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Cselekmény

.Szerelmik eljegyezte a haldl,

Mert sziileikben langol a harag,

Sle nem lohad, mig el nem vész a par”
Shakespeare: Rémed és Julia, Proldg
(Mészély Dezsd forditdsa)

I. felvonas

Shakespeare koraban vagyunk. A londoni Globe Szinhaz szinészei a Rémed és Jilia -
talan els6 - eldadasara keészilnek. A néz6k lelkesen todulnak be a szinhazba, majd az
els6tétild szinen fokozatosan kirajzolddik a veronai piactér reggeli képe.

A piac benépesil. A Capulet- és Montague-haz rokonsaga és szolgaloi kozott verekedés
tor ki. Hamar el6keriiinek a kardak, a fegyveres 6sszecsapasban tobben meghalnak, az
oldoklésnek Verona hercege vet véget.

A Capulet-haz konyhdjaban nagy a kész(ilddés az esti balra. Julia dajkajaval jatszik.
A méltosagteljes Capuletné ajandékkal kedveskedik lanyanak, és kozben raddobbenti
arra, hogy mar nem kisgyermek.

Mulatséagra érkeznek a vendégek a Capulet-csaladhoz. Romed, Mercutio és Benvolio is
be szeretnének surranni a balba, azonban baljoslatl jelenés részeseilesznek: Mab, a bo-
szorkanykiralynd hivja tancba 6ket. A balban Romeo és Julia elsd pillantasra egymasba
szeretnek. Julia megismeri Parist, kijeldlt vélegényét, akinek kozeledését elutasitoan
fogadja. Tybalt felismeri a hivatlan vendégeket, éktelen haragra gerjed, de a haz ura,
Capulet lecsillapitja. Mercutio mokazasa nemhogy enyhitené Tybalt dihét, még jobban
sérti onérzetét. A mulatsag végén a vendégek tavoznak, Romeo pedig bemaszik a haz
elcsendesedett kertjébe, ahol megpillantja az erkélyen abrandozé Juliat. A két fiatal
boldogan talal egymasra.

Il. felvonas

Verona fGterén Unnepi sokadalom: Maria-kérmenet, mutatvanyosok, viddman szora-
kozo témeg. Julia dadaja ,elegansan” érkezik fiatal urndje izenetével. Romed kéveti
a Dadat Lérinc barat kapolnajaba, ahol a pap 6sszeadja a két szerelmest. A piactéren
Tybalt Mercutiot keresi, viszonozni szeretné az el6z( esti tréfat. Kélcsonos sértegetés
és glnyolodas utan kardot rantanak.

A mestervivo Tybalt haldlosan megsebesiti a végig bohdckods Mercutist. 0 még hal-
doklasa kozben is szinészkedik, de utolso pillanataiban mindkét csaladot megatkozza.
Romed nem tud uralkodni magan baratja elvesztése miatt, ezért diihében megali
Tybaltot. Rémedt - akire a gyilkossag miatt a Herceq szam(iz6 itélete var - baratai el-
menekitik.

lll. felvonas

Romed ideiglenes menedékre talal Ldrinc barat kapolnajaban, ahava Julia hivo izenete
is megérkezik. Naszéjszakajuk utan Romeanak menekiilnie kell a torvény el6l, igy maga-
ra hagyja feleségét. Julia ellenszeql sziilei akaratanak, nem akar Parishoz menni. Nem
marad mas valasztasa, Lorinc barattol kér segitseget.

A szerzetes azt ajanlja Julianak, hogy igya meg a tetszhalotta tévd szert, amitdl a kelld
pillanatban majd fel fog ébredni. Lérinc barat szerint ez az egyetlen jarhato Gt.
Szobajaba visszatérve Julia latszolag beleegyezik a Parisszal kdtend6 hazassagba.
Magara maradva megissza a mérget, igy reggelre virraddra csaladja élettelenil talalja
agyaban. Temetési menet kiséri Juliat utolso Utjara, a Capulet-kriptaba. A szlltket és a
Dadat megtérte a banat. A gyaszolok tavozasa utan érkezik Romeo, aki halottnak gon-
dolja szerelmét, igy nem 1at mas kiutat, s dngyilkossagba menekiil banataban. Lérinc
barat akkor érkezik, amikor Julia éppen ébredezik. A pap rajon, hogy elkésett, igy leg-
alabb Juliat megprabalja megmenteni, de @ - halott férjét meglatva - szinteén a halalba
menekl, leszlrja magat. A kripta kozmikus térré tagul, a csillagfényben felemelkedik
aravatal, s Romedk és Juliak sokasaga tancolja kordl a halott szerelmeseket. A Globe
Szinhdzban teljes egyetértésben felvanulnak Shakespeare szinészei Rdmedval és Julia-
val egyitt, jelezvén, hogy eldadasuknak vége van.

Szergej Prokofjev sg-igs3)
es a balett

Ugy téinik, hogy vannak balettzenék, amelyek megeldzik a korukat. A hattyik tava zenei
anyagat tancra alkalmatlannak tartottak 1877-ben, és ugyanerre a sorsra jutott a Romed
és Juliais. Maga a nagy szovjet balerina, a legendas Galina Ulanova mondta, hogy ,akko-



riban nem hallottuk a szerelmet a zenéjében’. Pedig amikor Prokofjev megzenésitette
Shakespeare remekmiivét, mar tobb balett szerepelt életm(ivében.

Zenei tehetsége mar gyermekkoraban nyilvanvalova valt, ezért el6bb anyjatol, majd
Gliertdl tanult zongorazni. Koran kezdett kompanalni is. EI6bb csak zongoradarabokat,
majd egy operat, Az dridst. Szilei tébbszdr vitték el a moszkvai Nagy Szinhazba, ahol
nagy hatast gyakarolt ra Gounod Faustja és Csajkavszkij Csipkerdzsikdja.

1903-tol Rimszkij-Korszakov, Ljadov és Cserepnyin keze alatt tanult a szentpétervari
konzervateriumban. Mivel fiatalabb és kritikusabb volt osztalytarsainal, hamar rara-
gasztottak az ,enfant terrible” (fenegyerek) cimkéjét, amely a fiatal Prokofjevet meg-
elégedéssel toltotte el.

Prokofjev 1914-ben Londonban talalkozott Szergej Gyagilevvel, az Orosz Balett vezetd-
jevel. Felajanlotta neki Il. zongoraversenyét koreografiai célra, de az Gtlet nem nyerte el
az impresszarid tetszését. Ugyanekkor volt alkalma megtekinteni A tavaszi dldozatot,
amely olyan nagy hatast tett ra, hogy ,primitiv” balettzenét kezdett irni az Orosz Balett
szamara. Egy évre ra Gyagilev Romaban meghallgatta az Ala és Lollibol elkeszilt ré-
szeket, de erdektelennek talalta azokat. ,Kérem, orosz zenét irjon nekem. Az on rohadt
Pétervarjan mar elfelejtették, hogyan kell orasz zenét irni” - sz6lt Gyagilev éles kritikaja,
igy Prokofjev atdolgozta az Ala és Lollit Szkitdk-szvitte, és elkezdett dolgozni A bohdcon,
amelyet a habor( miatt csak 1921-ben mutatott be az Orosz Balett. Kozben elkészilt a
Klasszikus szimfanidval (1917), és tobb koncertkorutat tett zongoramivészként a vilag-
ban.1921-ben Chicagoban mutattak be A hdrom narancs szerelmese cim( operajat, majd
1923-ban feleséqil vett egy spanyol énekesndt, Carolina Codinat.

Szintén az Orosz Balettdl kapott felkérést a kivetkezd balettzene, a Pas d'acier (Acél
Iépés, Acélkorszak) komponalasara. A Massine koreografiajaval 1927-ben bemutatott
tancjaték a konstruktivizmus szellemetdl athatott, kivételes szinpadi kisérlet volt a
frissen kiepiilt szovjet rendszer mindennapi életének bemutatasara. Késbb még egy
balettet irt Gyagilev egylttesének, az 1929-ben bemutatott TékozId fiit.

