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Introductory Note

The original text about the renowned Swedish ballerina and
benefactress Carina Ari was written in 2006 by Professor
Bengt Hager for the Carina Ari Foundations’ website, where it
was available solely as an HTML publication. An online edition
was subsequently translated into English, French, German,
and Dutch by Nordén & Berggren HB (EN), Olivier Mannoni
(FR), Michael Schmidt (DE), and Wilmy Perridon (NL).

In 2025, as part of the website's redesign, a new Swe-
dish PDF edition was produced. It has been enriched with
photographs that have become available since the original
publication. We express our sincere gratitude to Dansmuseet
for generously providing access to its image archive.

This English PDF edition follows a two-part structure: the
translated English text (pp. 3-12) appears first, accompanied
by miniature reproductions of the corresponding pages from
the Swedish edition to help readers locate the relevant sect-
ions when viewing the photographs in larger format. The
complete Swedish original follows on pp. 13-55.



arina Ari, = April 14, 1897 - i December 24, 1970

Her life went through many changes. Born in a poor family, she

eventually achieved fame, wealth and love.

Carina started her remarkable career at
the Royal Opera in Stockholm. Her
mother had entered her at the ballet
school, which offered poor girls a
chance to obtain free education. They
also had the opportunity to earn an
income even though they were child-
ren, since they often danced in the
chorus at the evening opera perfor-
mances.

All contributions were welcome in
Carina's family. Her mother's health
was poor, the identity of her father
was never ascertained.

Extreme poverty sometimes helps to
sharpen the intellect. Carina bought '
flowers, arranged them tastefully, and
sold her bouguets in Stockholm's Old
Town to shopkeepers and craftsmen
who used them to decorate their shop
windows. She came up with this idea
when she was 10 or 11. No one had
thought of it before.

Fokine was an inspiring
teacher

Ballet training at the Royal Opera was
rigorous. Dancers became proficient in
a rather stiff, classical 19th century
style. The management did not have
much understanding of choreography.
Instead, dancers were treated as walk-
ons by the opera directors. It was not
until after the Second World War that
dancers could devote themselves so-
lely to the art of dancing itself.

One person who opened up new
roads at an early stage was the inge-
nious Michel Fokine, a regenerator of
ballet, whom the Opera had judiciously
brought to Stockholm for guest per-
formances in 1913 and 1914. The Swe-
dish dancers found it enormously sti-
mulating to learn from and interpret
this great choreographer. However,
two seasons after his short visit, the
Opera ballet began once again to grow
despondent. The thought of a future
without full artistic expression was
unbearable to Carina. She had only
recently succeeded in establishing
herself as a soloist at the Opera, win-
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she cast herself out into an uncertain
future by giving in her notice.

This was in 1918. Fokine had fled from
the Russian Revolution and had
opened a private school near Copenha-

. gen. Carina persuaded a philanthropist

(who was not particularly interested in

~ danseuses) to give her the extraordi-

nary sum of 5,000 Swedish kronor,
enabling her to take private lessons

.. from Fokine. The first ballet scholarship

in Sweden, she called it. "It was my
capital for life — what | learned from the
master Fokine - both his new dramatic
style of movement, and how to think as
a choreographer.”

Mauritz Stiller and

"Erotikon"

Nevertheless, she was without a job
when she returned to Stockholm. She
gave lessons in ballroom dancing (a
common, fairly well-paid occupation,
even among classical dancers). At a
dinner with the parents of one of her
pupils, she met Mauritz Stiller, the film
director who discovered Greta Garbo.
"Erotikon" (Mauritz Stiller) 1920 At the
time, he was working on a film in which
the leading characters in one scene
were in a box at the Opera. They nee-
ded something to watch, and it was
causing problems. This was before the
sound movie, and to show silent sing-
ers with gaping mouths, accompanied
only by the usual cinema piano, might
have had an unintentionally comic
effect. Ballet was a much better cho-
ice. Stiller consulted the lady on his
right. Luckily, she was free and could
dance in his film. "But who will do the
choreography?" he asked. "l can do
that too," Carina assured him boldly. "I
have a diploma from Fokine to prove
that I'm a talented choreographer”.
And that is what happened. Stiller was
unaware of the chance he was taking,
and Carina understood exactly what
was required. The choreography is
straightforward, she adhered to Fo-
kine's eastern style. Carina herself
dances sensually in the leading role, in
the manner characteristic of the exag-



gerated style of silent film. Carina's
ballet in Stiller's film Erotikon (1920) is
perhaps the only part of the film that is
still worth seeing today.

Carina continued to be a roving
dancer without a permanent job. Then
came the big leap forward! Out into the
world!

Paris - Ballets Suédois

After being persuaded by Fokine, the
wealthy art collector Rolf de Maré, de-
cided to follow the example of the
magnificent ballet director Diaghilew
(Ballets Russes) and earn a reputation
in the snobbish Paris circles that rarely
admitted foreigners. Carina was an
obvious choice when the best and the
youngest from the Stockholm Opera
were engaged on three-year contracts
in 1920 to tour Europe, with Paris as
their base.

The Swedish ballet ensemble, Les
Ballets Suédois (1920-25), was the
world's second major private touring
ballet, second in size only to Ballets
Russes. This is worth bearing in mind,
because fifty years later the world was
full of similar dance ensembles. The
dramatic theatres stay where they are
and perform there. Dancers are con-
stantly on the move. There is a natural
explanation for this: Theatre can only
be understood within the domain of its
own language, whereas dance speaks
a universal language without borders.
In ballet, a major artist can change
nationality without problem. Indisk
tempeldans, 1920 That is what Carina
Ari did. The girl from Old Town Stock-
holm transformed into a Frenchwo-
man and a pan-European star.

It all happened so fast. She became
famous immediately, perhaps more
generally and more unconditionally
than any other dancer in Ballets
Suédois. The choreographer Jean Bor-
lin, a considerably greater artist, was
more subject to debate. His radically
innovative genius was hard to swallow,
and his greatness was not obvious to
everyone.

For Carina, the danseuse, Borlin's
works were platforms from which she
could show the multiple facets of an
interpreting artist. Carina's range was
far wider than that of most ballerinas.
Initially trained in a pure, classical
style, she had been coloured by Fo-
kine's neo-romanticism (as in Syl-
phides or Jean Borlin's Chopiniana).
She could also be grotesquely ex-
pressionist (as in Maison de Fous),
unpretentiously folksy (Midsummer
Wake), exquisitely elegant (Tombeau
de Couperin), hilarious (Mariés de la
tour Eiffel), and ever beautiful and
sensual, with a twinkle in her eye.

Les Ballets Suédois

The contract

Rolf de Maré had taken on all the dan-
cers on three-year contracts, with full
wages even in between seasons,
when they had no audiences. Only a
handful of state theatres offered such
secure contracts. Coming from a pri-
vate theatre director this was a gene-
rous deal. Up until modern days, the
most common system has been to
employ dancers for the limited num-
ber of performances procured by the
management. In between engage-
ments artists are left to fend for
themselves - by finding another en-
semble, living on savings or earning a
living by some other means
(waitressing in bars is common in the
USA, for instance).

Annual periods of unemployment are
a problem that affects the lives of
most dancers. But the members of
Ballets Suédois could go off indepen-
dently on vacation each summer, with
full pay.

Carina Ari, however, had received an
offer to take the leading part in a Ger-
man film and had signed the contract,
since it was to be shot during the first
summer holiday of the Ballet. When
she innocently mentioned this to Maré,
he was furious. She was employed by
him all the year and was not entitled to
take other employment without first
asking his permission. When he felt
slighted he was implacable. The situ-
ation almost ended up in court, but
Carina's solicitor advised her against it.
She was forced to cancel the at-
tractive film contract, which went to
another unknown candidate by the
name of Pola Negri. Her world fame
dates from this film, which was a suc-
cess. That fame could have been Ca-
rina Ari's. Her talent was at least as
great. But a film star is always incom-
parably greater than a dancer, no mat-
ter how formidable, especially in finan-
cial terms.

Carina hated Maré for the damage
he had caused her. Many years later,
when she had become a grand lady
and was much richer than he, she
more or less forgave him. But whene-
ver she had the opportunity she could
not resist having a dig at him.

As soon as she could, Carina Ari left
Ballets Suédois. Prior to that, she call-
led in sick periodically, claiming to
suffer from gout. There may have
been some truth in this, but the at-
tacks appear always to have occurred
at convenient times. In general, she
seems to have enjoyed excellent he-
alth and vitality throughout her life.



