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Cselekmény

Prologus
Egy kaldzhajo fut a nyilt vizen Tordkorszag felé, rajta a kapitany, Conrad és szolgaja, baratja, Birbanto.

I. felvonas - A bazdr

A bazar hangos forgatagaban Lankendem rulja rabszolgalanyait nagy buzgalommal. Conrad hirtelen
megpillantja Medorat egy erkelyen, és azonnal beleszeret.

Amikor harsanaszoval megérkezik a kormanyzo, Szeid pasa, Lankendem harom eladd fiatal ndt mutat
neki. A pasanak azonban egyik sem tetszik, mindharmat visszautasitja. Ekkor Lankendem bemutatja
neki a rejtélyes Gulnarét. A pasa azonnal megveszi a nét. Lankendem Medorat is megmutatja, aki min-
denkit elblvol szépségével. A pasa képtelen ellenalini ilyen kisértésnek: 6t is megvasarolja. Conrad
utasitja szolgajat, Alit, hogy rabolja el Medorat, majd a kaldzok lerohanjak a falut, és magukkal viszik
Lankendemet is titkos bavahelylikre, a kaldzok barlangjaba.

Il. felvonas - A kaldzok barlangja

Conrad és Medora végre kettesben maradhatnak. Conrad megmutatja Medoranak a bavéhelyét. Bir-
banto hivja a kalézokat, hogy hozzak el6 a lopott kincseket, a rabszolgalanyokat és Lankendemet is.
Medora, Conrad és Ali tancolnak a tdbbiek szérakoztatasara, majd Medora - szerelmiikre hivatkozva -
a tobbi rabszolgalany felszabaditasaért konyorog Conradnal. A férfi bele is egyezik, Birbanto azanban
tiltakozik, és megprobélja a kalézokat a Conrad elleni lazadasra biztatni. Conrad tekintélye és ereje
azonban elég ahhoz, hogy eltéritse a kaldzokat a zendiiléstdl.

Birbanta Ujabb csalard tervet eszel ki: alomelixirt permetez egy szal razsara, és arra kenyszeriti Lan-
kendemet, hogy adja azt Medoranak. A lany mit sem sejtve Conradnak nyUjtja azt. Conrad belélegzi a
virag illatat, és kabult dlomba mertil. A kaldzok visszatérnek a barlangba, és megprabaljak elrabolni
Medorét. A kiizdelemben a lany megragad eqgy tdrt, és megvagja Birbanto karjat.

A zlrzavarban Lankendem visszaszerzi Medorat, és vele egyiitt megszokik. Birbanto meg akarja olni
Conradot, de Conrad szolgja, Ali megzavarja 6t. A kabult és dsszetort sziv(i Conrad felfedezi, hogy
Medora eltiint. Birbanto gy tesz, mintha semmirél se tudna, és hliséget fogad Conradnak.

lll. felvonas

1.szin - A pasa palotdja

Gulnare a pasat szérakoztatja, amikor megérkezik Lankendem a lefatyolozott Medoraval. A pasa
orvendezik, hogy Medora visszakeriilt hozza, és bejelenti, hogy 6 lesz az elsd szam felesége.

2. szin - A kert
Elbiivolve szépséges asszonyaitol, a pasa a haremerdl almodozik pompas kertjében.

3 szin - A pasa palotdja

A pasa arra ébred, hogy megérkezik a zarandoknak élcazott Conrad, Birbanto és a kalozok egy
csoportja. A pasa meghivja Gket a palotajaba. Medora felismeri Conradot. Hirtelen a zarandokok
ledobjak kontdseiket, és felfedik kaldz mivoltukat. A palotaban eluralkodik a kaosz. Conrad és emberei
elkergetik a pasat, Greit és asszonyait. Mindenki gy6zelmi tancat jar. Hirtelen megjelenik a Gulnarét
{ild6z6 Birbanto, aki Conraddal és Medoréaval talalja szembe magat. Medora felfedi Birbanto rulasat,
akit Conrad leld. Conrad, Medora és Gulnare a hajéra menekiilnek, amellyel tovabb indulhatnak.

&4, szin - A vihar

A kalozhajo siklik a békés tengeren. Conrad a kormanykeréknél all, karjaiban tartja szerelmét,
Medorat. Hirtelen vad vihar villamai cikdznak az elsGtétilt égen. A szelek dsszetepik a vitorlakat, és
egy felvilland villamcsapas félbetdri a hajé arbocat. A hajo siillyedni kezd a kdnydrtelen, vad, viharos
vizben.

Epilogus

Ahagy a szél lecsendesedik, és a tenger lassan megnyugszik, fényes hold emelkedik az égre. A hold-
fény megvilagitja Conradot és Medorat, akik egy sziklaba kapaszkodva menekiltek meg a hajotorésben.
A két szerelmes halat ad csodalatos tulélésiikért, amely szerelmik erejét bizonyitja.



Radziush Mikalai, Kerényi Miklés David

Egy romantikus hoskoltemeny

A kaldz térténete az angol romantikus kdlténemzedék eqgyik legnagyobb alakja, Lord George Gordon
Byron (1788-1824) azonos cim(i kdlteményébdl (The Corsair) szarmazik. A verses elbeszélés 1814-ben
sziiletett, irojanak kalandos, botranyos élete, utazasainak élményei (bejarta Spanyolorszagot, Italiat
és Hellaszt), valamint romantikus szabadsagvagya egyarant visszatiikrozddik benne. ,Ami a tdrténe-
temet és a torténeteket illeti, ha a hilsag ama karhozatos vétkébe estem volna, hogy »magambal
meritsek«, nos a kép talalo, hiszen ram nézve kedvezétlen. Csak a hozzam kdzel dliéktdl kivanom
kiilondskepp, hagy elhiggyék: a koltd jobb, mint képzelete teremtményei” - irta mive el§szavaban.

A kdzony ellen lazado, a szokasokat és a szabalyokat gyakran tagado kolt6 konnyen azonosithato
Conraddal, a titokzatos kaldzzal, akinek otthona az drokdsen valtozo, vegtelen tenger, élete a ter-
meszet, szerelme a gydnyor( rabszolgalany, Medora. Talan éppen ezért, a m{ egyik kiadasaban a
fészerepl6rdl, Conradral kesz(ilt portré maganak Byronnak az arcvondsait viselte. Byron munkéja -
amely annyira sikeresnek bizonyult, hogy mér londoni kiadasa els@ napjan tizezer példanyban kelt el,
és az els6 honapban hétszer kellett Ujra nyomtatni - romantikusan tragikus véget ér: Medora meghal,
szerelme, Conrad pedig elt(inik a tenger egy ismeretlen szigetén. A szomor( torténet sikerét tovabb
fokozta, hogy meg abban az esztendében szinpadi véltozat is készilt bel6le, amelyet Londonban a
Sadler's Wells szinhazban mutattak be, William Reeve (1757-1815) zenéjével. Ez lehetett a byroni alkotas
elsd szinpadi megjelenése.

A romantika, f6leg Angliaban, kiilondsen kedvelte a kaloz figurajat. Ahogyan Eurdpa mas romantikus
hagyomanyaiban is fontos szerepet toltéttek be a tarsadalombal kiszorult vagy kirekesztett, hésiesre
formalt figurak (pl. a betyar, a fegyenc, a haramia, az Utonallg), Uigy a kaloz is egyfajta romantikus
idedlt testesitett meg. A kaldzok azota leteztek, amitta az emberiseqg hajozni kezdett. Az 6kori gérog
és latin forrasok éppugy emlitik Gket, mint a keresztény hajosok térténetei, akik a mor, szaracén kalg-
zokkal vivtak csatéikat. A reneszansz szdzadaitol kezdve azonban kettévalik a tengeri rablok megité-
lése. Az eqyik tipus a fosztogato, zsakmanyaert mindenre képes gyilkos, a masik a tengerek hdse, aki
sajat honfitarsait nem tdémadja meg, sét ha kell, meg is vedi, csak az idegen hajosok ellen csatazik.
A16. szézadban, a tengerek uralmaért folytatott kiizdelemben valosagos nemzeti hdsokke valhattak
a hires kalozvezérek. llyen volt példaul Francis Drake (1540-1596), akit a hazajaért tett szolgélataiért a
kiralyng végiil lovagga is {itdtt. Az angolok szemében nemzeti héssé valt Drake a spanyolok szamara
csupan csak egy kaldz volt, akit EI Draque (Sarkanykigya) néven emlegettek, és I1. Filop spanyol kiraly

hlszezer dukat vérdijat tdzott ki a fejere.



Az angol nyelvben tlkroz6dik is a kétféle megitélés, a corsair olyan tiszteletre méltd tengeri hés,
aki megvedi az angol kikdtoket az ellenséges hajoktdl. Zsakmanyuk utan pedig ezek a kaldzok adot
fizettek a kiralyi kincstarnak. Tabben kiziiliik kiérdemelték a ,Corsair of Her Majesty” (Ofelsége
kaldza) cimet és nemességet is kaphattak. A masik angol elnevezés, a pirate, a tengeri rablo azonban
blindzének szamitott, mert kifosztotta nemcsak az angol hajosokat, de barkit, aki az utjaba keriilt.
Egyetlen célja a zsdkmanyszerzes és a pusztitas volt.

Byron epikus kolteménye tehat mar sajat kordban sikeres irodalmi alkotasnak szamitott, késdébb
pedig jo alapot szolgaltatott mas miveszeti alkatasok, elsdsorban zenés szinpadi mvek librettoihoz
is. Nem csoda, hogy a vadregényes téma sok zeneszerzdt megihletett: Vincenzo Bellini 1827-ben,
Giuseppe Verdi 1848-ban irt operat A kaléz cimmel, 1831-ben Berlioz komponalt ezen a cimen nyitanyt,
1856-ban pedig a Giselle alkotdja, Adolphe Adam készitett balettet Le Corsaire (4 kaléz) cimmel. Ugyan-
akkor a téma megjelent a kor képzémivészeteben is. 1831-ben a francia romantikus festészet
emblematikus alakja, Eugene Delacroix (1798-1863) festette meg a kdltemény egyik epizddjat,
amelyen Gulnare és a pasa lathato.