Az 1930-as evek elejétdl kezdve egyre tobbet utazott Parizsbol egykori hazdjaba,
a Szovjetunioba. Reszben koncertezett, illetve elvallalt megbizatasokat is, peldaul
a Lieutenant Kijé megirasat, vagy a Kirov Szinhaztal eqy felkérést a Romed és Jdlia kom-
pondlasara.1936-ban telepedett le csaladjaval a Szovjetunidban, ami a szovjet rendszer
nemzetkdzi megitélése szempontjabdl fontas esemény volt, azonban Prokofjevnek csa-
l6dnia kellett.

Galina Visnyevszkaja, a neves szopran igy 0sszegezte a Szovjetunioban lezajlott ese-
ményeket: ,A forradalom utan a szellemi élet szamos jelentds alakja [...] elhagyta

Oroszorszagot. Tébb zeneszerz6 is volt koztik: Rahmanyinov, Prokofjev, Sztravinszkij,
Glazunov; valamint irgk, énekmivészek, balett-tancosok, szinmivészek, kepzémdiveé-
szek. A felszabadult helyekre azonnal ravetették magukat a félmdvelt akarnokok és
a tehetségtelenek, de hamarosan maguk is meggy6zddhettek arrol, hogy személyes
adottsagaik hianyaban nem tudjak megoldani a rajuk varo feladatokat. Kenytelenek
voltak sajat szervezetet alakitani, hogy ,Kollektiven” léphessenek fel. igy jott létre a
Proletkult nev(i szervezet, ahol ,proletar szarmazasu” dilettansok parttagkonyvvel a
zsebiikben minden lehetd tamogatast igénybe vettek és meg is kaptak. [...] A proletkul-
tosok nem ismertek el semmiféle mas miivészetet a proletarmivészeten kivil... Egy-
szer(ien mindent félresdpdrtek, ami Gel6ttik 1étrejott, s éppen 6k jeldlték ki a hivatalos
szovjet mivészet jovebeli iranyat, a szocialista realizmust.”

Prokofjev nagy elannal vetette bele magat a munkaba és meg akart felelni, azonban
varatlan akadalyba (tkdzott. A Proletkultbol alakult Szovjet Zeneszerz6k Szévetsége
tobbeket illetett kritikaval, a dekadencia és a formalizmus vadjaval, tébbek kozt Pro-
kofjevet és Sosztakovicsot is. Egyrészrél zajlottak a nagy sztalini perek, masrészrél
bevontdk Prokofjev Utlevelét. llyen korllmények kozott kellett Prokofjevnek zenét
szereznie. Ebben az idében sziletett kiserdzenéje Eisenstein filmjéhez, az Alekszander
Nyevszkijhez, s6t megirta els6 szovjet témaju operajat, a Szemjon Kotkdt. A gyerekek
zenei nevelésének eldsegitésere komponalta a Péter és a farkas cimi szimfonikus kdl-
teményét. A Rémed és Julia partitirajat visszadabta a Kirov Szinhaz, mondvan, hogy
tdl szomord a befejezése, és ez nem illik egy szovjet m{ihdz. Végil 1938-ban, Brnaban
mutattak be ezt a balettet.

Prokofjev minden biralat ellenére sokat dolgozott és eleget tett a felkéréseknek. A sok
kritika dacéra vegil megkapta a Sztalin-rendet, bar ez sem a lelkiallapotan, sem anyagi
helyzeten nem segitett sokat. All. vilaghaboru alatt ismerkedett meg Mira Mendelsonnal,
aki élete végeig tarsa lett. Ekkor szlletett meg a Hamupipdke balettzenéje, a Haboru és
béke cim(i operaja, a Rettegett Ivan filmzenéje és az V. szimfdnia. 1948-ban ismét tama-
dasok értek, feleségeét letartdztattak. Az igazi politikai és miivészeti enyhilést azonban
Prokofjev mar nem érhette meg, Sztalinnal egy napan hunyt el 1953-ban.

Prokofjev vitathatatlanul a XX. szézadi zene egyik kivételes alakja. Muzsikajanak egyéni
karaktere mar koran kialakult. Leginkabb két jelzd illik ra, a mélyen érzelmes és a szar-
kasztikusan fanyar, sokszor groteszk hangvételdi. Mivei, killéndsen balettjei és operai
ma is népszeriek.
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Seregi Laszlo pazs-2012)

Seregi Laszlo nem késziilt tancosnak és még kevésbe koreografusnak, mégis eldkeld
helye van a magyar koreografusok és alkatom(veszek panteonjaban.

A XX. szazad masodik felének legjelentésebb magyar balettkoreografusa 1929. december
12-én sziiletett Budapesten. Sziilei eqyszer( emberek voltak és semmi nem jelezte eldre,
hogy gyermekiik egyszer miivész lesz. Seregi Laszl0 a masodik vilaghabor( utan iratkozott
be az Iparm(ivészeti Fdiskola grafika szakara. Végil nem fejezte be tanulmanyait, mivel
dolgoznia kellett, azonban latasmodjat egyénive formaltak a fiskolan szerzett impulzu-
sok. ,Téblabold, kallodo ember voltam addig, amig a sors a tanc édenkertjébe nem veze-
tett” - emlékezett vissza. Munkat a Fogaskerékgyarban kapott, ahol nem érezte jol magat.
1949-ben batortalanul elment felvetelizni a Magyar Néphadsereg Kdzponti Mlivészegyit-
tesébe. Maga sem gondolta volna, hogy felveszik, hiszen nem sok kéze volt a néptanchoz,
vegul azonban Szabd Ivant és a tarsulatot azzal gy6zte meg, hogy az el6tancolt lepéseket
hamar megjegyezte és reprodukalni is tudta. Ebben a hivatasos egytttesben - szovjet
mintara - balettet is tanitottak a néptanc mellett, igy Seregi hamarosan mar a sajat testén
is megtapasztalhatta Nadasi Marcella balettorainak hatasat. Nehany év elteltével Sere-
gi Laszlo elkészitette élete els6 koreografiajat, amely a Kalotaszegi tdncok cimet kapta
(1952). Mivel a tarsulatot a Honvédelmi Minisztérium tartotta fent, elvaras volt a katonaélet
szepségeinek bemutatasa a néptanc segitségevel. Ezért készilt el 1953-ban kovetkezd
kompozicitja, a Reggel a taborban. Mar ebben a rdvid miiben megnyilvanult Seregi humo-
ra és kompozicios képessége, hiszen egy aluszékony kiskatonat mutat be a darab, aki
folyamatosan mindenhonnan elkésik. 1956-ban az egyittes kinai turnéra indult, ekdzben
Budapesten kitort a forradalom. A mivészek Ugy dontéttek, hogy emiatt nem hajlanddak
fellépni visszafelé a Szovjetunioban. Ezért 1957-ben feloszlattak a Néphadsereg Mivész-
eqy(ttesét, igy Seregi is az utcara kerdlt.