Stadium ballets

Children's Day in Stockholm was usually celebrated at the
Olympic Stadium with performances including a show by
masses of dancing youths. In 1918, Fokine had produced
a couple of spectacular colossal ballets: The Seasons and
Moonlight Sonata. Obviously, there were not enough
professional dancers and dance pupils to fill the
enormous grass pitch. Therefore, school classes were
engaged and trained especially to form movement
collectives.

The mass of participants and the simultaneousness
had a strong ornamental effect. The principle of having
many participants moving in unison is an old
choreographic trick that has been used artistically in
Swan Lake and La Bayadere, or more commercially by the
attractive Tiller Girls, who were launched on the cabaret
scene by the retired English sergeant, John Tiller.

Carina had, of course, seen Fokine's mass choreo-
graphies at the Stadium, perhaps even participated in
them, and she was glad to manage the show in
September 1923, when she had just become unemployed.
The weather was clement, and her folk dance style show
brought the house down. She was given the same
assignment in 1929 and 1930, with more than 2,000
dancers, most of them children.




Inghelbrecht
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Inghelbrecht

In her feud with Rolf de Maré, Carina Ari
was supported by his music director and
senior conductor, Desiré-Emile Inghel-
brecht. He was Debussy's favourite stu-
dent and was to become one of the gre-
atest French conductors of the 20th
century.

Inghelbrecht was married to the
daughter of the famous painter Steinlen
(who did the stage sets for Ballets
Suédois's production of Iberia). The mar-
riage had dried up, and Carina took the
place of Mme Inghelbrecht.

In the autumn of 1924, Inghelbrecht
became the music director of Opéra
Comique, the second state-run lyrical
theatre in Paris, which specialised in dra-
matic, medium-sized operas, such as
Carmen. French taste demanded that
each opera featured a ballet, but pure
ballets were reserved for the Paris Opera
at that time. For many years, Carina Ari
worked on a risky plan of setting up a full
evening programme, featuring herself,
not only as sole choreographer but also
as the only performer.

Although this was common practice in
the new genre of Modern Dance (also
called Free Dance, i.e., free from classical
rules), no classical dancer had dared to
do this before Carina Ari. In common with
the "free dancers", Carina's opportunities
to perform were few and far between.
She only had steady contracts during a
few relatively short periods in her career.

Despite her faithful performances of
Jean Borlin's innovative works, which
were far ahead of their time (they have
not been fully understood in a historical
perspective until now, in the days of Pina
Bausch and Alvin Nikolai) Carina Ari was
not at all interested in going against the
classical tradition.

She was a devout disciple of Fokine in
every respect, including the more
practical aspect of his reforms - to cre-
ate a programme with such variation that
it would satisfy the new 20th century
restlessness. The long performances of
the previous century, such as La Bay-
adere, Le Corsaire, even Sleeping Beauty,
were stories with complicated plots that
were told with literary meticulousness.
Only a few were sufficiently poetic or
psychological to be captivating or even
entirely comprehensible (like Swan Lake
and Giselle).

Fokine's concept was ingenious in its
simplicity: a ballet should not be longer ;
than necessary. One act usually suffices r sm
to express what needs to be said. A bou- . B e
quet of short ballets enables more variat-
ion. The Ballets Russes programme usu-
ally comprised several short pieces, and
so did the Borlin repertoire for Ballets
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Suédois. A large portion of the suc-
cess of these artistic innovators is
also attributable to their imposing
stage sets, a new one for each piece.
The audience did not have time to
grow weary of one setting, before it
had given way to a new one.

Carina Ari made note of this. Ins-
tead of the unadorned stage draped
in dark curtains favoured by modern
dancers, according to the style laun-
ched by Isadora Duncan, she had
large scenographies painted for each
of her solo dances. She had befri-
ended several prominent painters,
and Grunewald, Moreau and Detho-
mas painted her sets free of charge.
Inghelbrecht's circle of friends inclu-
ded the composers Honneger,
Reynaldo Hahn and Florent Schmitt.
These composers and her husband
delivered the music. Carina danced to
a 40-piece orchestra conducted by
Inghelbrecht - not to a solo piano,
which was what most of her collea-
gues had to make do with. Carina Ari
presented her eight "dance scenes" in
1925 at the Opéra Comique.

The first piece is Réve, a poetic
idealisation that expressed a longing
to become a tree in nature. This is
followed by Sous-marine, an under-
water scene with billowing seaweed
fighting for survival. The next ballet is
Le Retour Interrompu, set outside an
inn in a Spanish village. A girl passes
by, but stops when she hears music
through a window, dances by herself

~ and then continues on her way in the

night. Degas is a humorous rendering
of the life of a classical dancer, barre
exercise, flirting with admirers, pre-
cious dancing - a satire on the airs

. and mannerisms of a ballerina. Carina

herself made the sets for La danse
pour les oiseaux, in which she used
the classical style in earnest, illustra-
ting birds and their flight. Musique sur
I'eau comprises both the sea waves
and a mermaid swimming with her
winged sisters, the swallows. La
danse d'Abisag tells a biblical
anecdote. The figure of a virgin emer-
ges from a Byzantine wall and dances
for the aged King David, with cubist,
angular movements, restrained and
archaic - the most original piece in
the series, in terms of style. A more
light-hearted finale is afforded by
Kajsa et Britta a bagatelle about how
“the clothes maketh the girl". A poor
girl borrows an outfit from a rich girl
and is suddenly pursued by every
boy.

A complex programme - and Carina
did not take the easy way out with
regard to practical matters. She did
not want to fill out the pauses



that has lasted until our days.

The first ray of hope was delivered
by Carina Ari, with her ballet The
Moonbeam from 1928. She arrived at
SSNA the right time. These dancers were

\| | trained to perfection in classical
dance technique. What they needed
was an injection of new life, with a
suitable choreography. Carina Ari
described The Moonbeam as "a cho-
reographic poem". To be on the safe
. side, she painted the sets herself.
Masses of her small sketches still
exist. She prepared the composition
and painted virtually in detail every
change in the dancers' movement
and distribution across the stage. In
other words, she created her own
notation system. If Borlin had taken
the time to do this, we could have
studied his pioneering works and
recreated them with greater authenti-
city today!
. With impeccable taste, Inghelbrecht

chose music by Gabriel Fauré and
orchestrated it himself. The ballet has
the vestiges of a "narrative”, but it is
highly abstract, consisting of visions,
allusions and ideas, rather than a
clear story - a mild rivalry between
# the Moonbeam, who wins the Youth
from the Daughter of the Blue
Mountains, but has second thoughts
and returns him to the one who best
deserves him. Winds, skies in paler or
darker nuances, glide over the stage
with exquisitely shifting lights

between dances with music. Therefore,
each set had to be changed with light-
ning speed. She had a maximum of two
minutes in which to change costumes.
Every detail was worked out me-
ticulously, and costumes were con-
structed after extensive experiments.
But the most demanding part was the
enormous concentration required to shift
immediately from one state of mind to
another. The audience was in raptures
over Carina Ari. She continued to perform
her dance scenes in Paris and made
guest performances in the rest of
Europe, including Stockholm, as a "one-
woman tour" together with Inghelbrecht,
who rehearsed with a new orchestra at
each new venue.

Ode ala Rose

In connection with celebrations at the
Presidential Palace in Paris in 1927, Carina
Ari was honourably commissioned to pro-
duce a choreography for a temporary
dance troupe. She wrote Ode a la Rose,
based on a poem by Ronsard. It is an ode
to the flower that is such an essential
symbol in the emotional world of trou-
badour poetry. Carina Ari was drawn to
such subtle, almost abstract emotional
renderings.

