
son was undoubtedly the dance drama The Wooden Prince, whose premiere was the realisa-
tion of the most beautiful aim that a superb Hungarian writer and poet shared with the most
brilliant of Hungarian composers. With his ballet libretto, Béla Baldzs opened up a genuinely
new path for theatrical drama, which seems to have been given a new dimension to this
ballet filled with poetic beauty. Béla Barték's music is anather testimony to his immense skill,
creative versatility and warm, poetic heart, which beats in each and every measure of The
Woaden Prince. Nothing is impossible for Barték's music: it illustrates the plot, paints moving
images of natural phenomena, demonstrates inner emations and stands for the words that
would be uttered if the piece were not written as a pantomime.”

Avyear later, the success of The Wooden Prince was instrumental in the staging of another
work by Bartok that had been deemed “unperformable”: after its 1918 world premiere at
the Opera House in Budapest, Bluebeard's Castle began its journey to conquer the world.
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Dance Suite

The choreographer

Dance artist and choreographer Kristof Varnagy (1984-) completed his studies at the Aca-
demy of Dance. He is a laureate of several national and international ballet competitions and
festivals, as well as the winner of several Hungarian professional awards and scholarships
(among others, the Republican Scholarship, Hungarian Ballet and Contemporary Dance Junior
Award). During his professional years, he experimented with various styles, from ballet to
contemporary dance to circus, and worked with ensembles such as the Pal Frenak Company.
He was also a soloist with the Cullberg Ballet and the Royal Swedish Ballet. He also made his
debut in the new circus genre with Cirque du Soleil and is currently a member of Recirquel.
A series of coincidences led him to the dance stage, initially, he had no particular ambition
to become a dancer. It was this kind of flexibility that helped him accept the challenges that
came his way and, when necessary, to be able to take a few steps back even from dance.
“The art of dance is just as difficult as any other profession or elite sport that is pursued as a
career, with the aim of being among the best. Although | have had a connection to dance since
childhood, | still move away from the stereotype how artists are seen from something special
from outside. | think that everyone is special who must make sacrifices for what they do. When
we consider something as our vacation, it takes time, and the quality of our commitment deter-
mines the results we can achieve in any particular activity. When someane does his job purely
and with full attention, they elevate that activity to a new level with their attitude and set an
example for their entire profession,” he told Encounters Project in a 2019 interview.
The first international contract and the experiences in France kept him in this profession.
There, he also got to know the international aspects of the dance world, “and | realised that
what | thought about dance until now was only a small segment of the big picture.” During his
years spent at Pal Frenak Company, he really committed himself: “During this period, | could
deepen my knowledge in a direction that intrigued me, and working together with them gave
me the freedom to look for new paths in the art of movement. It was the turning point where
| knew | didn't want to stop dancing anymare. | understood what | wanted to do afterwards.
From then on, dance became a completely different inspiration.”
He created his first independent choreography in 2012, was followed by two more until 2014.
He returned home to Hungary in 2015, where he has since been involved in several indepen-
dent and co-production choreographies. His works have been seen by audiences of Trafg, the
Budapest Spring Festival, and the National Dance Theatre, among others.



The inclusion of tradition
into the contemporary and
the tradition of innovation

An interview with choreographer Kristof
Varnagy

For the first time, Kristof Varnagy works as a choreographer with the Hungarian

National Ballet, but the invitation to create a new dance piece based on Bartok’s

Dance Suite was not a recent one. However, the COVID pandemic prevented him from

participating in the Dance Trend series of the OPERA at that time. However, this new

commission is much more complex.

Compared to the DanceTrend initiative, where choreographers present an already existing

work, this new opportunity to create a performance for the repertoire of the Hungarian Na-
tional Ballet and with its ensemble is a significantly more serious task. In addition, it is part

of a Bartok triple bill, whose works have been staged at the Opera House buy such choreog-
raphers as Bozsik, Fodor, Frenak, Juhasz, Seregi, Velekei, and Venekei. It was abvious that the

expectations that came with the commission were high to fit the list above. Therefore, | asked

Zita Horvéth to be my assistant choreographer of the production, and that the weight of this

beautiful and fantastic task should rest on two pairs of shoulders. On the one hand, | tend to

pile up ideas during the preparation phase of my productions and jump from one thought to

another, while Zita represents rationality and practicality. On the other hand, her virtues as

a dancer and choreographer shine brightest where | have my blind spots. By the way, dance

fans know Zita mostly as a performer, and may not even know that over the years she has

been the creative silent partner of many important Hungarian artists.

Although classical ballet was your primary form of movement, you avoided it as a
creative artist for a long time.

As a choreographer, | reached back to my ballet roots in my latest warks as a video artist,
and it ignited the spark in me. | also feel it is fate that the cooperation with the Hungarian
State Opera has not been established until recently when the ballet director trusted me
with this great opportunity. Thus, this perfarmance is a homecoming for me, to express
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myself in the language of ballet again, after nearly twenty years. Moreover, to be able to
do it on the stage of the Opera House with the participation of the National Ballet is quite
an amazing feeling.