Az 1956-0s forradalom alatt sok balettmivész (kartancosok és vezetd szdlistak) hagyta
el az orszaqgot, igy az Operahaz balettegyittese igencsak hianyos volt. A balett-tarsulat
vezetdje, a zsenidlis karaktertancos, Harangozo Gyula tabbek kozott Seregi Laszlonak is
munkat ajnlott, igy 1957 szeptemberétdl Seregi a Magyar Allami Operahaz tagja lett. Sze-
rencsére a balett mar nem volt idegen szamara, bar b6ven volt mit csiszolni a tudasan.
Negy ev milva eljott a pillanat, hagy Seregi mar ne csak kartancosi minésegében,
hanem koreografusként is bemutatkozzon az Operahaz ,szent” falai kozott. A koldus-
diak cimd nagyoperett tanchetétjének megkoreografélasara kerték fel, amelyet tébb




mas operabetet kovetett, koztik olyan jelent6s muvek is, mint a Faust Walpurgis-éje
(1966) vagy a Tannhduser Vénusz-barlang jelenete (1967). Az igazi attorés azonban
egy év milva, 1968-ban tértént, amikor elkészitette Spartacus cim{ haromfelvonasos
nagybalettjét. E torténelmi témajd md, amely eredetileg, forradalmi témajanal fogva
a nagy oktdberi szocialista forradalom évforduldjara késziilt, merfdldké lett a magyar
balettéletben. Mar ebben a balettben megmutatkoztak Seregi zsenialis vonasai: kifeje-
zetten erds dramaturgiai érzéke, a partitdra sajat igényeihez valo alakitasa, a latvany-
és Otletcentrikussag. Generaciok sora élvezte és élvezi a koreografiat, amely Howard
Fast regénye alapjan dolgozza fel az Okori rabszolgalazadas torténetet Uigy, hogy kézben
nem a forradalom az igazi mondanivald, hanem az emberi érzelmek, dontések az elnyo-
mas alatt. ,A téma 6rok, amig embereket nylznak, 6inek, igazsagtalanul bantanak, és
vannak emberek, akik kitorni vagynak” - mondta maga a Mester a 70. sziiletésnapjan.
1970-ben Bartok Bela két szinpadi tancmUvének bemutatojara kerilt sor. Sereginek
nem filt a foga eqyik baletthez sem, hiszen nem igazan passzolt az 6 karakteréhez
sem A fdbal faragott kirdlyfi, sem A csoddlatos mandarin. Rdadasul mindkettébél ott volt
Harangozo Gyula elismert valtozata. Véqul elkeszitette sajat adaptacioit, nem is egy
valtozatban, s6t még televiziora alkalmazva is. Kétségtelendl A fdbdl faragott kirdlyfi
siker(ilt jobban a torténet szimbolikéja és népi, mesei gyokerei miatt.

A Spartacus sikere utan Seregi id6rél-idore jelentkezett Uj balettekkel, igy mutatta be
1972-ben a Sylvia cim( balettkomédiat. Ez a tipikus Seregi-opusz az eredeti mitoldgiai
torténetet a balett keletkezésének koraba (az 1870-es évek Parizsaba) helyezi az élta-
la oly kedvelt ,szinhaz a szinhazban” dtlettel elve. A kivalo balett ma is repertodrunk
alapmiive. 1975-ben késziilt el talan legelvontabb mve, A cédrus, amelyhez Csontvary
Kosztka Tivadar m(veibdl meritett képi és hanqulati ihletet. E Hidas Frigyes zenéjére
megalmodott kortars balett az 1980-as évek kizepén eltint az Operahaz jatékrendjérdl,
pedig megérné feldjitani, hiszen egyedi szinfaltot - egy lehetséges, de késdbb nem foly-
tatott utat - képvisel a Mester alkotasai kozott.

Az 1970-es évek masodik felében egyfelvonasos baletteket alkotott, amelyek - az 1976-0s
Kamarazene No. 1 kivételével - amerikai tanulmanyttjanak kdszonhetdek, ez valt a
Bernstein-est (Bernstein: Szerendd és A vdrasban, illetve egy pas de deux, a Bach: Air).
1978-ban lathatta eldszor a kézonséq a Vdltozatok eqy gyermekdalra cimd balettet, amely
Dohnanyi Ern6 mivére késziilt. Szinte forradalmi tett volt a hivatalos politika éltal el
nem fogadott komponista zenejét felhasznalni. Ez az egyfelvonasos szintén az alap-
repertodr reszévé valt az évek soran a benne megmutatkozo humor és gazdag érzelmi
toltés miatt, noha konkrét cselekménye nincsen.

1977-t611983-ig Seregi Laszl6 téltotte be az Operahdz balettigazgatoi poziciojat. Ez az
id6szak a hosszu és gyimdélcsdz6 Lérinc-korszak folytatasa volt, de valojaban egy
kényszermegoldas mind az egyiittesnek, mind Sereginek. Hosszas és sokadik kérésére
engedte tavozni a kulturalis kormanyzat. Nem utolsdsorban azért, mert Seregire tartos
alkotoi valsag koszontott, ami messze kedvezGtlendl érintette az igazgatasa alatt allo
egyuttest.

Ugy tdinik, hogy a balettigazgatéi széktdl valo megszabadulas szarnyakat adott a
Mesternek, ugyanis hosszabb kihagyas utan 1985-ben ismét Seregi-bemutatonak
tapsolhatott a budapesti kdzonség, hiszen szinre keriilt a Romed és Julia. Ezt a sikert
folytattaaz1989-es Szentivanéjidlom és1994-ben A makrancos Kata. Ezzelaharom egész
estés balettel letrejétt a Shakespeare-trildgia. Szo volt még arrdl, hogy esetleg elkészil
A vihar, és a trildgia tetralogiava szélesedik, de végul ez utébbi megvaldsitasa elma-
radt. E harom baletten egyre inkabb latszik a tancszinhazi vonal érvényesiilése, sokkal
inkabb a mivek komplexitdsa dominal, mint maga a tanc. A balettlépések csak a mi
eqyik - természetesen meghatérozd - komponensévé valtak, egyenrangl partneréveé a
latvanynak (a jelmezek mindharom esetben Vago Nelly munkai, mig a diszletek az elsé
két balettnél Forray Gabor, A makrancos Kata esetében pedig Csikos Attila tervezdasz-
talarol kertiltek ki) és a zenének.

A vilag jelent8s koreografusai nemcsak egy egylttesnek dolgoznak, hanem gyakran
kirdndulnak az Ugynevezett ,kdnnyebb mifajok” felé is. Ez Seregi Laszlo esetében is
eléfordult, hiszen egyrészt készitett filmhez koreografiat, példaul Az életbe tdncolta-
tott Idnyhoz, sét tabb musicalhez is: Macskdk (1983), Crazy for You (1995), Oliver (1997) és
Az operahdz fantomja (2003). Ezek kozil is kiemelkedik a Macskdk, ugyanis ez az eléadas
a mai napig valtozatlan formaban megy 30 éve a Madach Szinhazban. Kilféldon, els6-
sorban Ausztriaban sok operetthez, musicalhez késziltek koreografiak.

Seregi Laszlordl nyugodtan 4llithatjuk, hogy hungarikum. G maga ugyan pironkodva
mondta: ,Egy valamirevald koreografus életm(ive harminc, negyven vagy akér szaz da-
rabot is szamlal, de akadhat kdztiik emlitésre nem igazan mélto md is. Ha szam szerint
vessziik, akkor én bizony keveset alkottam, viszont a darabjaim egyt6l egyig jol sike-
riltek. Ezzel vigasztalom magam, amikor kritizalnak, hogy milyen hitvany, lusta, ke-
veset dolgozo koreografus vagyok. [...] Egyébként én sosem voltam harcos tipus. Nem
kiizdottem meq a palyan azért, hogy érveényesiiljek. Sosem feszitett a bels6 erd, amely
azt mondatta volna velem: szétrobbanok, ha nem alkothatok. Sosem hazaltam, hogy
adjanak szinpadot, engem inkabb unszoltak, hogy készitsek mar valamit.[...] Csak akkor
véllaltam el egy Uj darab keszitéset, ha mar megeérett bennem az alkotas. Ha nem igy