Following her acclaimed Rose ballet,
Carina Ari was commissioned to create a
ballet for the Paris Opera itself - Palais
Garnier, as the Parisians call it, in
commemoration of the architect (how
many Stockholmers know who built the
Royal Opera in Stockholm?). The Paris
Opera ballet had fallen into decline at the
turn of the century. It had been
outshone first by the Russians, and then
by the Swedes, it had stagnated, was out
of touch with the times, and was looked
down upon both by the theatre manage-
ment and the audience. Therefore, it was
no longer allowed to produce its own
programmes but was merely used to fill
out the gaps when an opera was too
short. It was not until 1930, when Serge
Lifar was engaged as ballet director, that
the Paris Ballet was substantially rege-
nerated and achieved a new greatness

Darhuset (Maison de Fous)
Carina was a ballerina with an unusually
wide-ranging talent. Moreover, she had 5,
what is called "stage presence", for lack of

a better expression, an indefinable quality but nonetheless unmistakable. When
Carina entered the stage, the audience pinned their attention on her, even if there
were ten other dancers on stage, each with their individual choreographies (see, for
example, Maison de Fous. This is an essential asset to any great performer, and
those who have it seem to be born with it. In any case, there is no method to learn
it. During her time with Les Ballets Suédois, Carina Ari made a name for herself in
Paris, as in all the other cities the ensemble visited. Later on, she could return as a
soloist and count on being remembered. She had "fans" everywhere (although the
word had not been invented at the time).

“Darhuset*




(composed by the opera director
Rouché himself). The Moonbeam is rela-
ted to Fokine's Sylphides, but is much
more subtle - and with an undercurrent
of sensuality.

There are remarkably few women
choreographers in the history of French
classical ballet. Among the few, two
were born in Stockholm: Marie Taglioni,
who created her only ballet, Le Papillon,
in 1860, and Carina Ari with her Moon-
beam in 1928. | have not seen the for-
mer, but descriptions of it give the im-
pression that there are similarities -
both are lyrical phantasms, both are
illuminated by the "mysterious" moon-
light.

The Moonbeam was yet another
lauded success in Carina Ari's row of
similar triumphs. It was produced again
in 1934. She had created the leading
part for Spessivtseva (one of the grea-
test dancers of the time), but she had
an accident, and there was very little
time to find another dancer who was
capable of dancing the highly original
part. Therefore, Carina Ari had to do it
herself in 1928, and she also performed
the part when the performance reo-
pened in 1934.

Short guest performance
in Algiers

The Opera in Algiers was in dire need
of substantial artistic regeneration. By
this time, Carina had earned a good
reputation among professionals, and
she was taken on as ballet director, with
Inghelbrecht as director of the Opera.

In Algiers, the opera pandered to a
wealthy, conservative, French bour-
geoisie. Inghelbrecht, a passionate
enemy to any form of racism, succee-
ded in almost immediately antagonising
most of the community, and returned in
a fury to Paris. Carina had already inve-
sted a great deal of work in regenera-
ting the ballet and had recruited new
dancers from Den Kongelige Ballet in
Copenhagen, where her former collea-
gue from Ballets Suédois, Kaj Smitt, was
the ballet master. In the first season
alone, Carina produced six of her own
ballets, in addition to new choreograp-
hies for all the operas on the repertoire.

After a year, she grew ill with exhau-
stion and returned to Inghelbrecht in
Paris. They were both contracted in
1932 to the Opéra Comique, he as music
director, and Carina Ari as an "étoile" (i.e.
a star ballerina on a par with those of
the Paris Opera), and director of the
Ballet. She had the enormous task of
revising all the dance pieces for the
opera, which in effect meant composing

Stromningarna i balettens viirld

new ones. She was praised in the
press for these "masterpieces of taste
and wit". The Opéra Comique still re-
garded independent ballets to be su-
perfluous. Carina managed to get per-

#l mission to do a ballet based on

Brahms waltzes in a more or less

B abstract style (that Balanchine was

later to devote himself to).

Currents in the
world of ballet

In the early 1930s, it was till customary
to let older, sturdier ballerinas perform
the male parts in travesty. This
practise was disliked by Carina Ari,
who always loved men.

She advertised for male dancers,
especially a partner for herself. Balan-
chine applied but was rejected. He was
never particularly proficient as a dan-
cer, although he was later to become
one of the century's greatest choreo-
graphers. Instead, she chose Boris
Kniaseff as her partner. He was no
great dancer either, but great male
dancers were rare. Kniaseff eventually
came to be an excellent teacher and
was head of the Royal Opera ballet in
Stockholm for a period in the 1940s.

This brings up another side of Carina
Ari's work that appears to have been
all but forgotten. She had a great ta-
lent for teaching. As mentioned, she
was a private pupil of Fokine's, after
having been schooled in the classical
French style at the Royal Opera ballet
school in Stockholm. Her second in
command at Opéra Comique was a
slightly older dancer, Mauricette
Cébron, who adhered to Carina's
methods and conducted the daily
practice sessions when Carina was too
busy. In 1934, she left Opéra Comique
to become a teacher at the ballet
school of the Paris Opera for a quarter
of a century. Nearly all subsequent
famous French stars started by study-
ing for her, and according to a system
that emanated from Carina Ari, that
she in her turn had adopted from Rus-
sia, which in turn had been influenced
by France and Italy. That is the way
the currents may flow in the world of
ballet. Carina was a link in the chain, a
vital link.

Inghelbrecht and Carina Ari stayed
with Opéra Comique for less than two
years. As mentioned, Carina went on
to stage a new production of The
Moonbeam at the Paris Opera, followed
by the Royal Opera in Stockholm in
1935. The following year, she staged a
first performance in Stockholm of the
ballet Eva (properly titled The Meta-



morphoses of Eve), a medley of Eves
through the ages, offering some re-
warding roles for the Opera soloists.

The premiere dancer Teddy Rhodin
of the Opera ballet wrote in his memaoirs,
“| had never seen anyone as beautiful as
her."

A year later, just before New Year's
Eve 1937/38, Carina performed Ode & la

Rose at the Stockholm Opera, substanti-

ally extended into three pieces that to-
gether formed a full "Carina Ari Soirée".

A quarter of a century went by be-
fore she returned with a new choreo-
graphy to the town where she was born
- a reconstruction, to the best of her
memory, of Borlin's The Foolish Virgins.
By then, she had entirely forgotten her
own choreographies. This is not an
unusual phenomenon among choreo-
graphers.

Le Cantique des
Cantiques

Yet another significant contribution lay
before her in the 1930s in Paris. Serge
Lifar wanted to create a ballet based on
the Song of Solomon from the Bible, Le
Cantique de Cantiques. He took the lea-
ding part himself, and needed a partner.
The piece was one of Lifar's moder-
nist experiments. That kind of experi-
ment was a thing of the past - modern-
ism had culminated in Paris in the
1920s, with Ballets Russes and Ballets
Suédois and the plethora of "isms" sur-
rounding them. The looming war that
was foreboded by many created a cold
climate in 1938. The ranks of artists and
models at Café Déme started thinning
out. Only the ballet seemed impervious
- until after it broke loose. The music for
Cantique des Cantigues was commiss-
ioned from Honneger and consisted
mainly of percussion. the role of Sulamit
required a skilled dancer with classical
schooling but the ability to disregard
tradition and move "freely”, sensually
and at her own discretion. Lifar could
find no one with these qualities, apart
from Carina. He created an approximate
choreography, and his intention was
that he alone would improvise, in order
to achieve a special tension, a moment
of creation right in front of the audi-
ence. Carina was not informed of this,
but in their main pas de deux he started
to move differently from how they had
rehearsed together. What was she to
do? "l couldn't just stand there with the
audience gaping at mel" With death-
defying courage, Carina choreographed
herself - literally as she stood - to ac-
company her partner, and it eventually
developed into a battle of who could be

Le Cantique des
Cantiques
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the most expressive.

No one could equal Carina's rhythmic
and musical talent. The audience che-
ered and the press was exultant about
the danseuse - and slightly less so
about the danseur. However, Lifar
benefited too. Cantique des Cantique
went down in history as one of his
most remarkable works. But after
eight performances, Lifar had had
enough of choreographic duelling and
closed down the performance

Only once more, in March 1939, did
Carina Ari perform her "Scenes
dansées" at the Opéra Comique. It was
to be her swan song.

A dominant husband

The farewell to the stage is the most
painful moment of a dancer's life. It is
far worse than for other artists. Carina
was still so young, in her early 40s, the
best years of a woman's life. And yet,
it was perfectly normal and una-
voidable that her muscles started re-
belling against her soul's craving to
dance.

Carina was an extrovert and exhibit-
ionist, like all real dance artists. Long
ago, she had learned a skill that had
become second nature. Moreover,

- | Carina had been the centre of at-

traction, drawing the attention of
thousands, governing the audience's
emotions, arousing and seducing men
and women, young and old,
throughout her entire adult life.

When it is at its best, it ceases abrupt-

| ly. It gives a foretaste of death, alt-

hough half one's life remains. Carina

1 always shrank from the mere thought
of death.