Dance Suite contains many themes and exciting motifs. What was the basis of the
choreographer’s concept to simultaneously explore and limit these possibilities?

You must commit and it is very exciting. Like a new relationship that carries so many future
possibilities, but a series of our small decisions will finally show the way. It is intriguing to
see how the work unfolds before your eyes, how the choreography interacts with the artists.
Dance Suit feeds on tradition but integrates it with the present. A splendid manifestation of
this idea are Zita Bélavari's wonderful costumes inspired by folk costumes from the village of
Bujak. For me, the Bartokian ideal is the inclusion of tradition into the contemporary and the
tradition of innovation. And this is in perfect harmony with the starting point that ballet will
be the common ground between us and the artists of the OPERA. We can build the structure
of the performance beginning with quite classical forms to more open and freer styles of the
choreography formulated under the movements Molto tranguillo and Comodo.

Bartok composed Dance Suite for the 50™ anniversary of the unification of Budapest
(1873) a little more than 100 years ago. Is the idea art being a bridge still valid today?
In my opinion, Bartok's initial creative idea of juxtaposing the characteristic motifs of the folk
music of the peoples along the Danube in a series is dances is still valid, and that arts can play
an important role in conveying messages and connecting different cultures. Bartok's Dance
Suite is a wonderful example of what fantastic values cultural diversity can create.

What kind of performance was born from the brief encounter with the Hungarian
National Ballet?

With the artists, we placed each other in mutually inspiring situations, which was an ex-
perience to discover the potentials inherent in the company and experience the process
of our common development. | think that basically we created a ballet performance, in the
broader sense of the term: ballet has a wide range through Bournonville, to Balanchine
and Béjart, and we have only mentioned choreagraphers beginning with B. | have started
to define Bartok as a classic contemporary of our time. This is precisely why the language
of movement in Dance Suite is “a classic with a twist".
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The origins of Bartok's
Dance Suite and its
performance history
at the Opera House

Béla Bartak composed this orchestral work for an important historical event. The premiere
of Dance Suite took place on 19 November 1923, at the festival concert marking the 50th
anniversary of the establishment of the metropolis of Budapest through the merger of the
cities of Pest, Buda and Obuda. Zoltan Kodaly's Psalmus Hungaricus and Festival Overture
by Ernd (Ernst von) Dohnanyi - composed for the same event - were also performed there.
Aladar Tath described the premiere in the pages of the Pest Journal: “At the concert, the
other novelty of significance for music history was Bartck's Dance Suite, which is perhaps
the world-famous composer’s freshest and most brilliant orchestral piece. Bartdk, a revolu-
tionary discoverer of primeval, primitive passions and a genius who can unearth the deepest
dynamics of life, in a sparklingly playful mood now weaves his own (rather than adapted
from folk songs) folk-like themes into five dances, which he connects with a softly melan-
cholic ritornello and closes with an unbridled, wild finale. Qut of the mystical and sombre
rhythms of dark, subterranean forces evolves a colourful and wonderfully variegated world:
this harmanious “joy of play” in such a clear form represents a new tone in Bartdk’s poetry.
Its harmonic playfulness draws the scoring, incredibly rich in its imaginativeness, under its
sway too; everything flaws smoothly, and even the most whimsical turns are kept in balance
by the glittering play of waves...”
Gyula Harangozd created his choreography Bdlvdnyos Castle, set to the story by Béla Balazs,
for the music of Dance Suite. The Musical Encyclopaedia by Bence Szabolcsi and Aladar
Tath sums this up in a single sentence: it is a “later application of questionable value to
Bartok’s music”. In the production premiered together with four one-act ballets at the
Hungarian State Opera House on 27 February 1948, the sight of bleak cliffs and monsters
dressed in bizarre and incomprehensibly clumsy costumes - inexplicable on a dance stage
- frightened the audience. The performance history of Dance Suite at the Opera House
began with a spectacular and swift debacle: Balvanyos Castle was performed seven times
over the course of nine months and then vanished into the merciless fog of the past.
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Two decades later, the original music was staged by Sandor Barkdczy, who had already
made a name for himself in his 20s with his choreographies of opera ballet interludes and
his ballet Classical Symphony (1966), created to Prokofiev's work of the same title. “In Dance
Suite, Id like to represent modern life in a more colourful and multi-faceted way. It will be
a character-type ballet, recognisably Hungarian in nature in spite of all of its international
trappings. Id like to convey the sense that this wark could be choreagraphed only at this time,
and only in this way,"is how Sandor Barkdczy described his choreography.

In 2017, Zsolt Juhasz created a new choreography for the OPERA in assaciation with the
Duna Art Ensemble. Unlike the previous examples, his production was emphatically not a
stary. The starting point was the works era, that is, the historical situation - the circum-
stances and reasons behind its origin. Out of all his, he attempted to put together an idea
around which the performance was organised. “For me, this work is primarily about togeth-
erness: Bartdk even saw the final movement out with a great circle dance,” stated Juhasz on
the occasion of the premiere.
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