tettem volna, akkor az életm(ivemben bizonyara lennének emlitésre sem érdemesek is.
gy viszont nem készitettem el a sikertelen balettjeimet. Valami titokzatos, atavisztikus
érzéktl vezérelve dtugrottam a bukasaimat, és csak azokat a darabokat alkottam meg,
amelyek sikert hoztak.” A makrancos Kata werkfilmjében pedig igy nyilatkozott magarol
az alkotasrol: ,Valojaban akkor félek legjobban a balettszinpadomon, hogy ha egyedil
van valaki es neki egy szalot kell késziteni. Masodszorra akkor félek, amikor ketten
vannak a szinpadon és nekik egy duettet, pas de deux-t kell csinalnom. lgazan a pulzu-
som akkor all helyre, ha 80 vagy 100 ember van a szinpadon, akkor féltalalom magam,
akkor vagyok elememben. [...] Muszaj kdnny(t, egyszer(it és hatasosat csinalni, mert
Igor Mojszejev megmondta, menneél tobben vannak a szinpadon, annal egyszer(ibbet kell
csinalni! De nem rosszat!” ,A munkaban nem ismertem a tréfat, a lazasagot. [...] Sok
Koreografus a tancosai elétt gondolja ki, mi legyen. En sosem engedtem meg magam-
nak, hogy ne koreografaljak meg mindent fliggdnytdl fiiggonyig. Vannak koreografusok,
akik keddre mar elfelejtik, hogy mit is talaltak ki hétfén. irniuk, filmezniik kell, hogy
emlékezzenek. Vallom, hogy a kinnal és verejtékkel kigydtort alkotads megmarad! Vagy
el tudja képzelni barki is, hogy Jozsef Attila ne tudta volna felidézni: milyen sor kovet-
kezik a ,Sziirke haja lebben az égen” utan? Ugyanigy tudom én is, hogy a balettjeimben
milyen |épések, ugrasok és forgasok kovetik egymast. [...] Nagyon kényes vagyok a mi
létrehozasara, betanitasara. Nem vagyok sem lazado, sem renitens, csak fegyelmezett,
ontudatos alkotom(vész.”

Seregi Laszloral elmondhato, hogy mindent elért, amit Magyarorszagon el tudott érni.
Az egykori néptancoshdl az Operahaz vezetd koreografusa, balettigazgatoja lett. Meg-
kapott minden kitlintetést, és 2012. majus 11-én bekdvetkezett halalaig a szakma és a
nézok szeretete dvezte. Mlivei tobb kontinensen arattak sikert és jo néhanyat kozilik
a Mester be is tanitott kilféldon. £ sok sikeres produkcié nem jétt volna létre, ha az
elsd operahazi koreografia elkészitéséhez nem kéri meg Kaszas lldikot alkototarsanak,
asszisztensenek. Kaszas Ildiko, aki minden md létrejottekor és szamtalan betanitas so-
ran volt a segitdje, a balettek csiszolgja és elevenen tartgja, a Mester elvalaszthatatlan
tamaszava valt az évtizedek alatt.

16 Felmeéry Lili, Balazsi Gergd Armin




A Rémed és Jilia
kulfoldon és itthon

Amidta Shakespeare megirta a Romed és Jdlidt, szamos mivészeti agban szamtalan
feldolgozas kesz(ilt a regénytdl a jégreviig, a szobortdl a babszinhazig. Ha kissé cél-
iranyosabban vizsgaljuk a megsziletett alkotasokat, és csak a tancra koncentralunk,
akkor is szembet{ing, hogy annak minden &gaban szillettek adaptaciok a falklortol a
kortars tancig.

Az els6 balettet allitélag 1795-ben mutatta be Velenceben Eusebio Luzzi az akkor Gjnak
szamitd cselekményes balettek stilusaban. Fontos allomas volt az 1811-es koppenhagai
bemutatd is, amely Vincenzo Galeotti nevéhez flizddik. A XIX. szazad kozepetdl egyre
népszer(ibb lett a téma, de els6sorban a zenem(ivészetben. Bellini, Gounod és Zandonai
operat, Berlioz dramai szimfoniat, Csajkovszkij nyitanyfantaziat irt a veronai szerelme-
sek temajara. A XX. szazadban inkabb a tanc felé terel6dott a zenérdl a figyelem, igy
tobb érdekes Rémed és Julia is szilletett.

Mindenképpen emlitést érdemel a Constant Lambert &ltal komponalt zene, amelyet
1926-ban. E két képbdl 4116 balett arra az Gtletre épiilt, hogy a néz6 nem magat az eld-
adast, hanem annak a probajat latja.

A vilag masik felén, a Szovjetunidban sziiletett meg az igény a nagy dramai tancel6ada-
sokra (dramobalettekre) az 1930-as években. Ennek tulajdonithatd, hogy Prokofjev Radlov
dtletebdl kiindulva javasolta a leningradi Kirov Szinhaznak a Rémed és Julia elkésziteset.
A balettegyuttes vezet(je azzal utasitotta el az ajanlatot, hogy ,halott emberek nem tud-
nak tancolni’, Shakespeare torténetében pedig igencsak sok a halott. igy a masik balett-
fellegvar, a moszkvai Bolsoj rendelte meg a kompoziciot, de 6k is késtek a bemutatoval,
mert tancolhatatlannak tartottak a zenét. A sors fintora, hogy végiil 1938. december 30-
an kerilt sor az dsbemutatdra Csehszlovakiaban. A koreografiat Vanya Psota készitette.
Az els6 szavjet valtozat 1940-ben keriilt szinre a Kirovban, Leonyid Lavrovszkij elképzelé-
sei szerint, Galina Ulanovaval és Konsztantyin Szergejevvel a cimszerepben, majd ugyan-
ezt a produkciot a moszkvai Nagy Szinhaz is mdsorara tiizte. Kozben az USA-ban Anthany
Tudor is készitett eqgy egyfelvanasos véltozatot Delius zengjére, és Sir Frederick Ashtan is
megalkotta a maga elképzelései szerinti balettjét Koppenhagaban 1955-ben. Nyugaton a
Bolsoj vendégjatéka inditatta el a ,Romeo-lavinat”. Rovid idd alatt tobb neves koreografus

is elkeszitette sajat verzigjat, igy John Cranko 1958-ban Velenceben, Kenneth MacMillan
pedig 1965-ben a londoni Royal Ballet szamara, a cimszerepben Margot Fonteynnel és
Rudolf Nurejevvel. Ez utdbbit a koreografus valéjaban nem a sztarparosnak szanta, mi-
vel Lynn Seymourra és Christopher Gable-re kész(ilt, de egyszer(ien engedni kellett a kd-
z6nség nyomasanak, akik Fonteynt és Nurejevet szerették volna egyditt latni. A kortars
miivek kozl jelentds Angelin Preljocaj nagy visszhangot kivaltd 1990-es adaptacidja,
és foként egyedi latvanyvilaga miatt Jean-Christophe Maillot 1992-es, Monte Carloban
bemutatott balettje. Rajtuk kiviil természetesen tébb szaz produkcic j6tt Iétre az elmalt
gvtizedekben, igy szinte elmondhatt, hogy minden egyiittesnek megvan a sajatja.
Berliozéra irddott, ezaltal kevesbé didaktikusan vezeti végig a néz6t a dramai cselek-
ményen. Ugyanez a zenei anyag ihlette meg a jelen eqyik nagyagyujat, Sasha Waltzot is,
aki 2007-ben tanitotta be darabjat a Parizsi Opera egy(ttesének.

Magyarorszagon id. Harangozd Gyula koreografiajaval talalkozhatott eldszor a kdzonség
1939-ben. Ez a balett egyfelvonasosként sziletett meg, raadasul nem a megszokott ze-
tette ki a koreografus és 0lah Gusztav a jeles orosz zenekdltd tovabbi zenei részleteivel.
Harangozd egyébkent elsd feleségének, Vera llonanak szanta a balettet, és a nagyon
fiatalon elhunyt balerinat a legenda szerint Julia jelmezében temették el. A Harangozo-
valtozatot Lavrovszkij monumentalis balettje valtotta le 1962-ben. A szovjet alkotashan
is legkivalobb miivészeink Iéptek fel: Kun Zsuzsa, Orosz Adél, Filép Viktor, Havas Ferenc,
Rona Viktor, Sipeki Levente.

Sokévi sziinet utan, 1985-ben kerilt szinre Seregi Laszl6 zsenialis alkotasa Prokofjev
zengjére, amely a bemutatd Ota szinte sziinet nélkil m(isoron van.