This is a phase when dancers are

8 extremely vulnerable. Most of all,

perhaps, they need the love and care

=1 of a partner. For Carina, this love had
Y been gradually slipping away from her.

Inghelbrecht, who had never been
particularly warm-hearted in either of
his marriages, fell madly in love for the
first time in his life, at the age of 60,
with Carina's best friend. Carina her-
self had always been prone to fall in
love easily, and her candid "affairs",
some short, some long, sometimes
with more than one lover at a time,
had never troubled Inghelbrecht in the
slightest. He sometimes referred in-
dulgently to Carina as his daughter
(which she could have been, with re-
gard to the age difference).

For the first time, Carina grew aware
of feeling lonely. She fled the fashio-
nable Paris circles and travelled to a
sleepy, luxurious spa, Aix les Bains,
under the pretence that her muscles



ached (a psychosomatic complaint
rather than a real one - she enjoyed
robust health). As usual, she had no
money. She had never before needed
to pay her own way, and had always
been able to rely on her rich and ge-
nerous friends.

The same was true now. A friend
invited her to dinner at the finest spa
hotel in Aix. Carina dressed (with her
usual apparent simplicity, intended to
cause a commotion) in a full-length
white dress and a small red bolero.
Her entrance into the restaurant was
magnificent. The waiters lost their
bearings and nearly dropped their
trays. A short, nondescript gentleman
at one of the tables totally lost his
head. Very soon, he had invited her to
his table for dinner. He was reluctant
to reveal anything about himself. He
was Dutch, extremely intelligent,
accustomed to giving orders, but
currently in a state of shock, because
his wife had tired of him and had filed
for divorce.

Mr Moltzer was colourless, short
like Inghelbrecht, but sturdy and
muscular, with a handsome, strong
head. He was reticent and secretive.
Carina was exquisitely beautiful and
slightly buxom (since she had stopped
ballet practice), outspoken, humorous,
sensual and generous with the only
thing she had left - her body and her
strong spirit.

That is how they perceived one
another. He asked if she would ac-
company him to South America to live.
Marriage was out of the question, at
least for the time being, since his ex-
wife had discovered that her discar-
ded husband had found new happi-
ness. The divorce proceedings were
protracted to punish him, and it was
expensive. The legal marriage
between Jan Moltzer (his third) and
Carina Ari (her second) had to wait
until 1942.

Carina eventually found out more
about the new man in her life. He was
a son of a Dutch industrial magnate,
and had inherited the old noble beve-
rages company Bols. Moltzer foresaw
the war with Germany. Perhaps he
was not entirely Arian according to
the Nazi definition. In any case, he
took his best foreman with him to the
Buenos Aires distillery and was able to
supply his genuine famous alcoholic
products to the entire free world
throughout the war, when other indu-
stries in Europe were prevented from
doing so. Both his sons died in the
German occupation of the Nether-
lands, and one of his daughters was a
close friend of her stepmother to the
end of her life. Carina and Jan Moltzer

never had children, but they did have a
very happy ten-year marriage.

Carina enjoyed having a dominant
husband, she liked men who were
strong and virile. Moltzer was not par-
ticularly funny, but he was kind. He
loved her prodigiously in his own magni-
ficent way, showering her with costly
jewellery and furs. He hated hesitation.
If they were in a shop and Carina
enjoyed the pleasure of trying on half
the stock, as some women do, he would
burst out, "Do you want the one you've
got on? Otherwise, we'll leave at once!”
Quick-witted as she was, Carina soon
learned to say yes, just in case. She
could always have another fur coat later
if it wasn't entirely to her taste.

Carina grew to be a superb hostess at
Moltzer's mansion-like residence outside
Buenos Aires. She was naturally thea-
trical, a primadonna from head to toe,
and at the same time refined, tastefully
unassuming and always sympathetic to
other people's worries.

Jan Moltzer died of a heart attack in
1951, when he was only 68 years old. His
widow inherited a large portion of his
fortune, which was mainly invested in

= shares in Bols companies. Carina grie-
. ved her departed husband deeply and

sincerely. She was 54, and never again
fell in love.

Dancing was a finished chapter. Like
many ballerinas, Carina had the urge to
sculpt, in order to have a creative outlet.

" She studied in New York, among other

places, and became proficient in sculp-
ting portraits, mainly of her friends. Her
large portrait of Dag Hammarskjold is
one of her most successful works. It
now stands at the UN headquarters in
New York and at Uppsala Palace in Swe-
den, where he lived when he was young.

After the death of her husband, Carina
Ari de Moltzer remained in Buenos Aires,
where she had gained many friends and
was the centre of an intense social life.
Once every two years, she would visit
Europe. She kept her beautiful little stu-
dio flat in Paris, and the crayfish season
demanded a visit to Stockholm. She
sometimes also spent part of the sum-
mer in Sweden.

- The Donatrix

With the exception of a few personal
friends in Stockholm from before the
war, remarkably few had heard of Carina
in the city where she was born. Twenty
years had passed since her dance per-
formance, and the Second World War
was also a mighty watershed between
old and new. Dancers are easily for-
gotten, possibly due to their short ca-
reers — they retire while still young.



An extensive marketing campaign
was needed to revive Carina Ari's
name in the media consciousness.
But once this had been done, she
became more famous than ever be-
fore. She experienced great pleasure
(with a characteristic wry scepticism)
in becoming a superstar. In fact, it
was easy to achieve - her great charm made
her unforgettable to anyone who met

acquisitions and maintenance.

Carina had no remaining blood relatives.
There was no one on her mother's side,
and the identity of her father had never
been confirmed. One of the last times
she was in Sweden, she was called to a
country hospital, where she visited an
old man on his deathbed. What they
spoke about has never been revealed, but her clo-
\  sest friends were convinced that this was her fat-

her, not least to journalists. F her, who had periodically lived in her home
Carina used to say that the money ( ) when she was a child.

she had received in her youth to pay for Carina was terrified of death, but realised that

studies with Fokine gave her the break she - o — something must be done about the fortune

needed. She wanted to give latter-day col- ,’.-M;‘-\ she would leave behind. A will had to be

leagues the same chance. Not that she
under-estimated Swedish dance te-
achers. On the contrary, the Swedish
Association of Dance Teachers was in-
cluded in her extensive charity. Ho-
wever, dance is the most international
art form, and it is an effective stimulant
to new artists to have the opportunity
to travel abroad and see how people
dance in other cities, and also to try
studying at a dance school in another
country, as a change or a comple-
ment.

She started a scholarship foun-
dation. Friends of dance founded an
award in her name, to be given to pe-  Liqueyr ¢o
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Swedish art of dancing". The Award
has been frugally given since it was
instituted in 1961.

seum that was unique in the world,

created in memory of Rolf de Maré.

Carina asked me if there was any-

thing she could do on a par with this museum. An in-
stitution that would benefit dance and make her name
live on.

What could be more vital than a large library with litera-
ture about dance from the entire world? She decided to
start the Carina Ari Library, which today is the largest in
its field in Northern Europe, and with sufficient capital for
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written, to outline her intentions, and to pro-
vide the best possible guarantee that the
funds would last forever. One of her best
friends was the then Swedish Minister of
Justice, Herman Kling. Under his auspices,
the will was written by the most skilled
solicitor he could find. A new foundation
was established to serve as her sole heir.
The Carina Ari Memorial Foundation was
dedicated to three purposes: to award
scholarships to young dancers for stu-
dies abroad, to support deserving elderly
dancers, especially in connection with
illness, and to encourage research in the
field of dance. The task of awarding the
Carina Ari Medal was transferred to the
Memorial Foundation in 2016 and thereby
became the Foundation's fourth purpose.

resistance was low due to diabetes. She was

operated on, but the incision would not heal.

After a long struggle, her brave dancer's he-

art gave up, on Christmas Eve 1970. She rests
alongside her husband in one of the most beautiful ce-
meteries in Holland.

Bengt Hager




English version of Carina Ari's biography, translated by Nordén & Berggren HB (2006). Compilation, editing, and design by Michael Schmidt (2025).
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Pa hasten 1970 rakade Carina ut for ett larbensbrott i
Buenos Aires. Fér lakare ar det en relativt ofarlig handelse,
men hennes motstandskraft var minskad av aldersdiabe-
tes. Hon opererades men saret ville inte laka. Efter en lang
kamp gav hennes starka dansdshjarta upp pa julafton 1970.
Hon vilar vid sin makes sida i Hollands naturskénaste kyr-
kogard.