A sziizsé nem véletlen(il foglalkoztatta ilyen mertékben a kortarsakat, hiszen topaszrél volt sz6: a
tarsadalmon kiviili ember emblematikus gy(jt6témajarl, amelyet egyébkent az irodalomban Schillertél
Prévost abbeéig, id6sebb és ifjabb Dumas-tal Victor Hugdig és Prosper Mérimée-ig vagy éppen
Flaubert-ig, Thomas Hardyig, s6t José de Esproncedatel Lermontovig szinte valamennyi jelentds m(i-
vész felhasznalt a 19. szazadban. A jelenséq Iényege, hogy a 19. szazadi polgar, mikdzben ragaszkodott
megallapodott eletrendjéhez, és Grizte konvencionalis csaladi tdzhelyét, izgatott borzongassal gon-
dolt azokra, akik ilyen vagy olyan modon megtagadtak a tarsadalmilag elfogadott eletmodellt.
S8t nemcsak borzongott, de titokban, Gnmaganak sem bevallva, vagyakozott is a szabalyszegdk koze.
Az életben nem fogadta el, sét elitélte a rend tagadasat, a miivészetben azonban igazsagat szol-
galtatott peldaul Jean Valjeannak vagy éppen Monte Cristo grofjanak. A mdveszet és olykor
maga a romantikus mdvész is batrabb volt, mint a polgar: azt is meg merte tenni, hogy a kdron kiviil
rekedteket jobbnak, igazabbnak, de mindenképpen kilonlegesebbnek abréazolja a kérdn bell éléknel.
A kaloz-torténetben ugyanakkor olyan romantikus elemek is megjelentek, mint az egzotikus keleti
a koreografusokat is: Filippo Taglioni (1777-1871) 1833-as Ldzadds a hdremben cim(i balettje, amely
ugyancsak ezt a témat dolgozta fel, 1834-ben meghdditotta a londoni szinpadot, negyvenharom alka-
lommal jatszotta a Drury Lane szinhéz.

Topolanszky Vince




Eqgy elfeledett alkoto
késGromantikus balettje

Lord Byron kaldz-téméja tehat igazi romantikus alapmotivumot adott egy kesd- romantikus balett-
hez 1856-ban. Tudunk korabbi balett-véltozatokral is (1826, 1830, 1837, 1838, 1842), amelyek ebbdl a
mibdl kesziiltek, ismét csak a téma népszer(iségét igazolva. Koziilik - az elsdség okan - érdemes
megemliteni Giovanni Galzerani (1789-1853) 1826-os valtozatat a milandi Scalaban, amely a ,mimikai
cselekmeny ot felvonasban” mifaji megjeldléssel keriilt szinpadra.

Ha mar a téma népszerliséget emlitettlik, nem Byron poémajabal készillt, de a kaldz-motivumra épiilt
egy ugyancsak francia valtozat A kaldzok szigete cimmel, amelyet 1835. augusztus 8-an mutattak
be Parizshan négy felvonasban. A szdvegkdnyvet Adolphe Nourrit (1802-1839) tenorénekes irta,
a koreografiat Louis Henry (1784-1836) készitette. A mi érdekessége, hogy zenéje a szinte teljesen
ismeretlen olasz komponista, Luigi Carlini (1802-1854) és a francia Casimir Gide (1804-1868)
kozrem(kddese mellett olyan nagynev(i zeneszerzék miveibdl sziletett, mint Ludwig van Beethoven
(1770-1827) és Gioachino Rossini (1792-1868). A balett parizsi sikeréhez nagyban hozzajarulhatott az s,
hogy Fanny Elssler (1810-1884), a romantika korszakanak egyik leghiresebb balerindja tancolta a
foszerepet. Az osztrak szarmazasu tancosnd jelmezéhez egy olyan furcsa kis kalap tartozott, ami
divatot teremtett Parizsban, a hdlgyek rajongtak érte, és ez jo reklam volt a balettnek is.

Az els6, tAnctdrténeti szempontbol is jegyzett valtozatnak azonban az 1856. januar 23-an, a parizsi
Operaban bemutatott darabot tekinthetjiik. Az angol kélté mivebdl ekkor a korszak talan egyik leg-
hiresebb francia librettdirgja, Jules-Henri Vernoy de Saint-Georges (1799-1875) készitett szdvegkdny-
vet. A regényirasban, operaszdvegkinyvek alkotasaban is jartas Vernoy de Saint-Georges szdméra
nem jelentett Gjdonsagot balett-librettat késziteni, hiszen 1841-ben a nagysiker( Giselle-lel mar bizo-
nyitott ebben a mifajban is. Mindenesetre a korabeli kritika kiemeli, hogy Byron eredetijéhez képest
Vernay de Saint-Georges melodramatikus szbvegkdnyvet alkotott, amelynek boldog végkifejlete volt,
és az angol koltd borangds romantikaju mdvénél szérakoztatobb meseszévese.

A haromfelvonasas, 1856-0s A kaldz koreografusa mara szinte teljesen az ismeretlenség homalyaba
veszett, pedig a maga karaban neves és termékeny alkotonak bizonyult. Joseph Mazilier (1797-1868,
eredetileg Giulio Mazarini), olasz szadrmazasu tancos és balettmester palyafutasat Lyonban
és Bordeaux-ban kezdte. 1825-t6l Périzsban elsé tancoskent Iépett fel. 1830-t6l 1851-ig a parizsi
Operaban m(ikoddtt. Tancos karrierjének legfényesebb szerepe A Szilfid cim{ balett elsg verzioja-
ban (1832) a féhds James megformalasa volt, a korszak leghiresebb balerinaja, Marie Taglioni
oldalan. A kozonség nem csupén tancos kvalitasait, de szinészi kivalosagat is elismerte. A korszak

elvarasainak megfeleléen lirai érzékenyseqgel alakitotta a romantikus hdsoket. Komikus tehetségét
1845-ben a Le Diable a quatre (Az drddg négyesben) cimii balettben bizonyitotta, amelynek koreogréfiajat
is maga keszitette. Ez volt az els6 olyan tancdarabja, amelyben a zeneszerzd Adolphe Adammal
dolgozott egyiitt.

1851-52-ben Mazilier egy évadot Szentpétervaron tdltétt, majd visszatért a périzsi Operahoz els balett-
mesterként. Elete soran vagy két tucat halettet alkotott. Ot mar kevéshé érdekelte a ballet blanc” (a fehér
balett) aimodozd vilaga, miiveiben sokkal inkabb a vadregényes témakat kedvelte tgy, hogy ezekhez kor-
szer(ien latvanyos szinpadi megoldasokban gondolkodott. Természetesen felhasznélta az ekkorra mar
egyre virtudzabb tanctechnikai Ujitasokat, amelyek elsdsorban a balerinak spicc-technikajat érintették.
Az 6 miveinek hdsndi mar nem az éterien lebeg6 tiindér alakok voltak, a képzelet vilagabol inkabb
csabitd, démoni ndfigurakat valasztott (A ciganyldny, 1839; A szerelmes drddg, 1840).

Az elvagyddas’, a ,mas tajak igézete” romantikus vonasa is megjelent munkaiban (Lady Henriette,
avagy a Greenwich-i szolgdld, 1844; Paquita, 1846; Orfa, 1852; Jovita, 1853). Balettjeit a kor legnevesebb,
elsdsorban olasz balerinai (ekkoriban a milandi balettképzés volt a legerdsebb) vitték sikerre, olyanok,
mint példaul Carlotta Grisi, Carolina Rosati, Fanny Cerrito, Amalia Ferraris. Ugyanakkor ott talaljuk
muzsai k6zott az osztrak karakterbalerinat, Fanny Elsslert is.

Mazilier miveib6l eredeti formajukban mara mar egyetlen darab sem lathatd. Bar szamos doku-
mentum (szovegkdnyv, jelmez- és diszlettervek, leirasok) megmaradt velik kapcsolatban, magarl
az 6sbemutatokon lathato koreografiakrol keveset tudunk. A korabeli leirasok, kritikak ugyanakkar
azt egyértelmden kiemelik, hogy darabjaiban a tanc és a pantomim egységben jelent meg, és hogy
a koreografus jol értett a fordulatos cselekmények, gazdag torténések abrazolasahoz. Ezekrél az
alkotoi erényekrdl Théophile Gautier (1811-1872), A romantikus mozgalom legendas alakja és
egyben kronikasa is megemlekezett. Az eldadasokrol irott kritikiban egy- szer ,intelligens alkotonak”
nevezi, maskor - a siker érzékeltetésére - leirja, hogy a kdzonség Mazilier nevét kiabalta a tapsok
kdzepette.

Az 6sbemutatd

A kaléz 6sbemutatoja 1856. janudr 23-an zajlott le a parizsi Operaban. A premiert megtisztelte lato-
gatasaval maga Ill. Napoleon csaszar is felesegével, a szép Eugénia csaszarnéval egyltt, és a lapok
tudositasai szerint tobbszor is tapssal nyilvanitottak ki tetszésiket. Egyes francia forrasok még azt is
megemlitik, hogy a csészarné, aki maga is nagy balettrajongo volt, a premierre készilve tett néhany
észrevetelt a balett szbvegkdnyvével kapcsolatban. Vernoy de Saint-Georges pedig csinos dsszeget,
3000 frankot kapott az atalakitassal jaro tobbletmunkaért.



A szinlap tanUséga szerint a bemutatott m( balett-pantomim volt harom felvonasban. Zengjet Adolphe
Adam szerezte, a diszleteket Edouard Despléchin (1802-1871) koranak legelismertebb francia szinhazi
tervezdje, Charles-Antoine Cambon (1802-1875) és Joseph Thierry (1812-1866) készitették. Hogy
milyen eredmennyel, azt ismét Gautier irdsabol tudhatjuk: ,A szinpadra allitas igen gazdag és festdi, a
hajos jelenet pedig a hataskeltés legmagasabb fokan dil... Ez nem is csak egy festett diszlet, hanem
maga a tenger minden diihével és rengésével. (...) Ennél szebb zarokeéprél dimodni sem lehet” - irta
Gautier a Le Moniteur universel hasabjain. Az emlitett zaroképet még Gustave Doré (1832-1883) festd,
koranak egyik leghiresebb illusztratora (a vilagirodalom tobb mint szaz remekm(ivét illusztralta) is
megordkitette egy korabeli metszeten. A kaldzok viharos tengeri Utja és a hajotorés mellett nagy-
hatéasu kepkeént emlékeznek meg a kortarsak példaul a rabszolgapiacot bemutatd, vagy a hajon zajlo
{innepséget abrazolo jelenetre.

A szinpadi latvanytervezés ezidGtajt virdgkorat élte a parizsi Operaban. Az ezekben az években
bemutatott operak és balettek mind eqgytél-eqgyig pazar kiallitassal, gondos és mesterien kidolgozott
szcenirozassal, a perspektivat hasznalg, a valdsaghUség illuziojat keltd képekkel keriiltek a latvanyos-
sagért lelkesedd kizonség elé. Emile Perrin (1814-1885) a korszak kézismert miivészetkritikusa fgy
irt a szcenikai Ujitasokrol: ,A romantikus mozgalom nagy hatassal volt a szinpadi diszitémUvészetre.
A szinpadi tervezd palettéja kivételes els¢bbséghez jutott. Hatalmas fellileteket kellett beboritania
fénnyel elarasztott, vagy felhdkkel sotétitett egekkel, mély vizekkel, vagy a szélben remegd lombozatu
fak arnyékaival. Ebben nemcsak az aranyérzéke segitette, de a térbeliség hatasanak megteremtése
és az illizidteremtés varazslata is.”