Sel‘egi RomeOJa (részletek)

Tébb mint harom évtizeddel ezel6tt, 1985. majus 25-én mutatta be a Magyar Allami
Operahaz a Seregi LaszI6 altal koreografalt Rémed és Julia cimi balettet. Az elmdlt év-
tizedek alatt nemzedékek tancoltak el a szerepeket és nemzedékek ndttek fel az el6-
adasokon. Mi lehet ennek a téretlen sikernek az oka?

Feliletesen vizsgalva elintézhetnénk a valaszt annyival, hogy a térténet onmagaban
is siker, a zene és a tanc ,csak” raadas. A kérdés viszont ennél sokkal dsszetettebb.
Az eqgyik legfontosabb tényezd a zene. Prokofjev stilusanak egyeni jegyei talan ebben a
zenében mutatkoznak meg leginkabb. A mélyen dramai jeleneteket - mintegy feloldds-
kent - at- meg atszovik a lirai temak. A zene tokeletesen koveti a Shakespeare-drama
torténetenek folyamat, de egyénien fennkdlt és fanyar tolmacsolasban.

Babits szerint Shakespeare legfobb értékei ,a szdval vald jellemzés, a leirasok pazar
természetbivolete, a miliGteremtés epikai biztonsaga". Azanban a tanc a dramabal
maradéktalanul csak az érzelmeket, a drdmai mondanivalot és a karaktereket tudja
kozvetiteni. igy a zene mellett szilkség van a megfeleld szinpadi kirnyezet megterem-
tésére, amelyben elmerilve a nézd el tudja képzelni, hagy Veronaban jar, részese lesz
a torténetnek. Forray Gabor diszletei jol szolgaljak ezt a celt. Atmoszférateremt6 az a
néhany stilizalt ablak, torony és terembels6, ami megjelenik a szinpadon. A jelmezek
Vaga Nelly munkai, akinek talan ez az egyik legsikeriltebb mive. A jelmeztervez( Seregi
elképzeléséhez igazodva alkotta meg remekeit, amelyek a reneszansz sokszin(iségét
fejezik ki. Minden ruha egyedien zsenidlis, legyen az Verona hercegének dltdzete vagy
eqy szolgalolany szakadozott ingvalla. Igy a szines jelmezek és a sziirkés hattér har-
monikus kérnyezetet nydjtanak ahhoz, hogy harom orara elfelejthessiik gondjainkat és
belefeledkezzlink az el6adasba. Kezdddjdn tehat a térténet!

Amit Seregi Laszlé mivel: az maga a tancszinhaz, amely minden rendelkezésre allo Ujat
felhasznal anélkiil, hogy elvetné a hagyomanyokat. Igénye és elképzelései szerint szabja
at a zenei sorrendet, modositja a cselekményt, azonban alkotasa nem 6nceld. Azert
sziiletik a m{i, hogy a kozdnséget gyonydrkodtesse, nem pedig azert, hogy a koreo-
grafusrol szoljon. ,A Szépségre eskiidtem fel, a Szépseq koldusa, a Szeretet svargoja
vagyok” - mondta egyszer a Mester. A karakterek annak idején egy-egy mlivész alakja-
ra, képességeire sziilettek. igy forrhatott dssze Volf Katalin neve Jiliéval, Licsei Je-
n6é Rameaéval, Szakaly Gydrgyé Mercutioéval, Kevehazi Gaboré Tybaltéval és Szabadi
Edité Mabbal. Minden szerepre jelentds mlvészeket kért fel a kareografus, igy példaul
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Capuletet Havas Ferenc, Capuletnét Partay Lilla testesitette meg. Aki latta az eredeti
szereposztast, az ma sem felejti el tdncos megoldasaikat, gesztusaikat. A balett mave-
szi szinvonala és érzelmi telitettsége ennyi évvel a bemutatd utan is valtozatlan.

A masik oriasi elénye a minek, és altalaban a Seregi-alkotasoknak, hogy nagyon ember-
kozeliek. Sereginél nemcsak az a cél, hogy valakinek példaul csodalatos diagonalis tour
sorozatot kareograféljon, hanem legyenek olyan életteli (hihetd) pillanatai is a darabban,
amelyekre a néz6 még évek milva is emlékszik. Megkapo, amikor Julia abrandos tekin-
tettel simul az oszlophoz a balon, vagy Romed szerelmes keresztvetése a templomban
és a blcsu-pas de deux emberi kinlddasa. Pont ezek hianyoznak a kiilfoldi valtozatok-
bdl, amelyek sokkal kozelebb alinak a tiszta, neoklasszikus tanchoz. Eppen ezek az em-
berkdzeli elemek adjak nemzeti tanckultirank egyéni jellegét.

Seregi Laszlé Rémed és Jilidja olyan érzelmekrdl, értékekrdl szdl a klasszikus balett
nyelven, amelyek a mai vilaghdl lassan kivesznek, vagy torzult formaban vannak je-
len. His-vér embereket allit szinpadra, akik vallaljak dnmagukat, tetteiket és érzel-
meiket. Oridsi lehetdséq ez a balett a nyiltszivii emberek szamara, hogy 4t tudjak élni
azokat az érzéseket, amelyeknek korunk nem kedvez, hogy lélekben gazdagabban
térjenek haza. Ha rabul ejti ket Shakespeare és Seregi szinhaza néhany orara, akkor
mar megérte az eldadas.

il
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Synopsis

“The fearful passage of their death-mark’d love,
And the continuance of their parents’rage,

Which, but their children’s end, naught could remove.”

Shakespeare: Romeo and Juliet, Prologue

Actl

It is Shakespeare's era. The actors of the London Globe Theatre are preparing for the -
maybe first - performance of Romeo and Juliet. The enthusiastic audience throngs into
the theatre where the morning scene of the Verona marketplace appears gradually on
the darkening stage.

Crowds gather the marketplace. A fight breaks out between the relatives and servants
of the Capulet and Montague houses. Swords appear, and many are killed in the clash.
The Prince of Verona puts an end to the fight.

Preparations for the ball are underway in the kitchen of the Capulet house. Juliet is
playing with her nurse. The majestic Lady Capulet gives a present to her daughter and
realises that she is not a child any more.

Guests arrive at the ball at the Capulets’. Romeo, Mercutio and Benvolio try to sneak in,
but they find themselves in a sinister scene: Mab, queen of the fairies invites them to
dance. At the ball Romeo and Juliet fall in love at first sight. Juliet meets Paris, whom
her parents intend to be her husband, but calmly refuses his approach. Tybalt re-
cognises the uninvited guests, which makes him furious, but Lord Capulet calms him
down. Mercutio's jokes, instead of relieving Tybalt's wrath, offend his dignity. When
the ball is over the guests leave, and Romeo climbs into the silent garden of the house,
where he catches sight of Juliet dreaming on the balcony. The two young lovers hap-
pily find each other.

Actll

A festive crowd gathers on the main square in Verona: procession of the Virgin Mary,
showmen and revelling people. Juliet's nurse arrives “elegantly” with her young mis-
tress's message. Romeo follows the nurse to Friar Laurence’s chapel, where the priest
marries the two young lovers.
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On the marketplace Tybalt is looking for Mercutio to take a revenge for the joke of the
previous night. After mutual insults and mocking they begin the swordfight. The master-
fencer Tybalt lethally wounds Mercutio who is clowning throughout. He is acting even
while dying, but in the last moment he curses both families. Romeo loses control after
losing his friend, and kills Tybalt in his wrath. Because of the murder, the Prince exiles
Romeo from Verona, but his friends help him flee.

Actlil

Romeo takes refuge in Friar Laurence’s chapel where Juliet's message finds him. After
their nuptial night Romeo has to flee from the law and leave his wife. Juliet rejects his
parents’ will and refuses to marry Paris. She has no choice but to ask for Friar Lau-
rence’s help. The friar suggests Juliet drinks a drug that will put her into a death-like
sleep and wake her up at the right moment. Friar Laurence thinks this is the only way.
On returning to her room Juliet seemingly agrees to marry Paris. When left alone, she
drinks the drug, and her family finds her in bed unconscious the following morning.