Bengt Hdger
(1916-2011)

Bengt Hager - forfattaren till denna biografi - som just
mottagit medaljen for framjandet av svensk ~-
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arina Ari, = 14 april 1897 i 24 december 1970,
fick ett skiftande liv. Fodd som ett samhallets
olycksbarn, slutade hon beromd, rik och alskad.

De forsta stegen pa sin markliga bana tog Carina i Kungliga
teatern i Stockholm.

Modern anmalde henne till balettelevskolan, for det var fat-
tiga flickors basta chans. Dar gavs gratis yrkesutbildning och
dessutom inkomster redan som barn, enar de ofta staterade
pa kvallarna i operaférestaliningarna.

Alla bidrag var valkomna i hushallet.

Modern var sjuklig, faderns identitet osaker.
Extrem fattigdom kan skarpa intellektet: Carina
kdpte blommor, gjorde smakfulla buketter, som
hon gick omkring och séalde i Gamla Stan till
smahandlare och hantverkare att dekorera
skyltfénster och butiker med.

Detta uppfann hon i tio-elvaarséaldern. Ingen
hade kommit pa idén forut.




Carina Ari t.v. med Margareta Johansson ca. 1913

Margareta Johansson , Svenska Baletten
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“Fest pa Skansen, déar Lisa Steier gjort danserna.” Lisa sittande i mitten, med Carina Ari t.h.” (ca. 1913-14)



Carina som kosack 1915

Overst t.v. "Forsta turnén med Texasbaletten, 1914 da de dansade i Bryssel. Carina Ari hade stor succé i Traskodansen. Hon star langst t.h.” (Bengt Hagers handskrift)

Nederst: “unga dansésen fran Stockholms Operabaletten, ca. 1915. fran vanster: Siri Osterholm, Helga Dahl, Jenny Hasselquist , Carina Ari”



1916 var Carina Ari (2:a fran hoger) en av balettflickorna i Mauritz Stillers kortfilm "Balettprimadonnan” med Jenny Hasselquist i huvudrollen (3:e fran hoger)




Overst t.v. Carina Ari som sylfid (1917) t.h. med Jean Borlin (1918)

Nederst: "Mylitta". Fran vénster Helga Dahl, Annai Petterson och Magda Bjokman, liggande: Carina Ari
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Balettundervisningen Z’\ . r ‘
var solid i Operans S —— ; \

skola. Dansarna blev val-

utbildade i lite stel, klassisk
1800-talsstil. Koreografi hade
teaterledningen inte mycket be-

grepp om. Balettkaren behandlades av
regissoérer som material for statering.
Det skulle dréja anda till efter andra
varldskriget innan dansarna fick ratt att 4
agna sig enbart at sin egen konstart. W

Den som tidigt visade nya vagar var
sekulargeniet Michel Fokine, balet-
tens fornyare, som Operan hade
klokheten att ta till Stockholm
péa gastspel 1913 och 1914.

Det blev en oerhérd stimu-
lans for de svenska dansar-
na att lara av och interpre-
tera den store koreografen.

kS

Men tva sasonger efter
hans korta besdk borjade

Operabaletten ater sjunka

ner i modldshet.

En som inte stod ut med tanken pa en
framtid utan fulltonigt konstnarskap var
Carina. Knappt hade hon lyckats etablera
sig som solist pa Operan, med berém fran
Fokine sjalv, s kastade hon sig utien
osaker framtid genom att sdga upp an-
staliningen. Det var 1918.
Fokine hade flytt undan
revolutionen i Ryssland och
Oppnat privatskola i narhet-
en av Képenhamn.

Carina bevekade en bankir
(som inte hade nagot sar-
skilt intresse for dansdser)
att ge henne inte mindre
an 5000 kronor for att ta
privatlektioner hos Fokine.
Det forsta balettstipendiet
i Sverige, brukade hon
saga.

— Det blev mitt kapital i
livet - vad jag larde av
mastaren Fokine - bade
hans nya dramatiska
rorelsestil och hur man
tanker som koreograf.

P
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Michel Fokine i Rosendrémmen péa Kungliga Operan 1914

CARINA ARI

1918 (21 ar)




Mauritz Stiller och "Erotikon”

Men arbetslds var hon, aterkommen i Stockholm. Hon gav lektioner i sallskaps-
dans (ett vanligt ganska I6nande néringsfang, &ven for klassiska dansare).
Inbjuden p& middag hos en elevs féraldrar traffade Carina Greta Garbos upp-
tackare Mauritz Stiller. Han arbetade just pa en film dar huvudpersonerna
skulle g& pa Operan och sitta i en loge.

Nagot maste de ha att se pa, och det var ett problem. Film var ju stum pa
den tiden och att visa sdngare med gapande munnar utan annat beledsagan-

e

de ljud &n den vanliga biografpianisten - det skulle bli komiskt. Balett var da
béattre.

Stiller konsulterade sin bordsdam. Jo hon var ledig for att dansa i filmen.
“Men vem ska man fa att komponera rérelserna? "
— Det kan jag ocksé gora, forsékrade Carina frackt.
— Jag har betyg fran Fokine att jag ar en begavad koreograf.

Sa blev det. Stiller begrep inte vad han riskerade, och Carina férstod precis
vad som behovdes. Koreografin ar inte markvardig, hon foljde Fokine's Oster-
l&ndska stil.

Carinas egen dans i huvudrollen ar sensuell, karaktaristisk for den éverdrivna
dramatik som var stumfilmens agerande. | Stillers film Erotikon (1920) ar
kanske Carina's balett det som tél att ses an i dag.

Fortfarande var Carina en fritt svdvande dansds utan fast anstéllning.

Da kom det stora spranget! Ut i varlden!




Bachanal 1920



Anitras dans (1920), Stockholm

1922-23 Wien




Barnens dag pa Stockholms Stadion 1923 rd

Stadionbaletter . <

-

Barnens Dag i Stockholm brukade firas pa Stadion med bl.a.
uppvisning av en massa dansande ungdomar. Ar 1918 hade E
Fokine gjort ett par utomordentliga spektakulara kolossalba-

letter: Arstiderna och Manskenssonaten. Det fanns naturligt-

vis inte professionella dansare eller danselever att fylla den

‘véldiga grasplanen. Man anlitade skolklasser som tranades
| sérskilt till att bilda roérelsekollektiv.

b




"Fargspel"; Stockholms Stadion 1929

Mé&ngden av deltagare och samtidigheten gjorde stor
ornamental effekt. Principen att lata manga delta-
gande rora sig unisont ar ett gammalt koreografiskt
verkningsmedel, konstnarligt anvant i Svansjon och i
Bajadaren, mer kommersiellt av de attraktiva Tiller
Girls som den engelske pensionerade sergeanten
John Tiller lanserade pa cabareter.

Carina hade givetvis sett Fokine's masskoreografier
pa Stadion, kanske varit med i ndgon av dem, och
atog sig garna att ta hand om showen i september
1923, nyligen fristalld som hon var. Hon hade tur med
vadret och hennes folkdanslika uppvisning gjorde
stormande lycka. Hon fick ater samma uppdrag 1929
och 1930, med over 2.000 dansande, mest barn.




Svenska Balettens ensemble samt upphovspersonerna bakom uppséattningen "Bréllopet pé Eiffeltornet”. Sittande fran vanster: Kristian Dahl, Margareta Johansson,
Tor Stettler, Kaj Smith, Irma Calson, Greta Lundberg, Jean Cocteau, Eugéne Bigot och Rolf de Maré. Staende i forsta raden fran vanster: Robert Ford, Axel
Witzansky, Therese Pettersson, Eric Viber, oidentifierad, Dagmar Forslin, Bertha Krantz, Helga Dahl, Klara Kjellblad, Astrid Lindgren, Jolanda Figoni, Poul Witzansky,
oidentifierad, Valentine Hugo, Iréne Lagut, Germaine Tailleferre och oidentifierad. Stdende i andra raden fran véanster: Valdemar Johannessen, Georges Auric,

Jean Borlin, Jacques Hébertot, Paul Eltorp, Désiré-Emile Inghelbrecht, Carina Ari, Holger Mehnen, Arthur Honegger, Darius Milhaud, Jean Hugo och Francis Poulenc.
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Les Ballets Suédois

En formogen konstsamlare, Rolf de Maré hade,
Overtalad av Fokine, bestamt sig for att g i den
magnifike balettchefen Diaghilews (Ballet Rus-
ses) fotspar.