Ami pedig a kosztimoket illeti, mivel ezek a balettek vegyitették az egzotikus latvanyt a romantikus
balettstilussal és -technikaval, a jelmezekben is keveredett a keletiesséq a korszakban divatba jott
romantikus tiillszoknyaval, amelyet Marie Taglioni tett népszer(ivé. Ez tehat dsszessegeben agy
nézett ki, hogy a diszletek és a férfijelmezek keletiesen egzotikusak voltak, mig a korszak balett-
szinpadan fdszerepl§ tancosndk vilagosan és hatérozottan eurdpai megjelenést és romantikus tanc-
stilust kaptak. A balerinak tématol fiiggetlenil minden balettben kdnny(, puha tiillszoknyat viseltek,
amely a térd alatt ert véget, és csupan a ruha felsé részén lehetett valamilyen stilizalt abrazolassal
megmutatni a szerepld hovatartozasat, esetleg nemzetiségeét.

A kaloz foszerepeit a korszak csillagai tancoltak, Medorat az olasz Carolina Rosati (1826-1905), a hires
Blasis-iskola egykori ngvendéke, Conradot Domenico Segarelli (1820-1860), az ugyancsak olasz, kivalo
pantomimes készséggel rendelkezd tancos alakitotta. Ekkoriban a balettek ferfi fészerepl6je inkabb
karakterfigura volt, szerepe sokkal inkabb a kifejezd mozgast, mint a technikas tanctudast igényelte.
Es természetesen a balerina néiességének és technikai tokéletességének kiemelését. Ennek a

' Emile Perrin: Tanuimdny a szinpadra allitasrdl, Parizs, 1883.
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valtozatnak a fdszereplGje tehat egyértelmlien Medora volt, nem csupén a tancas igényl megforma-
las miatt, hanem azért is, mert olyan ndalakat képviselt, aki harcol a szabadsagaért és maga valasztja
ki azt a férfit, akit szeret.

A cselekmény - ezzel a felfogassal egytt is - alapjaiban megegyezett a ma lathato valtozatokéval,
befejezése pedig ellentétben allt a byroni mlivel, hiszen a torténet happy enddel zarult, amely ugyan-
akkor kdltdien romantikus emléket allitott a f6- hdsok szerelmének: ,Két teremtmény tdmogatja egy-
mast szorosan 6sszefonddva. Conrad és Medora az, csodalatos modon megmenekiilve a hajotérés-
ben. Tiszta szerelmiik bizonyara meg- érintette azt, aki elétt hiiséget eskiidtek egymdsnak. A szél a part
felé sodorja Gket, ahol a védelmet nydjtd vilagitatorany fénylik. Végiil partot érnek és térdre rogyva
koszonik meg az égnek menekiiléstiket. Ett6l a naptdl kezdve a félelmetes kaloz el- tinik, a szerelem
megbanasra birja, és a megbanas meghozza szamara a békét és a boldogsagot...” - olvashatd az
eredeti szovegkonyv epilogusaban. A tanc szempontjabol a darab kiemelkedd részletének szamitott
ebben a véltozatban a Legyezdtdnc (Pas des éventails), amelyet Medora tancolt rabszolgatarsndivel a
masodik felvonasban, és az Odaliszkok tdnca a harem-jelenetben.

Abalett a bemutaté utan ket évig maradt mdsoron, és szinte azonnal Londonba is elvitték, ahol ugyancsak
sikert aratott. A The Times kritikusa dicsérte a tancosokat, és arra kiilon kitért, hogy ,ilyen hullamokat 6 még
sosem latott szinhazban...” Parizshan azutan 1867-ben Ujitottak fel a balettet, a csodalatos Adele Grantzow-
val (1845-1877) (Medora) és Louis Mérante-tal (1828-1887) (Conrad) a fdszerepekben. Ehhez a felljitdshoz
Mazilier Uj tancbetétet koreografalt a harem-jelenetbe, Virdgtdnc (Pas des Fleurs) cimmel, amelyhez Léo
Delibes-t6 (1836-1891) rendelt muzsikat. Bar az (j zenei rész nem simult igazan Adam kéltgibb hangqulatd
partiturajahoz, a valtoztatasok ujabb sikersorozatot hoztak, hiszen a balett egy év alatt tobb mint nyolcvan
el6adast ert meg. Ezutan azonban sikerszéridja Nyugat-Eurdpaban egy idére megszakadt.

A zeneszerzo: Adolphe Adam

A balettzene a 19. szézadban els6sorban a ,jol tancolhatosag” kovetelményet tamasztotta a korszak
zeneszerzdivel szemben. Mehul, Kreutzer, Heérold, Halévy, Adam, Deldevez, Auber, Offenbach, Minkus,
Delibes, Lalo, Messager vagy Pugni mind igyekeztek megfelelni ennek az elvarasnak. Hogy mégsem
egeszen azonos az emlitett szerzok balettmiveinek szinvonala, az leginkabb azon is mult, hogy mi-
ként alltak maguk a szerzdk a balett mifajahoz.

Adolphe Charles Adam (1803-1856) francia zeneszerzé tizenhét évesen lett a parizsi konzervatd-
rium névendéke, ahol zeneszerzést tanult. Allitolag nehezen tanuld, rossz gyerek volt, raadasul
feszélyezte, hogy apja is a konzervatérium tanéra volt, igy a fidra fokozott figyelem harult.
Tanulmanyai mellett esténként zenekarban jatszott, és szamos népszer( dalt (kdztiik példaul egy

maig ismert francia karacsonyi dalt is) irt. Kordn megmutatkozo tehetsége elismeréséiil 1825-ben
Romai-dijat kapott. Akarcsak mestere, Boieldieu, 1839-ben 6 is Szentpétervarra ment az orosz car
meghivasara, de nem fogadta el az ott neki felajanlott allast. 1844-ben a Francia Szépmiivészeti
Akadémia tagjava valasztottak.

1847-ben sajat szinhazat alapitott Opéra National néven, de vallalkozasat nem tudta sokaig fenntarta-
ni. Hogy jévedelemhez jusson, ekkoriban kezdett el cikkeket irni, majd apja utddja lett a konzervato-
rium zongora tanszakan. Adossagaitol csak 1853-ra sikeriilt megszabadulnia.

Tehetsége leginkabb szinpadi zenei alkotasaiban mutatkozott meg. Szamos operat és balettet kom-
pondlt. Adam jol ismerte a balettszinpad kévetelményeit és a korabeli francia operakbol meritett
reminiszcenciait {igyesen tudta a balett szamara hasznositani. 1871-ben megjelent, poszthumusz
dnéletrajzaban (Egy muzsikus emlékiratai) bevallja, hogy nem torddik kollégai és a kritikusok lesujto
véleményével, csak az érdekli, hogy a balettmesterek frissnek s szépnek talaljak otleteit. A balettmd-
vészet kedvéért szivesen magara vallalta a ,megalazo” balett-komponista elnevezést.

A romantikus balettmesterek szinte egydntetten lelkesedtek Adam zenéjeért, mert tdmaszul szolgélt
koreografiajukhoz, s a tancosndk is halasak voltak neki azért, mert Arthur Pougin (1834-1921) francia ir6,

hagy a balett elbivélje. Semmibdl sem tudott annyira ihletet meriteni, mint a tancosndk labanak latvanyabl.”
A kaloz zenéjenek alkotasa - szokatlan madon - eqy egész evig tartott. A szerzd ugyanolyan tokéle-
tesre szerette volna csiszolni a zenét is, mint amilyen latvanyosra, nagyszabasura tervezték az egész
produkciot. A kritikusok ékesszoloan méltattdk Adam muzsikajat, amelybdl elsdsorban ezuttal is az
utolsd jelenethez készilt részt emeltek ki: ,egyfajta tengeri szimféniaként” emlegették, ,tele elblvald
és félelmet kelt6 hangzassal...”

A kaloz volt Adam utolso balettje. A sikeres bemutato utdn nem egészen négy ho- nappal a zene-
szerzd szivrohamban meghalt. Haldla estéjén a périzsi Opera misorra tiizte a balettet, a csaszar, a
csaszarné és a vendégkeént Périzsban tartdzkodo . Vilmos wirttembergi kiraly jelenlétében. Az est
jegybevételét - a csaszar kiilon kérésére - Adam Gzvegyének ajanlottak fel.

Adolphe Adam élete soran dsszesen dtvenharom operat irt, amelynek nagy része mara mar teljesen
ismeretlen a szélesebb kizonség el6tt. Balettjei talan inkabb megdrizték hirnevét. Fontosabb mvei:
Faust (1833), A Duna ldnya (1836), A longjumeau-i postakocsis (1836), Giselle (1841), Yvetot kirdlya (1842),
Le Diable & quatre (1843), Griseldis (1848), A tiindérek keresztldnya (1849), A niirnbergi baba (1852), Orfa
(1852), Ha én kirdly volnék (1852), Falstaff (1856).

2 Arthur Pougin: Adolphe Adam élete, karrierje, mivészi visszaemlgkezései. Charpentier, Périzs, 1877, az idézett részt forditotta:
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Es megint csak Petipa

1858 januarjaban, oroszorszagi balettmesteri miikddeésének utolso évében, Jules Perrot (1810-1892), a
Giselle koreografusa vitte A kaldzt Oroszarszagba, ahol a szentpétervari kozonséggel is megismertet-
te Mazilier balettjét. Innentdl (] fejezet kezddddtt a balett tdrténetében.

Marius Petipa (1818-1910), az orosz balett-klassszika megteremtdje és egyeduralkodo fejedelme 1858-ban ré-
szese volt A kaldz Perrot-féle szentpétervari bemutatgjanak. Ketféle mindségben is részt vett a produkcid-
ban: asszisztensként a kareografia at- dolgozasaban, illetve tancoskent Conrad megformalasaban. Késgbb
Petipa négy alkalommal nydlt hozza Gjra a baletthez (1863, 1868, 1885, 1893). Minden alkalommal kisebb-
nagyobb valtoztatasokat, talakitasokat hajtatt végre a koreagrafian, az egyes felljitasok elsdsorban a balett
tancos kulcsjeleneteit érintették. Valojaban mér a legels alkalommal, 1858-ban is, Perrot-val egyiitt Ujra
koreografaltak a Legyezd tdncot és az Odaliszkek tancdt, és Ujitaskent beiktattak a Rabszolga pas de deux-t.
Ugyanigy a balett zenei anyaga is folyton valtozott, végil mar Adam mellett j6 néhany kiilonbdz6
zeneszerzd neve szerepelt a szinlapon: Delibes, Pugni, Drigo, Minkus mellett meég Peter Geargievics
Oldenburg hercegeé is (1812-1881), aki a Rabszolga pas de deux (Pas desclave) néven hiressé valt részlet
zenéjet kamponalta. A herceg amellett, hogy rajongott a balettért, kivalo zongorista és zeneszerz6 is
volt. Kdzrem(ikGdatt mas Petipa-balettek zenéjében is, és zongoraversenyt is komponalt.