A funeral march takes Juliet on her last journey to the crypt of the Capulet family. The
parents and the nurse are broken by sorrow. After the mourners’ departure Romeo ar-
rives and believes his lover to be dead. Seeing no other way out, he chooses to commit
suicide. Friar Laurence arrives when Juliet is awakening. The friar realises that he is
late and tries to help Juilet, but she - seeing her dead husband - escapes to death too,
stabbing herself with the dagger. The crypt is turned into a cosmic space, the bier rises
in the light of the stars, and a multitude of Romeos and Juliets dance around the dead
lovers. In the Globe Theatre, Shakespeare's actors, including Romeo and Juliet, line up in
perfect harmony, showing that the performance is over.

Sergei Prokofiev psg-1es3)
and ballet

Sometimes ballet seems ahead of its time. The music of Swan Lake was regarded as
unsuitable for dance in 1877, and Romeo and Juliet had a similar fate. Even the great So-
viet ballerina Galina Ulanova said that “we couldn’t hear love in his music”. Nevertheless,
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by the time Prokofiev composed music to Shakespeare’s masterpiece, he had finished
several ballets.

His musical talent was apparent when he was a child so he learnt to play the piano first
with his mother and later with Glier. He began composition early too. Initially, he com-
posed pieces for piano, and then an opera entitled The Giant. His parents often took him
to the Bolshoi Theatre in Moscow where Gounod's Faust and Tchaikovsky's The Sleeping
Beauty greatly impressed him.

From 1903 he studied at the St. Petersburg conservatory with Rimsky-Korsakov, Lia-
dov and Tcherepnin. As he was younger and more critical than his classmates, he soon
earned the nickname “enfant terrible”, which filled the young Prokofiev with satisfaction.
Prokofiev met Sergei Diaghilev, leader of the Russian Ballet, in London in 1914. He of fered
his Concerto for Piano No. 2 to him to create a choreography, but the impresario did not
like the idea. At the same time, however, Prokofiev had the opportunity to see The Rite
of Spring, which made such a huge impact on him that he began to compose “primitive”
ballet music for the Russian Ballet. A year later Diaghilev heard the finished parts of Ala
and Lolliin Rome, but found them uninteresting. “Please, compose Russian music for me.
Inyour damned Petersburg they have forgotten how to compose Russian music,” Diaghi-
lev criticised harshly. Thus, Prokofiev revised Ala and Lolli into Scythian Suite and began
work on Chout, which was premiered by the Ballets Russes only in 1921 due to the war. In
the meantime, he finished his Classical Symphony(1917), and went on several world tours
as a pianist. His opera The Love for Three Oranges was premiered in Chicago in 1921, and
he married the Spanish singer Carolina Codina in 1923.

It was the Russian Ballet again which commissioned him to compose his subsequent bal-
let music, Pas d'acier. The ballet, which was staged with Massine’s choreography in 1927,
was permeated with the spirit of constructivism and was a unique experiment to present
on stage the everyday life of the recently developed Soviet system. He later composed
another ballet for Diaghilev's company: The Prodigal Son, which was premiered in 1929.
From the early 1930s Prokofiev left Paris for his former country, the Soviet Union, more
and more frequently. He gave concerts and accepted invitations, for instance for the
composition of Lieutenant Kije and Romeo and Juliet, the latter for the Kirov Theatre.
He settled in the Soviet Union with his family in 1936, which was very important for the
Soviet system from the perspective of its international prestige, but Prokofiev was to
face disappointment.

Renowned soprano Galina Vishnevskaya summarised the events in the Soviet Union as
follows: “After the revolution a number of important figures of intellectual life ... left

26

Russia. There were many composers among them: Rachmaninov, Prokofiev, Stravinsky,
Glazunov; and writers, singers, ballet dancers, actors and artists. Their vacant places
were immediately invaded by semi-educated careerists and the untalented, but they
soon became aware that they could not solve the tasks they were assigned due to their
lack of ability. They had to form their own organisation to allow them to act ‘collectively".
That is how Proletkult was formed, where dilettantes of ‘proletarian origin" and with the
party membership booklet in their packets could apply for and receive all kinds of sup-
port. ... Proletkult people did not recognise any art apart from proletarian art... They just
swept away everything that had been created before their era, and it was they who set
the future trend of official Soviet art: social realism.”

Prokofiev began work with great zeal and wanted to satisfy what was required of him,
but he had to face some unexpected obstacles. The Association of Soviet Composers,
which grew out of Proletkult, criticised many composers, including Prokofiev and Shos-
takovich, and charged them with decadence and formalism. The grand Stalinist show
trials were already underway and Prokofiev's passport was withdrawn. Prokofiev had
to compose under these circumstances. This was the period when he composed music
to Eisenstein's film Alexander Nevsky and finished his first opera with a Soviet theme in
Semion Kotko. In order to help children’s musical education, he compased his symphanic
poem Peter and the Wolf. The Kirov Theatre rejected the score of Romeo and Juliet saying
that its end was too sad, which was not acceptable for a Soviet piece of art. Eventually,
the ballet was premiered in Brno in 1938.

In spite of all the criticism, Prokofiev worked hard and did what he was commissioned
to do. Although often criticised, he was decorated with the Stalin Prize, but this helped
neither his state of mind his financial situation. During World War Il he met Mira Mendel-
son, who remained his partner until his death. That was the period when he composed
the ballet music for Cinderella together with the opera War and Peace, the film music to
Ivan the Terrible and his Symphony No. 5. In 1948 he was under attack again, and his wife
was imprisoned. Prokofiev died before the real thaw in politics and arts began - on the
same day as Stalin in 1953.

Prokofiev was undeniably an exceptional figure in 20™ century music. The unique char-
acter of his music developed early. Two adjectives describe it very well: it is deeply
emotional and sarcastically bitter, sometimes grotesque. His works, especially the bal-
lets and operas, remain popular today.
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Laszlo Sereqi ngz9-2012)

Laszlo Seregi did not prepare to be a dancer and even less a choreographer, and yet he has
a prominent place in the pantheon of Hungarian choreographers and artists.

The most significant Hungarian ballet choreographer in the second half of the 20" century
was born in Budapest on 12 December 1929. His parents were ordinary people and there
was nothing to suggest that their child would become an artist one day. Laszlo Seregi
began his graphics studies at the College of Applied Arts after World War II. He did not
graduate because he had to start work, but the inputs he obtained at the college made his
views unique. “l was a hesitant and neglected man until fate led me to the Eden of dance,”
he remembered later. He worked for the Cogwheel Factory, which he did not enjoy at all. In
1949, after much hesitation, he took an entry examination to the Central Art Ensemble of
the Hungarian People’s Army. He did not expect to be admitted as he had not much to do
with folk dance, but eventually he convinced Ivan Szabo and the company by showing them
how he remembered and repeated the steps which had been danced before him. In this
professional ensemble - following the Soviet model - ballet was also taught alongside folk
dance, so Seregi could experience the effect of Marcella Nadasi's ballet lesson on his awn
body. Some years later LaszI6 Seregi created his very first choreography entitled Dances
of Kalotaszeg (1952). As the company was maintained by the Ministry of Defence, it was ex-
pected to shaw the merry lives of soldiers with the help of folk dance. It was for this reason
that he created his following composition Morning in the Camp in 1953. Seregi's humour
and composing abilities became apparent in this short piece as it shows a drowsy soldier
who is late for everything. In 1956 the ensemble left for a tour to China when the revolution
broke out in Budapest. The artists therefore refused to perform in the Soviet Union on their
way back. Consequently, in 1957 the Art Ensemble of the Hungarian People’s Army was dis-
solved, and Seregi lost his job.