Maré startade en Ballet Suédois i Paris for att
ocksa han bli kandis i den for utlanningar svéar-
tillgéngliga snobbiga Pariservérlden.

Carina var sjalvskriven nar de basta och
yngsta frdn Stockholms Opera engagerades
1920 pa treariga kontrakt for att med Paris
som bas dansa runt omkring i Europa.

Den svenska balett-truppen, Les Ballets
Suédois (1920-1925), var varldens andra
stora privatagda turnerande balettteater,
den andra i ordningen nagonsin, efter Bal-
lets Russes.

Det ar vart att hélla i minne, bara ett
halvt sekel senare var varlden full av dy-
lika dansensembler.

—-1

Serge de Diaghilew (1872-1929),
grundaren av Ballets Russes,
(férebilden for Les Ballets Suédois),
med Leonide Massine

Svenska Balettens turng j Spanien 1921

Overét iAmitte'n direktér Rolf de Maré, darunder
arina Ari och Jean Borlin i varandras
hattar, "chefen” behaller sin,

Talteatrarna ligger dar de ligger och spelar.
Dansarna ar i standig rérelse. Det har sin natur-
liga forklaring: Teatern ar begriplig bara i sitt
egen sprakomrade, dansen talar universellt
utan sprakliga granser.

| baletten kan en stor artist byta nationalitet
hur 1&tt som helst. Det gjorde Carina Ari. Flickan
frdn Gamla Stan forvandlade sig till fransyska
och Paneuropeisk stjarna.

Det gick séa fort. Hon blev genast uppmark-
sammad, kanske mer allmant och férbehallsldst
berémd &n nagon annan i Ballets Suédois. Ko-
reografen Jean Borlin, en betydligt stérre
konstnar, kunde diskuteras. Hans radikalt ny-
skapande geni var svarsmalt och hans varde
begreps inte av vem som helst.

For Carina, dansdsen, var Borlins verk platt-
formar till att visa en interpreterande konstnéars
mangsidighet.

Carina hade ett vidstrackt register, som fa
ballerinor. Hon var fran bérjan valtranad i ren
klassisk stil, dock fargad av Fokines nyroman-
tism, (som i Sylfiderna eller Borlins Chopiniana).
Hon var ockséa groteskt expressionistisk (t.ex. i
Darhuset), opretentiost folklig (Midsommar-
vaka), utsokt elegant (Tombeau de Couperin),
tokrolig (Mariés de la Tour Eiffel), tillika skén,
sensuell och med glimt i 6gat varhelst tillfalle
gavs.



Rolf de Maré !
i Théatre de Champs Elysées, Pari

Rolf de Maré hade engagerat dansarna for tre ar,
med full I6n ocksa under mellansasongerna” nar det
inte gick att dra publik. Endast de fa statliga teat-
rarna hade dylika sékra kontrakt. Av en privat teater-
chef var det generést. Anda in i vara dagar ar det
vanligaste systemet att dansare anstalls for den be-
gransade serie av forestallningar som direktionen
lyckats samla ihop.
Dessemellan far artisterna skota sig
sjalva - hitta nagon an-
nan ensemble, leva pa
w besparingar eller for-
& sorja sig pa helt annat
satt (i USA t.ex. med
att servera pa nagon bar). Ar-
betsléshetsperioder varje ar, ar
ett normalt ont i de flesta dan-
sares tillvaro.

Ballets Suedois medlemmar,
daremot, skingrades som-
martid med full 16n fér
semester och rekre-
ation, var och en pa

sitt hall.

Emellertid hade Ca-
rina Ari fatt anbud om
att géra huvudrollen i en
tysk film och skrivit kontrakt

eftersom det var under

balettens ferier. Nar
hon aningslost
namnde detta for de
Maré blev han ra-
sande. Hon var an-
stalld hos honom aret
runt och fick inte ta

annat arbete utan

Pola Negri (1921)

K()ntrakt stérre 8n en aldrig sa fram-

att han forst tillfragats. Nar han kande sig &sidosatt
var han obeveklig.

Det var mycket nara att komma till en process,
men Carinas advokat avradde. Hon fick bryta det fina
filmkontraktet. Det gick till en annan oprévad for-
maga. Hon hette Pola Negri och hennes varlds-
berémmelse daterar sig frdn denna film, som
gjorde succé. Den berémmelsen kunde Ca-
rina Ari ha fatt. Hon hade minst lika stora

forutsattningar. En filmstjarna ar
ojamforligt ofantligt mycket

stédende dansos. g
Sarskilt ekonomiskt. Carina

hatade de Maré for den skada han hade ,
gjort henne. Langt fram i livet, nar hon
andock hade blivit en rik dam - mycket
rikare &n han - 1t hon udda vara
nagorlunda jamnt, fast nar tillfélle
gavs att ge honom ett tjyvnyp gjorde
hon det med ndje.

Sa fort det var maojligt Iamnade
Carina Ari Ballets Suédois.
Dessfdrinnan sjukskrev
hon sig periodvis,
forebarande gikt, vil-
ket det kanske fanns
nagon sanning i,
fast den angrep
bara nar det var
lagligt.

| allmanhet hade
hon hela livet ur-
stark halsa och
ofortrottlig vitali-
tet.

Carina Ari (1921)
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sjalv som inte bara ensam koreograf utan ocksa som enda
interpret.

Detta var brukligt i den nya genren Modern Dans (ocksa
kallad Fri Dans, dvs. befriad fran det klassiska regelverket).
Men ingen klassisk dansos hade fére Carina Ari vagat sig
pé det. Carina hade liksom "fridansarna” glest mellan till-
féllen att framtrada. Fasta engagemang hade hon bara
under nagra relativt korta perioder av sin karriar.

Trots att Carina sa féljsamt framfért Jean Borlins nyska-
pelser, som var langt fére sin tid (de har inte blivit helt for-
stadda i ett historiskt perspektiv forrén idag. Pina Bauschs
och Alvin Nikolais era) var ett totalt avstandstagande fran
den klassiska tr‘jti!en inte alls Carina Aris installning.

Hon var en hamgiven larjunge till Fokine i varje avseende.
Aven i den praktiska sidan av hans reformer: att skapa
program av sadan omvaxling att de tillfredstallde 1900~
talets nya rastloshet. De a seklets helaftonsverk,

som Bajadaren, Korsaren, till och med Térnrosa, var novel-
ler som, med litterédr noggrannhet berattade omstandliga
handelseforlopp. Fa var sa poetiska eller psykologiskt ex-
plicita att de kunde gripa eller ens bli begripliga helt ige-
nom (t.ex. Svansjon, Giselle).

Fokines idé var genialt enkel: en balett ska inte
vara langre an nédvandigt. En akt ar oftast nog for
att uttrycka det som ska ségas. Ett knippe korta
baletter ger méjlighet till 6kad omvaxling.
Ballets Russes program bestod i regel av
korta verk, och s& var aven fallet i Bor-
lins repertoar for Ballets Suédois. En
stor del av dessa konstnarliga ny-
danares framgang berodde
ocksa pé slagkraftiga dekorer,
en for varje verk. Publiken
hann inte trottna pa en

"Degas” 1925
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motsats t
ade scen,
can lansel
morka d
stor*ﬁce till v
sin lodanser. Hon va
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- Grunewald, Moureau och De
‘mas skankte henne deKOre
flnghglbrechts vankret§ horde
kompositérer som Honegger,
Reynaldo Hahn och Florent Sch-
mitt. Fran dem och fran maken
fick Carina musiken. Hon dan-
,sade till en 40-mannaorkester

helbrecht [oF] pulten =

n en ensam pianist som
hennes kolleger i het hade
att noja sig med. Carina Aris

"dansade scenel‘.‘,’a'tta till antalet,
presenterade hon forsta gangen

l_,jr;fsﬁtian fbljer S
& ~ havets botten®), en
3 tensscen med boljande alger

egas, heter el
skildring av en Kl
férehavanden, :
med beundrz
tir av en ball
manéi ‘
Till La danse |
("Dansen for fagl
sjalv gjort scenografi
vander hon den lassi:
allvarligt, illustrerar faglz
deras flykt. Musique sur I'eau ar
bade sjons vagor ¢ och SJOJung
fru simmande med sina beving-
ade systrar svanorna.