1863-ban, amikor Petipa felesége, Maria Szurovszcsikova Petipa (1836-1882) szamara alkotta Ujra
Medora szerepét, Cesare Pugni (1802-1870) muzsikajaval dolgozta 4t és bdvitette ki az eredeti zenei
anyagot. Ekkor kerilt bele a balettbe el6szor az Elvardzsolt kert-jelenet, elsdsorban azért, mert a nagy
letszamu ndi balettkarnak kellett ,tancolnivalot” koreografalnia.

Az 1868-as masodik felljitas sztarja ismét Adele Grantzow valt, akit - nemzetkdzi elismertsége miatt
- maga Il. Sandor cér hivott meg Szentpétervérra. ,Tokélyre fejlesztett tanctechnikaja meg tanc-
szakertdinket is meglepte. Velesziiletett baja, mozdulatainak gyorsasaga, magabiztos spicc-technikaja
paratlanna tette. 0 a tokéletes tancosnd, akiért egész Europa rajong” - irta eqyik orosz kritikusa.
Grantzow 1866 és 1872 kdzott a szentpétervari Cari Szinhaz elsd tancosndje is volt, igy béven nyilt
alkalma arra, hogy csillogtassa tehetségét a Petipa-balettekben. Ehhez az el6adashoz Petipa Gjabb
zenei részeket rendelt Pugnitol.

A szinpadi latvany a nyugati eldadasokhoz hasonloan az orosz szinpadokon is gazdag és kiildnleges
kiallitast kapott, amelyrél Andrei Roller (1805-1891), a cari szinhazak elismert német szarmazas
szcenikusa gondoskodott. Roller 1833-tal 1879-ig fétervezékent tobb mint kétszaz eldadas szinpadi
latvanyvilagat tervezte, Szentpétervaron és Moszkvaban is. Egyes forrasok szerint A kaldz hajotorés-
jelenetében a villamcsapas bemutatasara elektromagneses sugarzas alkalmazasaval kiserletezett.
Ez akkoriban igazan ujité megoldasnak szamitott a szcenikéban.

A kaloz harmadik felGjitasaban, 1885-ben Eugenia Szokolova (1850-1925) tancolta a fdszerepet. Ezuttal
orosz balerina ihlette meg a mestert, akinek - ahogyan ez Petipanal szokasos volt - megint csak
Jlestére szabta” Medora tancos szerepét. Ebben a valtozatban mutatkozott be 1887-ben Conrad sze-
repében Enrico Cecchetti (1850-1928), aki mar megprabalkozott a férfitanc technikai fejlesztésével.
A legjelent8sebb Petipa-féle verzio azonban az 1899-ben, kifejezetten a palyaja csicsan lévé Pieri-
na Legnani (1868-1930) jutalomjatékanak szant, szinte teljesen megujult produkcio volt. Ebben az
eldadasban teljesedett ki a Petipa altal végletekig csiszalt klasszikus balett-technika. Talan éppen
ezért, ez a koreografiai verzio - amely 1928-ig mlisoron maradt a szentpétervari szinhazban - szolgalt
alapjaul sok kés6bbi Kaléz-feltjitasnak, illetve a teljes m(ibél kiemelt és gyakran dnalldan el6adott
reszleteknek is. A tanctorténeti hagyomany gy tartja, hogy Legnani koranak legvirtudzabb tancos-
ndje volt, aki el6szdr forgott spiccen harmincket rond de jambe fouettés-t, a balett-technikdban
legnehezebbnek szamitg forgasfajtat.

Sokaig Ugy tartottak, hogy ebben az 1899-es koreografiai valtozatban jelent meg, s6t lett a balett
fénypontja a hires .nagy pas de deux’, amelynek zenéjét Riccardo Drigo (1846-1930) szerezte. Ez a
duett talan a balettirodalom egyik legismertebb kettdse, de téves az a vélekedés, hogy a kettdst,
a ma is lathaté formajaban, Petipa Pierrina Legnaninak készitette valna. Volt ugyan a balett els6
felvondsanak masodik képében egy duett, amelyet Conrad és Medora tancolt (Drigo zenéjére), de
ez koreografiai szempontbdl nem azonos a ma ismert Kaldz pas de deux-vel. Utobbi, sokkal késdbb,
1915-ben sziiletett, amikor is Samuel Adrianov (1884-1917) vitte szinpadra a sajat étiratat, és Tamara
Karszavina (1885-1978) és a maga szamara készitette a kettdst. Ezt azutan 1931-ben a hires tancosnd
és pedagagus Agrippina Vaganova (1879-1951) tovabb alakitotta kedvenc tanitvanya Natalja Dugyinsz-
kaja (1912-2003) és Konsztantyin Szergejev (1910-1992) szamara. Végiil Vahtang Csabukiani (1910-1992)
volt az, aki a duettbe beiktatott Conrad mellett egy masik férfitancost is, aki keésdbb Aliként, Conrad
szolgajakent jelent meg. igy immar a duettbdl pas de trois lett. Csabukiani - aki maga is virtuéz
tancos volt - celja egyértelmden a kordbban igencsak hattérbe, valojaban pantomimes szerepkdrbe
szoritott férfitancos szakmai ,helyzetbe hozasa’ volt. Es természetesen a variacid eltancolasa. Szen-
vedélyesen virtudz eldadasmadja lattan a kritikusok egyenesen tornadéhoz hasonlitottak.

A nagy pas de deux-n kiviil a kiilinbdz6 feldolgozasok hires részletei voltak még a mar emlitett
Pas desclave, a Jardin animé (Megelevenedett kert) amelyben a balettkarnak jutott latvanyos meg-
mutatkozasi lehetGseég, és amely tisztan divertissement-jellegd része volt a mnek.
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A magyarorszagi bemutato
koreografusai

Ahagyan a 19. szézadban sziiletett romantikus és klasszikus balettek tdbbsége, igy A kaldz is szinte
allanddan véltozott. A szinpadra &llitd mesterek és koreografusok, Petipa 6ta is, mindig alakitottak,
atdolgoztak, hozzatettek valamilyen Ujabb variaciot, technikai szempontbdl nehezitették, latvanyos
tancrészletekkel és Gjabb meg Ujabb zenei részletekkel bévitették a balettet. igy mara mar nagyon
nehéz lenne egyetlen hiteles koreografiai valtozatrl beszélni. 1973-ban Konsztantyin Szergejev
(1910-1992), a Kirov Balett egyiittesének miivészeti igazgatoja és vezetd koreografusa is hozzanyult
a baletthez. Munkaja minddssze kilenc el6adast élt meg, legkdzelebb pedig 1992-ben tlizték miisor-
ra Moszkvaban. Szergejev aprilis elején meghalt, Grigorovics a Bolsoj teljhatalmu igazgatdja pedig,
miutan latta a nagy sikert, minddssze hét eldadas utan levette a mdsorrdl Szergejev valtozatat, hogy
azutan 1994-ben bemutassa sajatjat. Szerencsére Szergejev munkaja nem veszett karba, mert fele-
sége Natalja Dugyinszkaja tamogatasaval 1997-ben Anna-Marie Holmes szinpadra allithatta a balet-
tet Bostonban. Kés6bb az American Ballet Theatre is kdlcsonvette a darabot, de misoréra tizte az
English National Ballet, az uruguayi Julio Bocca Tarsulat és a Buenos Aires-i Teatro Colon. ,Az, hogy
végil bejartuk vele az egész vilagot, nem az én dontésem volt: A kaldz egyszer(ien elkezdte élni a
Service Emmy-dijjal jutalmazta. Anna-Marie Holmes 2017-ben Solymosi Tamas meghivasara érkezett
Budapestre, hogy Magyarorszagon elészor kozosen, U] latvanyvilaggal szinpadra allitsak A kalozt, kife-
jezetten a Magyar Nemzeti Balett egyiittesére szabva.

Anna-Marie Holmes (1942-)

A kanadai sziiletés( alkoto a British Columbia-i Tanciskolaban Lydia Korpova és Heino Heiden mes-
terek iranyitasa alatt tanult, késdbb Londonban és a hatvanas években Leningradban tokéletesitette
tanctudasat. Olyan mesterekkel dolgozott, mint Audrey de Vos és Erol Addison, majd New Yorkban az
egykori Gyagilev-tancosn, Felia Dubrovska. Leningradban Natalja Dugyinszkaja, Alekszander Puskin
és Alla Seleszt, a hires Kirov Balett sztarjai képezték tovabb. Ebben az id6szakban nyilt modja arra,
hogy elmélyilten tanulmanyozza az orosz klasszikus balett hagyomanyait. Mindekdzben zongora ta-
nulmanyokat is folytatott.

Holmes eddigi palyafutasa soran &t kontinens harminc orszagaban tancolt vagy tanitott. 0 volt az
elsd észak-amerikai balerina, aki egyiitt lépett fel a Kirov Balett egyiittesével (Rémed és Julia, Pdrizs
léngjai, Tarasz Bulba). Minddssze tizenhét éves volt ekkor. Tancolt még a Royal Winnipeg Ballet tar-
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sulaténdl, a London Festival Ballet-nél, a Skot Kiralyi Balettnél, a berlini Staatsoperben, Hollandiaban
a Het National Balletnél, a Chicagdi Nemzetkdzi Balettnél. Hosszabb ideig vezet6 tancosndje volt a
Les Grands Ballets Canadiens-nek. Olyan koreografusok keszitettek szamara emlékezetes szerepe-
ket, mint Brian MacDonald, Agnes de Mille, Ruth Page, Juan Corelli és Peter Darrell. Holmes Nemzetkdzi
Tancakadémiat alapitott Portugdliaban, amelynek mivésze- ti trsigazgatgja is volt. Igazgatta a
Tennessee Balett Fesztivalt. Hiressé valt olyan fontos klasszikus balettek szinpadra allitasaval, mint
példaul A didtdrd, A hattyuk tava, a Csipkerdzsika, a Hamupipdke, A bajadér, a Rajmonda, a Giselle, a
Laurencia, a Don Quijote, a Paquita és A kaldz. Ezeket a mliveket altala ismerhette meg a kozonség
Lisszabonban, Osloban, Helsinkiben, Napolyban, Firenzében, New Yorkban, Bostonban, Washingtonban,
Tulsaban és Tokioban. Klasszikus midveken dolgozott a Harlemi Tancszinhazzal és az American Ballet
Theatre-rel is.