During the revolution of 1956 many ballet artists (dancers and principal soloists) left the
country, leaving the Ballet of the Opera rather truncated. Director of Ballet, the excellent
character dancer Gyula Harangozd offered jobs to many, including L&szl6 Seregi, and thus
he became a member of the Hungarian State Opera in September 1957. Fortunately, ballet
was not completely alien to him, although his skills did have to be developed and refined.
Four years later Seregi had the opportunity to introduce himself not only as a member
of the corps de ballet but also as a choreographer within the “sacred” walls of the Opera
House. He was commissioned to create choreography to a dancing interlude in the grand




operetta The Beggar Student, which was followed by other operatic interludes including
such major pieces as the Walpurgis Night in Faust (1966) or the scene in Venus's Cave in
Tannhduser (1967). The real breakthrough came a year later in 1968 when he prepared his
three-act full-evening ballet Spartacus. Due to its revolutionary theme, this historical ballet,
which was originally composed for the anniversary of the Great October Socialist Revolu-
tion, became a milestane in the history of Hungarian ballet. Seregi's outstanding qualities
were apparent in this ballet: his extremely strong sense of dramaturgy, the adaptation of
the score to his own needs and the focus on spectacle and inventive ideas. Many genera-
tions have enjoyed the choreography which adapts the story of the Classical slave uprising
while the real topic is not revolution but human emotions and decisions under tyranny.
“The theme is eternal as long as people are exploited, killed, unjustly hurt and some want to
break free of this,” the maestro said on his 70" birthday.

In 1970 Bela Bartok's two dance pieces were premiered. Seregi was reluctant to work on
these ballets as neither The Wooden Prince nor The Miraculous Mandarin matched his char-
acter. Moreover, there were Gyula Harangozd's acknowledged adaptations of both. Eventu-
ally, he created his own choreographies in more than one version, and even adapted it for
television. The Wooden Prince was undeniably better because of the symbals in the story
and its folk-tale roats.

After the success of Spartacus, Seregi composed new ballets from time to time including
the ballet comedy Sylvia in 1972. This typical Seregi opus transfers the original mythological
story to the era of the birth of ballet (Paris in the 1870s) using the idea of “theatre inside the
theatre” that he liked so much. This excellent ballet is still a major piece of our repertoire.
In 1975, he finished his perhaps most abstract composition The Cedar, inspired by Tivadar
Csontvary Kosztka's paintings. This contemporary ballet composed to Frigyes Hidas's music
disappeared from the repertoire of the Opera in the mid-1980s, although it would be worth
arevival as it represents a special colour - a possible route which was not to be continued
- in the maestro's oeuvre.

In the second half of the 1970s he created one-act ballets which - with the exception of
Chamber Music No. Tof 1976 - were the fruits of a study tour in the United States; this was
the Bernstein Night (Bernstein's Serenade and In the City, and a pas de deux to Bach's Air).
Audiences were first able to see Variations on a Children’s Song in 1978, composed to Ernd
Dohnanyi's music. It was an almaost revolutionary act to use the music by a composer who
was not recognised by official politics. This one-act ballet has become part of the core
repertoire because of its humour and rich emotional content although it lacks a specific
story. Laszlo Seregi was Director of Ballet at the Opera from 1977 to 1983. This period was
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the continuation of the long and fruitful Ldrinc-era, but, in fact, a forced compromise for
both the company and Seregi. The government let him quit only after repeated requests,
mainly because Seregi suffered from an enduring crisis as an artist, which had a very
adverse impact on the company he led.

Being freed from the burden of the position of Director of Ballet lent the Maestro wings:
Budapest audiences could applaud anather Seregi premiére in 1985 when Romeo and Juliet
was staged. The success continued with A Midsummer Night's Dream in 1989 and The Tam-
ing of the Shrew in 1994. These three full-evening ballets were the Shakespeare trilogy. He
contemplated staging The Tempest, enlarging the trilogy to a tetralogy, but the project was
never realised. These three ballets reflect more and more the trend of dance theatre as it
is the complexity of the pieces that dominates instead of the dance. Ballet steps became
only ane - albeit decisive - component of the work, an equal partner of the spectacle
(costumes of all the three ballets were designed by Nelly Vago, and the set of the first two
ballets were designed by Gabor Forray, and that of The Taming of the Shrew by Attila Csikds),
as well as the music.

The most important choreographers in the world do not only work for a single company
but often make excursions into the so-called “lighter genres"”. This happened in the case of
LészIg Seregi too, as he created choreographies for films, for instance The Maiden Danced
to Life and several musicals: Cats (1983), Crazy for You (1995), Oliver (1997) and The Phantom
of the Opera (2003). Cats is a special production as it has played without any changes for
almost 30 years at the Madach Theatre. He created choreographies to operettas and mu-
sicals abroad too, mainly in Austria.

We can safely say that Laszlo Seregi was a hungaricum. He himself said modestly: “The
oeuvre of a worthwhile choreographer amounts to thirty, forty or even a hundred pieces,
but these can include some pieces which are not worth mentioning. If we count them, we
can see that | have created few, but all my choreographies were good. That is how | comfort
myself when | am criticised what a useless and lazy choreographer | am... Anyway, | have
never been a fighting type. | did not fight for acknowledgement throughout my career.
| never had the internal urge which would have said: Il explode if | can't compose a new
piece. | never peddled my works to get a stage, it was rather others who urged me to create
something. ... | only undertook to create a new piece if it had become ripe in my mind. If
I hadn't done so, then my oeuvre would probably contain some pieces not worth mention-
ing. But in this way | didn't even create my unsuccessful ballets. Driven by some mysterious
and atavistic sense | skipped my fiascos and finished only those pieces which brought
success.” In the documentary on The Taming of the Shrew he said the following about the



process of creation: “In fact, 'm most scared when there is only one persan on my ballet
stage for whom | have to compose a solo. Secondly I'm scared when there are two persons
on stage for whom | have to compose a duet, a pas de deux. My heartbeat returns to normal
pace if there are 80 or 100 people on stage, then | become inventive, that is when I'm in my
element. ... | have to create something that is easy, simple and effective because Igor Moi-
seyev said that the more people you have on stage, the simpler things must be done! But
not poor things. | have never taken work lightly or easily. ... Many choreographers devise
what is to be done before their dancers. | could never allow myself not to choreograph eve-
rything beforehand from curtain to curtain. There are choreagraphers who don't remember
on Tuesday what they did on Monday. They have to take notes and video recordings in order
to remember. | believe that a piece of art which is a result of sweat and pain will remain. Or
can anybody think that the poet Attila Jozsef could not remember what line follows ‘Across
the sky her grey hair flickers through? That is how | know what steps, jumps and turns
follow one another in my ballet. ... 'm very particular about the creation and rehearsal of
the wark. I'm not rebellious or obstinate, just a disciplined and confident creative artist.”

It can be said that Laszl6 Seregi achieved everything that can be achieved in Hungary. The
former folk dancer became principal choreographer and Director of Ballet at the Opera.
He received all the awards, and until his death on 11 May 2012, he was surrounded with the
love of the ballet world and the audience. His works have been successful all around the
world, and many were rehearsed by the maestro abroad. This large number of successful

productions would not have been created if he had not invited Ildiké Kaszas to be his

partner in composition and assistant when he created his first choreography at the Opera.
Kaszas, who was his assistant during the composition of all his pieces and the rehearsal
of many, became the maestro$s inseparable help over decades in refining the ballets and
keeping them alive.

Tanykpayeva Aliya, Timofeev Dmitry



Romeo and Juliet
in the world and Hungary

Since Shakespeare wrate Romeo and Juliet, an innumerable number of works have
been created in various forms from novels to ice shows and from statues to puppet
theatres. If we examine these works more specifically and concentrate on dance, it
is apparent that adaptations have been conceived in every genre from folklore to
contemporary dance.

The first ballet was said to be premiered in Venice in 1795 by Eusebio Luzzi in the novel
style of ballet d'action. The 1811 Copenhagen premiere by Vincenza Galeotti was an im-
portant step too. From the mid-19™ century the theme became more and more popu-
lar, though mainly in music. Bellini, Gounod and Zandonai composed operas, Berlioz a
dramatic symphony while Tchaikovsky an overture fantasy to the theme of the Verona
lovers. In the 20" century attention was diverted from music to dance, and thus several
interesting Romeo and Juliet compositions were created.