La danse d'Abisag (“Abizags
dans”) aterger en biblisk anekdot.
Ur en bysantinsk mosaikvagg sti-
ger skepnaden av en jungfru

fram och dansar fér den gamle
kung David, i nastan kubistiska,
kantiga rérelser, aterhallsamt och
uraldrigt — den mest egenartaq,e
stilstudien i programr

\u-"'&



Som lattsam avslutning Kajsa et Britta ("Kajsa och
Britta”), en bagatell om hur "kladerna goér flickan®“. En
fattig flicka far 1ana en stass av en rik flicka och finner
sig pl6tsligt vara atradd av alla pojkar.

Ett komplicerat program och Carina gjorde det inte Iat-
tare for sig, i det praktiska genomférandet. Hon ville inte
fylla ut med musikstycken mellan dansnumren. Varje
scenbyte maste darfér goras ilsnabbt, och hogst tva
minuter fick det ta att vaxla fran en kostym till nasta.
Varje detalj i detta var noga utréknad och drakternas
konstruktion utexperimenterad.

Annu mer kravande var den mentala koncentrationen
for dansosen att omedelbart glida fran ett sinnestill-
stand till ett annat.

Carina Ari vackte hanférelse. Hon fortsatte genom aren
att ge sina dansade scener i Paris och pa gastspel i
Europa - aven i Stockholm - som en "enmansturné” till-
sammans med Inghelbrecht som repeterade in en ny
orkester pa varje stalle.
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~ “Kajsa et Britta”

Carina Ari var en bal-
lerina med ovanligt
rikt register. Dessu-
tom var hon bega- 5
vad med, vad man i ollportratt av Caring Ari | o .
ek e et @ Arii uppsattningen "Leksaksladan
analytisk semantik, vanligen
kallar "scenisk utstrélning". Denna var obeskrivlig men pataglig.
Nar Carina kom in pa scenen féljde publiken henne med blickarna, dven om dar
’ fanns tio andra dansare, var och en med originell koreografi
\ (extremt exempel: Darhuset). Detta &r en viktig komponent i
en stor scenartists utrustning, och den tycks vara personli-
gen "medfédd". | alla fall finns ingen metod for att lara sig
detta. Under Ballets Suédois-tiden gjorde sig Carina Ari ett
"peria” namn i Paris. Likasa i de manga stader ensemblen besokte
péa turnéer. Hon kunde langre fram atervanda som solist
och rakna med att vara hagkommen. Hon fick "fans”
overallt (fast det ordet inte var uppfunnet annu).

“Dansgille” ‘Dérhuset”

e - .
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Rollportratt av Carina Ari i uppséattning
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“Till Couperins minne”, med Jean Borlin




Ode ala Rose

Till en festlighet i Paris president-
palats 1927 erhdll Carina Ari det
hedersamma uppdraget att géra en
koreografi, med en for tillfallet sam-
lad dansgrupp. "Ode till rosen” valde
hon, efter en dikt av Ronsard. En poe-
tisk hylining till den blomma som &r en
sa viktig symbol i trubadurpoesins
kanslovarld. Carina Ari drogs till subtila,
néstan abstrakta kansloskildringar.
Efter den beundrade Rosen fick Carina Ari
bestalining pa en balett for sjalva Stora
Operan, Palais Garnier, som varje parisare
sager i minnesgod hylining till arkitekten
(hur manga stockholmare vet vem som
ritade deras Opera?). Den franska Operaba-
letten hade sedan sekelskiftet rakat i stiltje.
Akterseglad forst av ryssarna och sen av
svenskarna, stelnad och ur takt med tiden,
nedvéarderad av bade teaterledningen och
publiken. Darfor anfértroddes den inte langre
att ge egna program utan begagnades som
utfyllnad nar en opera inte var tillrackligt lang.
Forst nar Serge Lifar 1930 blev balettchef fick
Parisbaletten ett ordentligt lyft till ny storhets-
tid, som alltjamt varar.

Dréktskiss till Ode a la Rose Carina Ari med Serge Peretti och Suzanne Lorcia, Paris, 1927

"Vita rosor” ur Ode a la Rose, Montreux, 1929



Manstralen

!
W
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En forsta strale av hopp bragte Carina
Ari med sin balett "Rayon de ‘
Lune" (Manstralen) 1928. Hon kom i
ratt 6gonblick. Dessa dansare behars-
kade till fullandning den klassiska tek-
niken. Vad som behévdes var att blasa
nytt livi den med adekvat koreografi.
Carina karakteriserade Manstralen som
"ett koreografiskt poem®. For sakerhets
skull gjorde hon sjalv dekoren. Det
finns en stor mangd smé skisser kvar.
Hon férarbetade kompaositionen och
malade nastan i detalj férandri
dansarnas distribution i ru
forflyttningar.
g Hon gjorde m.a.o. sin person
~ relsenotation. Om Bérlin hade gett sig
~ tid till detsamma, skulle hans banbry-
- tande koreografi ha kunnat studeras
och mer autentiskt aterskapas idag!
Inghelbrecht hade med sin utsékta :
smak valt musiken av Gabriel Fauré ’\
“och sjal rumenterat den. Baletten
har i v an i ", men mycket
abst at, sioner, antyd-
ch infe pataglig beréattelse.
s mild rivalitet mellan Manstra-
erdvrar Ynglingen frén Bla
's Dotter, men kommer péa

ar och ger honom tillbaka

m bast fortjanar honom.

r i ljusare eller mérkare
ider dver scenen medelst
axlande belysningar (gjorda

n Rouché sjalv). Mans-
med Fokines Sylfider
-ochmedenun-

v4 fodda i Stockholm: Marie

oni som gjorde sin enda balett Le

llon 1860 - och Carina Ari med sin

strélen 1928. Den forra har jag ju
inte sett, men beskrivningar ger mig
Jintrycket att det finns beréringspunk-
ter - bagge &r lyriska fantasmer, bé
belysta av manens "mysterio




Manstralen blev annu
en eklatant succé i
Carina Aris med dylika
vélforsedda lev-
nadsbana.
Den ater-
uppsattes
aven 1934.

Hon hade skapat
huvudrollen fér Spes-
sivtseva (en av epokens
storsta dansoser), men
denna rakade ut for en
olyckshandelse, och da
tiden var kort fanns
ingen annan som
kunde gbra det myck-
et speciella partiet,
varfor Carina Ari
maste dansa det
sjalv 1928, och
gjorde det sedan
ocksa vid nyupp-
sattningen 1934.

Paris 1934

L “




Kort gastspel 1 Alger

Repetition till "Manon" pa Operan i Alger (1929/30), i mitten Solange Schwarz med Serge Lifar

Carina alskade djur, i synnerhet katter. Favoritkatten hette Pousse-Pousse.

OperaniAlger hade behov av en grundlig
konstnarlig fornyelse. Carina hade nu
stort anseende bland yrkesfolk och hon
engagerades som balettchef, med
Inghelbrecht som operachef.

| Alger levde operan pa en burgen, konserva-
tiv och sméborgerlig fransk éverklass.
Inghelbrecht, passionerad fiende till allt slags
rasism, lyckades nastan omedelbart stéta sig
med de flesta och atervande i vilt raseri till
Paris. Carina hade redan lagt ner mycket
krafter pa att rycka upp baletten och skaffat
nya dansoérer frdn Den Kongelige Ballet i Ko-
penhamn, dar hennes forre kollega fran Ball-
et Suédois, Kaj Smitt nu var balettmastare.
Enbart under den forsta sdsongen gjorde
Carina sex egna baletter, férutom ny koreo-
grafi i repertoarens alla operor.

Efter ett ar blev hon sjuk av 6veranstrang-
ning och férenade sig med Inghelbrecht i
Paris. Dar blev de bada fast engagerade 1932
till Opéra Comigue, han som musikchef, Ca-
rina Ari som "étoile” (dvs. Stjarndansos i pari-
tet med dem pa Stora Operan), samt som
balettchef. Hon fick mycket att géra med att
revidera alla operans dansinslag, vilket i rea-
liteten betydde att hon maste komponera
nya. Hon fick manga lovord i pressen for
dessa "masterverk av smak och intelligens®.
P& Opéra Comique ansags fortfarande fri-
stédende baletter vara 6verfiddiga. Carina
genomtrumfade att fa gora en balett pa
Brahmsvalser i en nastan abstrakt klassisk
stil (som Balanchine senare ocksa skulle
agna sig at).