1985-t611997-ig a Boston Ballet miveszeti igazgatdja volt, ahol kivette a részét a balett magas szint(i
mivészeti oktatasabal is, de tanitott az angol Kiralyi Balettnél, a Toulouse-i Ballet Capitole-nal,
Koppenhagéaban a Dan Kiralyi Balett tarsulatanal, a Norvég Balettnél és az English National
Ballet-nél. 1990 és 1994 kozdtt a hires USA IBC (jacksoni balettverseny) miivészetoktatasi igazgato-
jaként is tevékenykedett. Anna-Marie Holmes a kdzelmdltban az amerikai Jacob's Pillow klasszikus
balett programjat is igazgatta. Kanadaban nagyon sokat tett a balettmivészet fejlesztéséért, a
pedagogiai programok kidolgozasaért. Munkassagaért szamos egyéb dij mellett megkapta a Dance
Magazine életmiidijat.

Solymosi Tamas (1971-)

Tanulmanyait a Magyar Tancm(iveszeti Fiskolan végezte, mestere Dozsa Imre volt. Ezutan Leningrad-
ban, Moszkvaban és Monte-Carléban folytatta tudasanak tokéletesitését. Diplomaja megszerzése
utén szolistanak szerzGdtette az amszterdami Het National Ballet, majd Rudolf Nurejev meghivasara
Ausztralidban turnézott. 1992-ben az Angol Nemzeti Balett, 1993-ban a bécsi Allami Opera balettegyiit-
tesének vezetd szolistaja volt. A vilag szamos jelentds balettegylttesébe meghivtak vendégszereplés-
re, fellépett a Bajor Allami Operaban, a Berlini Allami Operaban, a Chilei Nemzeti Balett egyiittesében, a
Moszkvai Nagy Szinhazban, a Finn Nemzeti Balett (Helsinki), San Carlo Szinhaz (Napoly) egyiittesében.
A balettm(ivészi képesités utan a 2000-es évek elején balettpedagdgus és koreografus végzettséget is
szerzett. Vendégmiivészként rendszeresen fellépett itthon is a Magyar Allami Operahazban. 2006-ban,
Magyarorszagon dolgozni. 2011-t6] megbizott, majd 2013-tdl kinevezett balettigazgatoként a Magyar
Nemzeti Balett vezetése all munkdja fokuszaban. Tevékenysége soran a repertoarban a hagyoma-
nyos magyar balettprodukciok mellett helyet kapott a balettirodalom szinte minden nagy klasszikus
darabja, szamos neoklasszikus nagybalett, valamint a legjelent6sebb modern mivek. Alkotaként

olyan, a Magyar Allami Operahazban lathaté sikerdarabok tarskoreografusa, mint A diotdrg (Wayne
Eaglinggel, 2015), A kaloz (Anna-Marie Holmesszal, 2017) és a Paquita-szvit (Mirzoyan Alberttel és
Porokofieva Irinaval, 2022), valamint 6 jegyzi a 2022-ben bemutatott Hunyadi LdszI6 cimi opera-
produkcio tancbetéteit is.

Az egyittesnek folyamatosan biztositja a legnivosabb kiilfdldi balettmesterek szakértelmét, akiket
rendszeresen meghiv, hogy egyiitt dolgozzanak a mivészekkel. 2016-ban alapitotta meg az OPERA-n
beliil a Magyar Nemzeti Balettintézetet, amely azdta mar tébb mint szaz ndvendek fejlédését segiti,
akik kiilonbdz6 balettprodukciokban és ifjusagi el6adasban lépnek a nezdk elé, valamint rangos
nemzetkdzi versenyeken érnek el elokel§ helyezeseket.

21



Lord George Gordon Byron:

A kaloz

Részlet

Szavét fogadva, tdvozanak ujra,

Hogy visszatérjenek sivar honukba;
Ha Konrad szolt, kétseg nem fér szavahoz,
Ki merne szolni ott, hol 6 hataroz?

Ez ember, e rejtely, egész csoda,

Ki alig séhajt, nem mosolyg soha,
Kitél remeg bandéaja legmerésze, -
Sotét arcaba félelemmel nézve, -
Csodas erdvel bir e had felett,
Fékezve e vad, kérges sziveket.

Ming varazs az, melytdl ily igaba
Hajolnak s minden irigyseg hidba,
Hiiségdk meg nem ingott percre se"?
- Agondolat s lélek ereje!

Biztos kezéhez kotve a siker,

S a més gydngéit tgy hasznalja fel,
Hogy az ne sejtse, milyen eszkz 6,
Hadd higgye mind, hogy 6 a tervez6, -
Acélra ez visz itt a nap alatt:

Sz&z balga szant-vet, eqy okos arat!
Ez a természet rendje, - am a szolga
Urat ne is gy(ilélje, vagy okolja;

Oh, dsmernék e fényes lancok terhét,
Magokrol azt mind mily hamar levernék!

Nem mint személyin a hdsdk koranak,
Kik isten-arccal 0rddgdk valanak:
Konrad alakjan semmi sincs csodas,
Csak mély szemében ég tlizvarazs.
Nem Herkules-izmu, csak marcona,
Bar oridsalak se’ volt soha,

De a ki hosszan nézi, latja rajta,
Hogy nem kdzrend( vér, nem barmi fajta;
Nem tudja bar, mi rajta a szokatlan,
Es mégis érzi azt e zord alakban;
Napégett arcat, sapadt homlokat
Sotét fiirtd, gazdag haj fonja at,

A meg-megrangg duzzadt ajakak
Titkolt kevélység- s dacrol szélanak,
Ha hangja halk is, ajka meg nyugodt,
Olyat rejt, mit titkolni nem tudott;
Arcan a mély vonasok es szinek,

Hol vonzanak, hol elijesztenek,
Mikéntha lelke izz6 katlanaba'
Forrongna kétes indulatnak arja, -
llyen lehet, - ki tudja, ilyen-e?
Szemébdl olvasni nem engede,

S olyan nincs is talan, ki bizton, mélyen
Olvasni tudna atszurg szemében;

S ha barki kémiil az utan kutat,

Mit rejt e sziv s e szines arculat, -
Atlatja hirtelen acélt s a kémnek
Sajat térében vet Konrad csalétket,
S lelkében akkor 6 mar biztos olvas,
Middn az 6 szivéig sem hatolt az.
Vigyorgo orddg 6, ha gunyolddik,

Ki latta igy, el nem felejti holtig,

Ha meg harag cikazik at szemén,
Sohajtva szall el a knydr s remény.

Kaczidny Géza forditdsa
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Synopsis

Prologue
A pirate ship sails the high seas in the direction of Turkey. Captained by Conrad, it also bears his slave,
Ali, and Conrad's friend, Birbanto.

Act1- The bazaar

In the bustle of a noisy marketplace, Lankendem is busy selling his slave girls. Conrad suddenly spies
Medora on a balcony and immediately falls in love with her.

A fanfare announces the arrival of the governor, Seyd Pasha. Lankendem shows him three young
women he wants to sell him. Unimpressed, the pasha rejects all three. Lankendem then presents him
with the mysterious Gulnare. The pasha purchases the woman immediately. Lankendem also displays
Medora, who enchants everyone with her beauty. The pasha is unable to resist such a temptation and
buys her too. Conrad commands Ali to abduct Medora. The pirates then raid the village, taking both
her and Lankendem with them to their secret hideaway, the pirates’ cave.

Act 2 - The pirates’cave

Together at last, Conrad shows his hideout to Medora. Birbanto calls the pirates to bring out all the
stolen treasures, the slave girls and Lankendem. Medora, Conrad and Ali dance to entertain everyone,
and Medora pleads - invoking their love - for the slave girls to be released. Conrad agrees, but
Birbanto protests and attempts to incite the pirates to mutiny against Conrad. The captain’s prestige
and power, however, are enough to dissuade the pirates from joining the revolt.

Birbanta then devises another devious plan: he sprays a rose with a sleeping potion and compels
Lankendem to give it to Medora. The unsuspecting girl then offers it to Conrad, who inhales the
flower's scent and falls into a drugged sleep. The pirates return to the cave and attempt to kidnap
Medora. In the fight, the girl seizes a dagger and slashes Birbanto's arm with it.

In all the confusion, Lankendem seizes Medora back and escapes with her. Birbanto is about to Kill
Conrad, but Ali disrupts his plan. Still dazed when he awakens, Conrad is heartbroken to discover that
Medora has vanished. Birbanto pretends to know nothing and swears loyalty to Conrad.

Act 3

Scene 1- The pasha’s palace

Gulnare is entertaining the pasha when Lankendem enters the palace together with the veiled
Medora. The pasha is delighted that Medora has been returned to him and declares that she will be
his most favoured wife.

Scene 2 - The garden
Captivated by the beauty of his wives, the pasha dreams of his harem in his glorious garden.

Scene 3 - The pasha’s palace

The pasha is awakened by the arrival of Conrad, Birbanto and the pirates, all dressed as pilgrims.
The pasha invites them inta the palace. Medora recognises Conrad underneath his disguise. Suddenly,
the pilgrims cast off their robes to reveal their true identities. As mayhem breaks out in the palace,
Conrad and his men chase off the pasha, along with his guards and wives. Everyone does a victory
dance. Suddenly, Birbanto pursues Gulnare onto the scene, bringing him face to face with Conrad and
Medora, who reveals Birbanto's treachery. Conrad shoots Birbanto dead. Then, together with Medora
and Gulnare, he flees to the ship and the open sea.

Scene 4 - The gale
The pirate ship glides across the calm sea. Conrad mans the wheel while holding his beloved Medora
in his arms. Suddenly, lightning lights up the darkened sky, signalling a wild gale. The winds rip off
the sail and forking lightning splinters the ship's mast. The ship starts to sink in the mercilessly wild
and tempestuous water.

Epilogue

As the wind dies down and the sea slowly calms, a bright moon rises in the sky. The moonlight
illuminates Conrad and Medora, who have escaped the shipwreck by clinging to a rock. The two lovers
give thanks for their miraculous deliverance, which has proved the power of their love.
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Yakovleva Maria, Kovtun Maxim

A Romantic epic poem

The story of Le Corsaire is based on the poem of the same title (The Corsair) written by one of the
greatest figures of the Romantic generation of English poets, Lord George Gordon Byron (1788-1824).
The tale in verse, which was written in 1814, reflects the poets adventurous and scandalous life,
the experiences he had on his journeys (he had travelled around Spain, Italy and Greece) and his
romantic yearning for liberty: “With regard to my story, and stories in general, | should have been
glad to have rendered my personages more perfect and amiable, if possible, inasmuch as | have been
sometimes criticised, and considered no less responsible for their deeds and qualities than if all had
been personal. Be it so - if | have deviated into the gloomy vanity of ‘drawing from self," the pictures
are prabably like, since they are unfavourable; and if not, thase who know me are undeceived,” -
he wrote in the preface to his wark.