Constant Lambert's music is worth mentioning, which was staged by Diaghilev's Russian
Ballet in 1926 with Bronislava Nizhinskaya's choreography. This ballet of two scenes is
based on the concept that viewers do not see the performance only its rehearsal.

The demand for large-scale dramatic dance performances (dramoballets) appeared on
the other side of the world, in the Soviet Union in the 1930s. That is why Prokofiev, based
on Radlov's idea, proposed that the Kirov Theatre in Leningrad should create the ballet
version of Romeo and Juliet. The leader of the ballet refused the idea saying that “dead
people cannot dance”, and in Shakespeare's story there are quite a lot of deaths. Thus,
it was the other ballet centre, the Bolshoi in Moscow which ordered the composition,
but they delayed the premiére too as they regarded the music impassible to dance to.
Ironically, the world premiere was eventually held in Czechoslovakia on 30 December
1938. The choreographer was Vania Psota. The first Soviet version was staged in Kirov
in 1940 by Leonid Lavrovsky with Galina Ulanova and Konstantin Sergeyev in the title
roles. Later the Bolshoi Theatre in Moscow also included the same production in its pro-
gramme. In the meantime, Anthony Tudor in the United States created a one-act version
to Delius's music, and Ashton staged a ballet according to his own ideas in Copenhagen
in1955. In the West, it was the Balshoi's guest performance which triggered the “Romeo
avalanche”. Shortly, several renowned choreographers created their own versions, in-
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cluding John Cranko in Venice in 1958 and Kenneth MacMillan for the Royal Ballet in 1965
with Margot Fonteyn and Rudolf Nureyev in the title roles. Originally, the choreographer
did not mean the latter adaptation for the star couple, but for Lynn Seymour and Christo-
pher Gable, but he simply had to surrender to the pressure from an audience who want-
ed to see Fonteyn and Nureyev together on stage. The most important contemporary
chareographies include Angelin Preljocaj's adaptation of 1990 which aroused significant
responses and Jean-Cristphe Maillot's ballet, premiered in Monte Carlo in 1992, with its
unigue scenic world. Apart from these, hundreds of productions have been created in
recent decades, so it can be said that each ballet company has its own.

Béjart's choreography was premiered in 1966. It was composed to Berlioz's music in-
stead of Prokofiev's, therefore leading the viewer along the dramatic plot in a less di-
dactic way. The same music inspired one of the contemporary big names, Sascha Waltz,
who rehearsed his ballet with the company of the Paris Opera in 2007.

Hungarian audiences were able to see Gyula Harangozo Sr.'s choreography for the first
time in 1939. It was a one-act ballet and did not use the usual music but Tchaikovsky's
Overture Fantasy, which the choreographer and Gusztav 0lah amended with further mu-
sical excerpts by the eminent Russian composer. Harangozo created the ballet for his
first wife llona Vera, and, according to legend, the ballerina who died at a very young
age was buried in Juliet's costumes. Harangozd's version was replaced with Lavrovsky's
monumental balletin1962. The Russian production featured our greatest artists: Zsuzsa
Kan, Adél Orasz, Viktor Flop, Ferenc Havas, Viktor Rona and Levente Sipeki.

After a pause of many years, in 1985, Laszlo Seregi staged his brilliant choreog-
raphy to Prokofiev's music, which has been on the programme almost incessantly
since its premiere.
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Se I‘eg i’S Romeo (excerpts)

It was nearly four decades ago, on 25 May 1985, when the Hungarian State Opera staged
the ballet Romeo and Juliet choreographed by Laszl6 Seregi. In the past decades, gen-
erations of dancers have danced the roles, and generations of audiences have seen the
production. What can be the key to this unbroken success?

Looking at it superficially, one could simply say that the story itself is a success, and
music and dance are merely additions. The question, however, is much more complex.
One of the most important factors is music. The characteristic traits of Prokofiev's style
might be best manifested in this piece. The deeply dramatic episodes are interspersed
with lyric themes, which almost provide reconciliation. The music faithfully follows the
flow of the story of Shakespeare's play, although in a uniguely sublime and sour inter-
pretation.

According to Mihaly Babits, Shakespeare's greatest values were his abilities “to char-
acterise figures with words, describe nature splendidly and establish a milieu with epic
security”. Dance, however, can only interpret the emotions, the dramatic message and
the characters of a play. Therefore, besides music, a suitable environment must also be
established on stage so that the audience can imagine that they are in Verona and be-
come part of the story. Gabor Forray's set serve this purpose very well. The few stylised
windows, towers and internal spaces create a special atmosphere on the stage. The
costumes were designed by Nelly Vago and might well be one of her best creations. The
costume designer's masterpieces, which express the colourfulness of the Renaissance,
arein perfect harmony with Seregi’s concept. Each costume is uniquely superb, whether
it is the Prince of Verona's garment or a servant girl's torn blouse. Thus, the colourful
costumes and the gray background provide a harmonious environment which helps us
to forget our problems and become enchanted by the performance.

Seregi himself held Zefirelli's film, as well as a ballet adaptation by MacMillan, in high
esteem. He adored the film because of its richly Renaissance nature and the charac-
ters’ authenticity. In the Scottish choreographer’s work he appreciated the abundance
of good steps but did not find it convincing enough from an emotional point of view. Of
course, Seregi's adaptation could be taken to pieces to examine where he borrowed a
part or an idea as Ashton's, Cranka's, Lavrovsky's and MacMillan's versions all preceded
his. But this is not important. It is mainly the unity of drama, music, dance and the al-
most cinematic scenic spectacle which transmits a theatrical experience the audience
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can identify with. Today's people who are always in a rush and reluctant to watch a long
Romeo and Juliet performance with old language or perhaps extremely modern direction
might prefer a version that may lack the linguistic beauty of speech, but is poetic and
dramatic, and viewers can discover their own shortcomings in the small details.

What Laszl6 Seregi did is dance theatre as such, using all novelties available without
discarding traditions. He changes the order of music, modifies the plot according to his
demands and concepts, but this creation is not art for art's sake. The purpose of the
piece is to delight the audience and not to introduce the choreographer. “I took an oath
to Beauty; I'm the beggar of Beauty, longing for Beauty,” the maestro said. The charac-
ters were adapted to the figure and abilities of selected artists. That is how Katalin Volf's
name could be identified with Juliet, Jend Lécsei's name with Romeo, Gyorgy Szakaly's
figure with Mercutio, Gabor Kevehazi with Tybalt and Edit Szabadi with Mab. The chore-
ographer invited excellent artists to each role, so Ferenc Havas danced Capulet's role
and Lilla Partay played Lady Capulet. Those who saw the original cast have not forgotten
their dance and gestures. The artistic standard and emational content of the ballet has
not changed in so many years after the premiére.

The other great advantage of the piece, and usually of Seregi's works is that they are
very human. Seregi did not only aim to choreograph a wonderful diagonal tour series
for someone, but to have such lively (authentic) moments in the ballet that viewers will
remember them years later. It is touching to see how Juliet, dreaming about her love,
clings to the column at the ball, how Romea crosses himself in the church or how they
suffer during the farewell pas de deux. These are the points missing from other versions
and that are much closer to clear neo-Classical dance. These human elements give an
individual touch to Hungarian dance culture.

Laszlo Seregi's Romeo and Juliet uses the language of classical ballet to express emo-
tions and values which are gradually disappearing from our world or are present in a
distorted form only. He presents real peaple on stage who assume themselves, their act
and emations. This ballet is a great opportunity for people with open hearts to experi-
ence emotions that are not fashionable in our era and they can go home with their souls
enriched. If Shakespeare’s and Seregi's theatre captures them for a couple of hours,
then it was worth making this performance.
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