Rebelling against apathy and frequently disregarding customs and rules, the poet clearly identified
himself with Conrad, the mysterious corsair, whose home is the ever-changing and endless sea as he
lives a life amidst nature in love with the beautiful slave girl Medora. Perhaps this is why a portrait of
the protagonist Conrad, published in one of the editions of the work, bore Byron's own facial features.
Byron's work - which proved to be so successful that ten thousand copies were sold on the first day
after its London release, requiring seven reprints within a month - has a tragic ending: Medora dies,
and her beloved Conrad vanishes to an unknown island in the sea. The success of the sad story was
increased by the fact that a staged version was written in the same year and premiered at the Sadler’s
Wells Theatre in London with music composed by William Reeve (1757-1815). This was probably the
first staged version of Byron's verse.

The Romantics, especially in Britain, were especially fond of pirates as characters. Similarly to
Romantic traditions elsewhere in Europe, where figures outcast from society were presented as
heroes (e.g. the outlaw, the convict or the highway- man), the pirate represented a kind of romantic
ideal too. Pirates had existed since mankind first began to sail. Classical Greek and Latin sources
mention them, as do the stories of Christian sailors who fought Moorish and Saracen. Starting with
the Renaissance, however, the perception of these maritime bandits became divided. In one view
they were marauding murderers who would stop at nothing to obtain loot, while in the ather they
were the heroes of the seas, who never attacked their own countrymen and even protected them
when necessary, and only fought foreign sailors. In the 168" century, in the rivalry to rule the waves,
famous pirates captain became genuine national heroes; Francis Drake (1540-1596), for example, was
eventually knighted by Queen Elizabeth for his service to his country. Although Drake was a national
hero for the British, the Spaniards, who called him El Draque (The Dragon), considered him to be
nothing more than a pirate, and King Philip Il put a price of 20,000 ducats on his head.
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This dual view is mirrored in the English language. The corsair was an honourable hero of the seas
who protected British harbours fram enemy ships. These pirates paid a tax to the royal treasury on
their boaty. Many of them earned the title “Corsair of Her Majesty” and could even be knighted. The
other English term, “pirate”, referred to shipborne bandits who were regarded as criminals, since they
plundered English ships as well as anyone else they happened to come across. Their only aim was
pillage and destruction.

Byron's tale in verse was therefore a successful work of literature in its own era, and later on also
served as a fine basis for other works of art, mainly librettos for musical dramas. It is no surprise
that the adventurous theme inspired several composers: Vincenzo Bellini composed an opera
titled /I pirata in 1827, and Verdi wrote his Il corsaro in 1848; Berlioz composed his Le Corsaire overture
in 1831, and Adolphe Adam, the composer of Giselle, created a ballet with the same title in 1856.
The theme appeared in the fine arts of the day too. The emblematic French Romantic painter Eugene
Delacroix (1798-1863) depicted Gulnare and the pasha in one of the episodes of the tale in 1831.

It was no coincidence that cantemporaries were so impressed by the subject, as it represented a
topos: the emblematic and overarching theme of the man who is cast out from society, a topic used
in19™-century literature by almost all of its major art- ists, including Schiller, the Abbé Prévost, Dumas
pere and fils, Victor Hugo, Prosper Mérimée, Flaubert, Thomas Hardy and even José de Espronceda
and Lermantov. The essence of this phenomenon is that the 19th-century bourgeoisie, while adhering
to their settled existence and conventional family life, felt a shiver of excitement at the thought of
those who in one way or another rejected society’s accepted madel of how life should be lived. And
in addition to feeling this thrill, they also secretly, without admitting it to themselves, yearned to join
the outlaws. Although in real life they would never accept this rejection of the social order and even
condemned it, in art a Jean Valjean or a Count of Monte Cristo served the side of justice. Art, and
sometimes the Romantic artist himself, were mare courageous than the bourgeais: they also dared
to present those who are excluded from the circle of society as better, more righteous and certainly
more remarkable than those living inside the circle. Also appearing in the story of Le Corsaire are
other Romantic elements like the exotic Eastern bazaar and the harem, which also stimulated the
imaginations of the day. Choreographers, naturally, were no exception: The 1833 ballet The Revolt
of the Harem by Filippo Taglioni (1777-1871), which treated the same theme, conquered the stages of
London in 1834 when it was performed on 43 occasions at the Drury Lane Theatre.

A forgotten artist’s late
Romantic ballet

Lord Byron's pirate theme provided a genuine Romantic central matif for one late- Romantic ballet
in 1856. We also know of previous ballet adaptations (1826, 1830, 1837, 1838, 1842) based on the same
wark, which attest to the popularity of the subject. Deserving mention among these - by virtue of
being the first - is the version by Giovanni Galzeranis (1789-1853), staged at La Scala Milan in 1826 as
a “story in mime in five acts".

The popularity of the subject is also shown by another French version titled Ll des Pirates that
was premiered in Paris an 8 August 1835. Although it shared the pirate theme, this ballet in four acts
choreographed by Louis Henry (1784-1836) to a libretto by tenor Adolphe Nourrit (1802-1839), was not
based on Byron's poem. An interesting feature of this work is the fact that its music was composed to
the works of such renowned composers as Ludwig van Beethoven (1770-1827) and Gioachino Rossini
(1792-1868), as compiled by the almost completely unknown Italian com- poser Luigi Carlini (1802-
1854) and the Frenchman Casimir Gide (1804-1868). The success of the ballet in Paris was probably
partly due to the fact that the main role was danced by Fanny Elsser (1810-1884), one of the most
famous ballerinas of the Romantic era. The Austrian-born dancer’s costume featured a peculiar little
hat that started a fashion trend in Paris; women adored it, and it made for good publicity for the
ballet too.

The first version that can be considered significant in terms of dance history was the work that was
premiered at the Paris Opera on 23 January 1856. The libretto was based on the English poet’s work and
written by perhaps one of the most famous French librettists of the era: Jules-Henri Vernoy de Saint-
Georges (1799-1875). Writing a ballet libretto was no novelty for Vernoy de Saint-Georges, who was also
a skilful writer of novels and opera librettas, because he had proven his talent in this genre in 1841 with
the highly successful Giselle. Contemporary reviews pointed out that, compared to Byrons original work,
Vernoy de Saint-Georges had written a melodramatic libretto with a happy ending, and the story of the
tale is more entertaining than the gloomy romanticism of the English poet’s text.

Although the choreographer of the three-act 1856 version of Le Corsaire has since been almost
completely forgotten, he was a popular and pralific artist in his own era. The Italian-born dancer and
ballet master Joseph Mazilier (originally named Giulio Mazarini)(1797-1868), began his career in Lyon
and Bordeaux and became a principal dancer in Paris in 1825. Between 1830 and 1851, he worked for
the Paris Opera. The most successful role of his career as a dancer was as the protagonist James in
the first version of the ballet La Sylphide (1832) alongside the most famous ballerina of the era, Marie
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Taglioni. The audience was impressed with his excellent acting along with his qualities as a dancer.
In keeping with the tastes of the era, he played the roles of romantic heroes with lyrical sensitivity. He
would get to demonstrate his comedic abilities in the ballet Le Diable a quatre of 1845, for which he
created the choreography. This was the first time he collaborated with the composer Adolphe Adam
on a dance waork.

Mazilier spent the 1851/52 season in St. Petersburg and then returned to the Paris Opera as its
principal ballet master. He created about two dozen ballets during his career. He had little interest
in the world of dreams of the “ballet blanc”; instead preferring more romantic subjects which he
conceived for the stage using modern and spectacular approaches. Naturally, he also made use of
the increasingly virtuosic innovations in dance technique, which were mainly related to ballerinas’
pointe technique. The heroines of his works were no longer fairy-like figures floating ethereally in
the air; instead, he chose seductive and demonic female figures from the world of fantasy (La Gypsy.
1839, Le Diable Amoureux, 1840).

Also appearing in his works were the Romantic tropes of “longing to be elsewhere” and “the allure of
other lands’, as exemplified in Lady Henriette, ou la Servante de Greenwich (1844), Paquita (1846), Orfa
(1852), and Jovita (1853). His ballets owed their success to the presence of the most famous ballerinas
of the day, who were mainly Italian (At that time, Milan was the leading centre of ballet training).
These dancers included Carlotta Grisi, Carolina Rosati, Fanny Cerrito, Amalia Ferraris, although he also
counted Austrian-born character ballerina Fanny Elssler among his muses.

Naone of Mazilier's works can be seen in their original form today. Although a number of related
documents (librettos, set and costume designs, descriptions) have survived, very little is known
about the choreographies that were actually performed at the premieres. Contemporary reports and
reviews emphasised how the dance and pantomime appeared as a unity in his works and what a
good sense the choreographer had for depicting rich and complex staries. The legendary Theophile
Gautier (1811-1872), chronicler of the Romantic movement, also mentioned these creative virtues. In
his reviews of the performances, he described the choreographer as an “intelligent creative artist’,
and in another one, to convey the extent of his popularity, he wrote that the audience started calling
out Mazilier's name as they applauded.

Garcia Carriera Claudia, Melnyik Vlagyiszlav




The world premiere

The world premiere of Le Corsaire took place at the Paris Opera on 23 January 1856. Emperor
Napoleon Il and his beautiful wife, the Empress Eugénie, honoured the premiere with their presence,
and the newspapers reported that they expressed their satisfaction with frequent applause. Some
French sources mention that the empress, who was a great fan of ballet herself, made some remarks
about the libretto of the ballet as she was preparing for the premiere. Vernoy de Saint-Georges was
paid the hefty sum of 3000 francs for the extra work entailed by the required revision.

The playbill listed the works as a ballet-pantomime in three acts. The music was composed by Adolphe
Adam, and the set was designed by Edouard Despléchin (1802-1871), the best-known French designer
of the era, together with Charles- Antaine Cambon (1802-1875) and Joseph Thierry (1812-1866). Gautier
reported on the results: “The staging is quite rich and picturesque, and the nautical scene is at the
highest level of impressiveness ... It is not merely a painted set, but the sea itself with all its wrath and
turbulence. (...) One cannot imagine a closing scene more beautiful than this one,” wrote Gautier in
Le Moniteur universel. The closing scene he mentioned was preserved in an engraving by the painter
Gustave Doré (1832-1883), one of the most famous illustrators of the era (with the illustrations for
more than a hundred masterpieces of world literature to his name). In addition to the scenes of
the pirates’ rough sea voyage and the shipwreck, contemporary audiences remembered the ones
depicting the slave market and the celebration an board the ship as being particularly impressive.
This was the heyday of spectacular stagings at the Paris Opera. All the operas and ballets premiered
in these years were presented to enthusiastic audiences with opulent displays of meticulously and
masterfully crafted scenic design that used perspective to give the illusion of reality. The well-known
art critic of the era Emile Perrin (1814-1885) wrote the following about the innovations in scenic
design: “The Romantic movement had a great impact on the art of scenic design. The palette of the
stage designer took on a special precedence. He had to cover huge surfaces with skies that were
either flooded with light or covered with dark clouds or deep waters or the shadows of trees with
leaves trembling in the wind. It was not only his sense of proportions that helped him, but also the
establishment of the effect of perspective and the magic of creating illusions.”

As for the costumes, since these ballets combined exotic spectacle with the style and techniques
of Romantic ballet, the costumes also combined oriental motifs and the romantic tulle skirts that
came into fashion during the era, popularised by Marie Taglioni. Generally speaking, the sets and the
costumes warn by the male performers were exatically Oriental, while the ballerinas, wha played the

3 Emile Perrin: Treatise on Staging, Paris, 1883.

main roles on the ballet stages of the time, were presented as clearly and pronouncedly European
in appearance and danced in a Romantic style. Therefore, regardless of the subject of the ballet, the
ballerinas always ware light and soft tulle skirts, which reached just below the knees, and only the
upper part of their clothing could display some stylized matif that identified the character, perhaps
showing their nationality.

The principal roles in Le Corsaire were danced by the stars of the era: Medora was danced by the
Italian Carolina Rosati (1826-1905). a former student of the famous Blasis School, and Conrad was
danced by Domenico Segarelli (1820-1860), an- other Italian and a dancer with excellent pantomime
skills. The male principals in contemporary ballets mainly appeared in character roles, requiring
expressive movements rather than technical dance skills. Naturally, they also had to highlight the
ballerina’s femininity and technical perfection. The principal character in this version was therefore
undoubtedly Medora, not only because of the high-level dance techniques required, but also because
she represented a female figure who fights for her freedom and herself chooses the man she loved.
Even with this approach, the plot basically corresponded to the version that can be seen today, and its
ending differed from Byron's poem in that the story closed with both a happy ending and a poetically
romantic monument to the protagonists' love: “Two beings lean against each other in a tight embrace.
It is Conrad and Medora, who have miraculously survived the shipwreck. Their pure love must surely
have touched Him before Whom they swore eternal fidelity to each other. The wind pushes them
towards the coast, where the beacon's light promises safety. Eventually, they reach the shore and,
falling on their knees, thank heaven for their survival. From this day on, the terrible corsair vanishes:
love makes him repent, and repentance brings him peace and happiness,” reads the epilogue of
the original libretto. In terms of the dancing, outstanding parts of this version included the Pas des
éventails that Medora dances with her fellow female slaves in Act Two and the Dance of the Odalisques
in the harem scene.

After the successful premiere, the ballet remained on the programme for two years and was almost
immediately taken to London, where it was again successful. The reviewer of The Times praised the
dancers and mentioned that “he had never seen such waves in a theatre...” The ballet was revived in
Paris in 1867 with the wonderful Adele Grantzow (1845- 1877) as Medora and Louis Mérante (1828-1887)
as Conrad. For this revival, Mazilier choreographed a new dance interlude in the harem scene with
the title Pas des Fleurs, and commissioned Léo Delibes (1836-1891) to write the music for it. Although
the new music did not really suit the more poetic atmosphere of Adam's score, the changes brought
another string of triumphs, as the ballet was performed no fewer than 80 times that year. This,
however, was the end of its successful run in Western Europe, at least for a while.
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The composer: Adolphe Adam

What 19" century ballet music demanded, first and foremast, from the composers of the era was
“danceability”. Etienne Méhul, Rodolphe Kreutzer, Ferdinand Hérold, Fromental Halévy, Adolphe Adam,
Edouard Deldevez, Daniel Auber, Jacques Offenbach, Ludwig Minkus, Léo Delibes, Edouard Lalo, André
Messager and Cesare Pugni all strived to meet this requirement. The fact that the ballet works written
by these composers are not exactly of the same standard was mostly a result of their differing
attitudes toward the genre of ballet.

The French composer Adolphe Charles Adam (1803-1856) began his studies at the Conservatoire
de Paris at the age of seventeen, studying composition. He was said to be a naughty child who
learned slowly, and he was also aggravated by the special attention he incurred as the son of one
of the Conservatoire's instructors. In addition to his studies, Adam played in an orchestra by night
and composed a number of popular songs (including a French Christmas carol that is still sung). His
talent manifested itself early, as a recognition of which he won the Prix de Rome in 1825. Similarly to
his master, Boieldieu, he travelled to St. Petersburg in 1839 at the invitation of the Russian tsar but
declined the position he was offered there. In 1844, he was elected to be a member of the Académie
des Beaux-Arts.

In 1847, he established his own theatre, the Opéra National, but was unable to continue this venture
for long. In order to generate same income, he began to write articles, and later he followed his father
into the piano department of the Conservatoire. It was only in 1853 that he would be able to settle
his debts.

His talent primarily manifested itself in his music for the stage. He composed numerous operas and
ballets. Adam knew the requirements of the ballet stage very well and could cleverly draw from his
recollections of contemporary French operas that he could use for ballet. In his memoirs, published
posthumously in 1871, he admitted that he did not care about his colleagues’ and critics' hostile
opinions and was only interested in whether the ballet masters found his ideas novel and beautiful.
For the sake of the art of ballet, he was ready to accept the “derogatory” appellation of ballet composer.
The ballet masters of the Romantic period were uniformly enthusiastic about Addam’s music, because it
supported their choreographies, and the ballerinas were grateful to him for highlighting their dances
and variations with his music. Moreover, the composer was very good at “painting” an atmosphere on
the stage. French writer, music and theatre critic Arthur Pougin (1834-1921) wrote the following in his
monograph on Adam*: “Adam loved working on ballets, which exhausted his tireless imagination much

“ Arthur Pougin: Adolphe Adam: sa vie, sa carriére, ses mémoires artistiques. Charpentier, Paris, 1877.

less than any other kind of work did. He always let himself be enchanted by ballet. Nothing inspired
him more than the sight of a ballerina’s feet.”

Composing the music for Le Corsaire took a year, an unusually long time. The author wanted to hane
the music until it was perfect, as the entire production was designed to be spectacular and imposing.
Critics praised Adam's music eloguently, again reserving special attention to the part composed for
the final scene: they referred to it as “a kind of maritime symphany... full of charming and frightening
melodies”.?

Le Corsaire was Adam's last ballet. About four months after the successful premiere, the composer
died of a heart attack. On the evening of his death, the Paris Opera was performing his ballet in the
presence of the emperar, the empress and King William | of Wiirttemberg, who was staying in Paris. At
the emperor's special request, the revenues from the night were offered to Adam’s widow.

Over the course of his lifetime, Adolphe Adam composed a total of 53 operas, most of which are
completely unknown to the general public today. It is his ballets that have kept his fame alive. His
major works include Faust (1833), La Fille du Danube (1836), Le postillon de Lonjumeau (1836), Giselle
(1841), Le roi d'Yvetdt (1842), Le Diable a quatre (1843), Griseldis (1848), La Filleule des fées (1849), La
poupée de Nuremberg (1852), Orfa (1852), Si jétais roi (1852) and Falstaff (1856).

And once again, Petipa

In January 1858, in the last year of the Russian ballet master's career, Jules Perrot (1810-1892), the
chareographer of Giselle brought Le Corsaire to Russia, where he introduced Mazilier's ballet to the St.
Petersburg audience. This marked the beginning of a new chapter in the history of the ballet.

Marius Petipa (1818-1910), the creator and absolute monarch of Russian classical ballet, participated
in the St. Petersburg premiere of Perrot's version of Le Corsaire in 1858. He took part in the production
in a dual role: as an assistant in the revision of the choreography and as a dancer in the role of
Conrad. Petipa would go on to deal with the ballet a total of four more times (in 1863, 1868, 1885 and
1899). On each occasion, he made minor or major modifications to the choreography, and the updates
mainly affected the key dance scenes. In fact, on the very first occasion, in 1858, he and Perrot re-
chareographed the Pas des éventails and the Dance of the Odalisques and also added the Pas desclave
as an innovation.

With the continuous changes in the ballet's musical material, a number of other composers' names
started to appear on the playbill in addition to Adam's: Delibes, Pugni, Drigo, Minkus, and even Duke

5 Revue et Gazette Musicale de Paris, 27 January 1856.
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Peter Georgievich of Oldenburg (1812-1881), who composed the music for the part which became well-
known as the Pas desclave. In addition to being a ballet fan, the duke was an excellent pianist and
composer. He contributed to the musical material of Petipa’s other ballets and even composed a
piano concerto.

In 1863, when Petipa was reworking the part of Medora for his wife, Maria Suravshchikova Petipa

(1836-1882), he revised and expanded the original music material with a composition by Cesare

Pugni (1802-1870). The scene Le jardin animé was included in the ballet now for the first time, mainly
because the large female corps de ballet needed more opportunities to dance.

The second revival, in 1868, again starred Adele Grantzow, invited to St. Petersburg by Tsar Alexander
Il because of her international fame. “Her perfect dance technique surprised even our dance
experts. Her inherent charm, the swiftness of her movements and confident pointe technique
made her unrivalled. She is the perfect ballerina, adored by all of Eurape,” is how one Russian critic
described her. Grantzow was a principal soloist with the Imperial Theatres in St. Petersburg from
1866 to 1872, and therefore she had numerous opportunities to show her talent in Petipa’s ballets.
Petipa commissioned Pugni to compose additional musical parts for this production. Similarly to the
productions in Western Europe, the scenography was spectacularly rich on the Russian stages too,
which was the work of the German-born scenic designer of the Imperial Theatres, Andrei Roller (1805-
1891). As chief designer, Roller designed the sets for more than 200 productions in St. Petersburg and
Moscow between 1833 and 1879. According to some sources, he experimented with electro- magnetic
radiation to create lightning in the shipwreck scene of Le Corsaire. This was a truly novel technique
in scenic design at that time.

In the third revival of Le Corsaire in 1885, Eugenia Sokolova (1850-1925) danced the main role. In this
case, it was the Russian ballerina who inspired the maestro, who “tailor-made” Medora's dance part for
her, as was his usual practice. Enrico Cecchetti(1850-1928), who had experimented with the technical
development of male ballet dancing, later made his debut as Conrad in this same version in 1887.
The mast important of Petipas revisions was the third, completely revised, version of 1899, which he
specifically created for Pierina Legnani(1868-1330) at the zenith of her career. It was in this production
in which classical ballet technique, polished by Petipa to an extreme degree of perfection, found its
culmination. Perhaps this was the reasan why this version - which remained on the programme of
the St. Petersburg theatre until 1928 - served as a basis for many revivals of Le Corsaire later on, with
parts also often being taken from the ballet and performed independently. Dance history traditionally
holds Legnani to be the most virtuosic ballerina of the era, and she was the first to execute - en
pointe - 32 rond de jambe fouettés, the most difficult type of rotation in ballet technique.

It was believed for a long time that the famous Le Corsaire pas de deux, the music of which was
composed by Riccardo Drigo (1846-1930), appeared in this production of 1899 and even became




the highlight of the whole ballet. It is one of the best-known duets in the ballet literature, but the
assumption that this duet was made by Petipa for Pierrina Legnani in its present form is incorrect.
There was indeed a duet in the second scene of Act One danced by Conrad and Medora (to Drigo's
music), but choreographically it was not the same as the Le Corsaire pas de deux as it is known today.
The latter was created much later, in 1915 when Samuel Adrianov (1884-1917) staged his own revision
and composed the duet for Tamara Karsavina (1885-1978) and himself. It was then further revised in
1930 by the famous dancer and educator Agrippina Vaganova (1879-1951) for her favourite student
Natalia Dudinskaya (1912-2003) and Konstantin Sergeyev (1910-1992). Finally, Vahtang Chabukiani
(1910-1992) included another male dancer in the duet in addition to Conrad, who later appeared as Ali,
Conradss slave. Thus, the duet was changed to a pas de trois. Chabukiani, who himself was a virtuoso
dancer, clearly wanted to give the male dancer, who had been kept rather in the background in what
was really a pantomime role, a professional “opportunity”. And, of course, he also wanted to dance
the variation. Upon seeing his passionately virtuoso performance, critics compared him to a tornado.
In addition to the Le Corsaire pas de deux, other famous parts of various versions included the
Pas desclave, which has been mentioned above, and the Jardin animé, in which the corps de ballet
was given the opportunity to present itself spectacularly in a part of the ballet that clearly had the
character of a divertissement.

Choreographers of the
Hungarian premiere

Similarly to most Romantic and Classical ballets composed in the 19" century, Le Corsaire underwent
almost continuous change. Even after Petipa, the staging ballet masters and choreographers have
always changed and revised it, adding some new variations, making it more difficult technically, and
amending it with spectacular dance scenes and additional musical passages. Therefore, it is difficult
to speak about a single authentic choreography.

In 1973, Konstantin Sergeyev (1910-1992), artistic director and principal choreographer of the Kirov
Ballet began to work on the ballet. His work was performed only nine times at the time. His version
was revived at the Bolshoi in Moscow in early March 1992. Sergeyev died in early April, and Grigorovich,
the omnipotent director of the Bolshoi, seeing its great success, removed Sergeyev's version from
the programme after seven performances. and staged his own version later on, in 1994. Fortunately,
Sergeyev's work was not lost, because with the support of his wife, Natalia Dudinskaya, Anna-Marie

Melnyik Tatyjana, Timofeev Dmitry




Holmes staged the ballet in Boston in 1997. Later, the famous American Ballet Theatre also borrowed
this production as did the English National Ballet, Julio Bocca’s Company in Uruguay, and the Teatro
Colon in Buenos Aires. Her staging of Le Corsaire won the Public Broadcasting Service an Emmy
Award. Anna-Maria Holmes came to Budapest in 2017 on the invitation of Tamas Solymosi. Together,
they staged Le Corsaire in Hungary for the first time, featuring new set and costumes designed, and
a choreography tailor-made for the company of the Hungarian National Ballet.

Anna-Marie Holmes (1942-)

Anna-Marie Holmes studied with Lydia Korpova and Heino Heiden at the British Columbia Dance
School. She then went on to hone her dance skills first in London and, later on in the 1960s,
in Leningrad. She worked with masters like Audrey de Vos and Erol Addison, and then with Felia
Dubrovska from Diaghilev's company in New York. In Leningrad, she studied with Natalia Dudinskaya,
Alexander Pushkin and Alla Shelezt, the stars of the famous Kirov Ballet. It was during this period
when she had the opportunity to make an in-depth study of the traditions of Russian classical ballet.
Throughout all this, she also continued her piano studies.

Over the course of her career so far, Holmes has danced and taught in 30 countries on five continents.
She was the first ballerina from North America to dance with the company of the Kirov Ballet (Romeo
and Juliet, Flames of Paris, Taras Bulba). She was only 17 at the time. She danced with the Royal
Winnipeg Ballet, the London Festival Ballet, the Royal Scottish Ballet, the Berlin Staatsoper, the Het
National Ballet in the Netherlands and the Chicago International Ballet. She was a principal soloist
at Les Grands Ballets Canadiens for a long period. Brian MacDonald, Agnes de Mille, Ruth Page, Juan
Corelli, Peter Darrell and other choreographers have all created memorable roles specifically for her.
Holmes established the International Dance Academy in Portugal, where she was a co-artistic
director. She was the director of the Tennessee Ballet Festival. She was renowned for staging
important classical ballets like The Nutcracker, Swan Lake, The Sleeping Beauty, Cinderella, La
bayadere, Raymonda, Giselle, Laurencia, Don Quixate, Paquita and Le Corsaire. Audiences in Lishon,
Oslo, Helsinki, Naples, Florence, New York, Boston, Washington, Tulsa and Tokyo first encountered
these ballets through her. She has also worked on classical productions with the Dance Theatre of
Harlem and the American Ballet Theatre.

From 1985 to 1997, she was the artistic director of the Boston Ballet, where she was also active in
teaching ballet at a high level, and she has also taught at the Royal English Ballet, the Ballet Capitole
in Toulouse, the Royal Danish Ballet in Copenhagen, the Norwegian Ballet and the English National
Ballet. Between 1990 and 1994 she was artistic director of the School of the International Ballet
Competition in Jackson, Mississippi. Recently, Anna-Marie Holmes has been director of the Jacob's

Pillow classical ballet programme in the United States. She made important contributions to the
development of ballet and working out education programmes in Canada. Among her many other
awards, she received the Dance Magazine Award for lifetime achievement.

Tamas Solymosi (1971-)

Tamas Solymasi completed his studies at the Hungarian Dance Academy and the Vaganova Ballet
Academy in Saint Petersburg, as well as in Monte Carlo. After graduating as a dancer, he also
trained as a ballet teacher and choreographer in the early 2000s. As he was frequently sought
to perform abroad, his appearances at the Hungarian National Ballet were primarily as a guest.
He has also made guest appearances with the ballet companies of Miami, Chicago and the Osaka
Ballet and has appeared as a principal at the Wiener Staatsoper, the Dutch National Ballet, the
Semperoper Dresden and the ballet company of the New York Metropolitan Opera. Audiences have
also had the chance to see him at the Bolshoi in Moscow, the opera houses of Munich and Berlin,
as well as in Santiago de Chile.

In 2006, he once again dedicated his full energy to working in Hungary when he took up the position
of deputy director of the Hungarian Dance Academy. In 2011, he was named acting director of the
Hungarian National Ballet, a position that was confirmed as permanent two years later, and filling
this office now constitutes the main focus of his work. Since coming under his leadership in 201,
the Hungarian National Ballet has completely renewed its repertoire, greatly enriching it to include,
alongside its traditional Hungarian ballet productions, nearly every great classical piece, numerous
major neoclassical ballets and some of the more important modern works. As a choreographer, he
has co-staged such audience favourites at the Hungarian State Opera as The Nutcracker (with Wayne
Eagling, 2015), Le Corsaire (with Anna-Marie Holmes, 2017), and Paquita Suite (with Albert Mirzoyan and
Irina Prokofieva, 2022). He also choreographed the dance sequences of the 2022 opera production
Hunyadi L&szI6 by Erkel.

He regularly invites the finest international répétiteurs to share their expertise with the company
by warking with its artists. In 2016, he established, within the Hungarian State Opera, the Hungarian
National Ballet Institute, which by now has aided the development of more than one hundred students
who also appear in various ballet productions and win numerous awards at prestigious international
dance competitions.
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Lord George Gordon Byron:

The Corsair

Excerpt

They make obeisance, and retire in haste,

Too soon to seek again the watery waste:

Yet they repine not—so that Conrad guides,

And who dare question aught that he decides?
That man of loneliness and mystery,

Scarce seen to smile, and seldom heard to sigh—

Unlike the heroes of each ancient race,

Demons in act, but Gods at least in face,

In Conrads form seems little to admire,

Though his dark eye-brow shades a glance of fire:
Robust but not Herculean—to the sight

No giant frame sets forth his common height;

Yet in the whole—who paused to look again,

Saw more than marks the crowd of vulgar men—
They gaze and marvel how—and still confess

That thus it is, but why they cannot guess.
Sun-burnt his cheek—his forehead high and pale,—
The sable curls in wild profusion veil;

And oft perforce his rising lip reveals

Whase name appals the fiercest of his crew, The haughtier thought it curbs, but scarce conceals.
And tints each swarthy cheek with sallower hue; Though smooth his voice, and calm his general mien,
Still sways their souls with that commanding art Still seems there something he would nat have seen:

That dazzles—leads—yet chills the vulgar heart.
What is that spell, that thus his lawless train
Confess and envy—yet oppose in vain?

What should it be, that thus their faith can bind?
The power of Thought—the magic of the Mind!
Linked with success—assumed and kept with skill,
That moulds anather's weakness to its will—

Wields with their hands—but still to these unknown,

Makes even their mightiest deeds appear his own.
Such hath it been—shall be—beneath the sun

The many still must labour for the one;

Tis Nature's doom—but let the wretch who toils,
Accuse not—hate not—him who wears the spoils.
Oh!if he knew the weight of splendid chains,

How light the balance of his humbler pains!

His features’ deepening lines and varying hue

At times attracted, yet perplexed the view,

As if within that murkiness of mind

Work(d feelings fearful, and yet undefined;

Such might it be—that none could truly tell—

Too close enquiry his stern glance would quell.
There breathe but few whose aspect might defy
The full encounter of his searching eye;—

He had the skill, when Cunning’s gaze would seek
To prabe his heart and watch his changing cheek,
At once the observer's purpose to espy,

And on himself roll back his scrutiny,

Lest he to Conrad rather should betray

Some secret thought—than drag that chief’s to day.

There was a laughing Devil in his sneer,

That raised emotions both of rage and fear;
And where his frown of hatred darkly fell,

Hope withering fled—and Mercy sighed farewell!
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