Stromningarna i balettens varld

| bérjan av 1930-talet hade man fortfarande det gamla sy-
stemet att I&ta aldre, lite kraftigare dansdser utféra mans-
roller i travesti. Det avskydde Carina Ari som i alla skiften
gillade man.

Hon annonserade att hon sokte dylika, i synnerhet en part-
ner at sig sjalv. Balanchine anmalde sig men ratades. Han
var aldrig nagon sarskilt bra dansér, fast han ju langre fram
skulle bli en av sitt sekels stdrsta koreografer. | stallet valde
Carina Boris Kniaseff till danspartner. Han var inte heller en
riktigt stor dansor. Det var ont om s&dana. Kniaseff blev se-
dermera en utomordentlig pedagog och bl.a. chef for Opera-
baletten i Stockholm en tid pa 1940-talet.

Detta aktualiserar en sida av Carina Aris verksamhet som
idag forefaller vara glémd. Hon var en mycket skicklig peda-
gog. Som tidigare ndmnts var hon privatelev hos Fokine,
efter att ha fatt den gammalfranska stilen som grund i
stockholmsoperans balettelevskola. Carina hade som
"second in command” pa Opéra Comique en lite aldre dan-
s0s, Mauricette Cébron. Hon féljde Carina's metodik och
ledde den dagliga traningen néar Carina inte hann. Hon lam-
nade Opéra Comique 1934 for att bli pedagog vid parisope-
rans balettskola i ett kvarts sekel. Nastan alla de foljande
berémda franska stjarnorna boérjade hos henne och deti en

"skola” (ett system) som emanerar fran Carina Ari, och som
hon i sin tur fatt fran Ryssland, som i sin tur influerats fran
Frankrike och Italien. Sa kan stromningarna gé i balettens
varld. Carina var en lank i kedjan, ej utan betydelse.

Inghelbrecht liksom Carina Ari stannade bara halvtannat ar
pa Opéra Comique. Carina nyuppsatte sen, som namnts,
Méanstralen pa Stora Operan och darefter pa Operan i Stock-
holm 1935. Aret efter gjorde hon en urpremiér i Stockholm
med baletten Eva (egentligen Evas metamorfoser), en kaval-
kad av Evor genom historien, som erbjéd tacksamma rollstu-
dier till Operabalettens solister.

Premiardansoéren i Operabaletten Teddy Rhodin skriver i
sina memoarer: “Jag hade aldrig sett nagon manniska, som
var s& vacker som hon”.

Ytterligare ett &r senare, strax innan nyaret 1937/1938
gjorde Carina Ari pa Stockholms Opera Ode till rosen, betyd-
ligt utdkad, och de tre verken fick bilda en hel "Carina Ari
Afton”.

Det skulle sedan drgja ett kvarts sekel innan hon aterkom
med en koreografi i sin fddelsestad, en rekonstruktion - sa
gott hon mindes - av Bérlins De Favitska Jungfruarna. Sina
egna koreografier hade hon da totalt gldmt bort. Det ar inte
sa ovanligt bland koreografer.

Carina Ari, Boris Kniaseff och Greta Lundberg-Smith i Brahmsvalserna, Paris, 1930-talet




Frasquita

Operett i tre akter av Franz Lehar. Varldspremiar: 12 maj 1922 pa Thea-
ter an der Wien, Osterrike. En ny version med koreografi av Carina Ari
sattes upp pa franska vid Opéra-Comique i Paris den 3 maj 1933 .
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Carina Ari omgiven av sina dansare och elever p& Opéra-Comique
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s kul-

s hade varit 20-talet
d Ballets Russes och Ballets
1édois och alla “...ister” som be-
ymmerslost omgett dem. Det av
“manga anade kriget sdnde en forla-
mande iskyla framfor sig 1938.
Artist- och modell-leden glesnade
pa Café Dome. Bara baletten markte
justingenting - inget forran efterat.
Musiken till Cantique des Cantiques be:
des fran Honegger, slagverk mest. Som
'skéna Sulamit behdvdes en skicklig dan:

‘att bortse darifran och réra sig "frit
suellt och efter eget skon. Lifar kunc
hitta nagon annan an Carina som ha
‘dessa kvaliteter. Han utarbetade ko
n pa ett ungeféar. Det var hans avsil
han ensam skulle improvisera for att da
ed vinna en sarskild spanning, ett skap-
andets 6gonblick for 6ppen rida. Carina
anade inte detta. Men i deras stora pas
de deux boérjade han goéra helt andra
rorelser an de hade repeterat in till-
“sammans. Vad skulle hon ta sig till?

“Man kan ju inte bara sta dar beglodd

av publiken!” Med dbéden i hjartat
‘koreograferade Carina sjélv - bok-
stavligen pa staende fot - som
kompanjemang till sin moatjé
efterhand som en strid om

n kunde vara mest expres-

iskhet och musikalitet
‘ingen sl& Carina. Publiken
ade och pressen var idel
solsken éver dansésen - nagot
mindre over dansoren. | alla fall
vann Lifar pa kuppen. Cantique
des Cantigues gick till historien
som ett av hans markligaste
verk. Efter atta forestéliningar
A hade Lifar fatt nog av koreogra-
fisk tvekamp och lade ner balet-
ton
5 Annu en gang, i mars 1939, framfor-
B de Carina Ari sina "Scénes dansées” pa
Opéra Comique. Det var hennes svanesang.




Stockholm 1936: "Eva“ (Les Métamorphoses d'Eve), Operan, koreografi Carina Ari. Fran vanster: Britta Appelgren, Karl Gustav Kruse, Elly Holmberg-Trapp

1933 och 1937 upptradde Carina Ari i
Stockholm med “Den tjuvaktiga skatan” - en
egen koreografi som hon sjéalv dansade.
Verket var sarskilt krdvande eftersom det
innehdll mycket taspetsdans.



1937 i Stockholm
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En domptor till man

Avskedet fran scenen ar den svaraste tiden i en dan-
sos liv. Det ar mycket varre an for andra konstnarer.
Carina var ju fortfarande sa ung, bara lite 6ver 40, en
kvinnas basta alder, men det ar fullstandigt normalt
och oundyvikligt att musklerna gor uppror mot sjalens
behov av att dansa.

Carina var extrovert och exhibitionistisk som alla riktiga
danskonstnarer. Hon hade for ldnge sedan lart sig ett
kunnande som blivit ett med hennes natur. Att dven fa
vara medelpunkten for tusen blickar, harska éver publi-
kens kanslor, vacka, férféra man saval som kvinnor, unga
som gamla hade varit Carinas hela vuxna liv.

Nar det ar som bast tar det abrupt slut. Det ar en for-
smak av doden fastan halva levnadstiden aterstér. Carina
skulle alltid rygga tillbaka for blotta tanken pé att do.

Det ar en tid nar dansaren ar ytterligt sarbar. Man har,
kanske mest av allt, behov av en makes karlek och om-
sorger. Detta hade sedan en tid glidit Carina ur handerna.
Inghelbrecht som aldrig under sina tva éktenskap varit
speciellt varmhjartad drabbades vid narmare 60 ar av sin
forsta passionerade karlek - till Carina's basta vaninna.
Carina hade sjalv haft 1att for att bli nyféralskad och hen-
nes valkanda "affarer”, en del korta, en del langa, ibland
flera samtidigt hade inte det minsta generat Inghel-
brecht. Han refererade ibland i en dverseende ton till Ca-
rina som sin dotter (vilket hon ur alderssynpunkt kunde
ha varit).

For forsta gangen blir Carina medveten om vad ensam-
het ar. Hon flyr det mondana umgéanget i Paris och reser
till en liten sémnig lyxkurort, Aix les Bains, intalande sig
sjalv att hon har muskelvark (det var psykosomatiskt mer
an verkligt, hennes hélsa var robust). Som vanligt har hon
inga pengar. Hon har aldrig behévt betala for sig, det
fanns alltid rika och frikostiga vanner till hands.

Sa ocksa nu. En vaninna bjuder henne till middag pa Aix
finaste kurhotell. Carina skrudar sig (med sin speciella
skenbara enkelhet, &gnad att vacka uppmarksamhet) i en
helldng vit klanning och en liten réd bolero. Hennes entré
i restaurangen ar magnifik. Kyparna tappar hakan och
nastan faten. En liten trist gentleman vid ett bord tappar
totalt koncepterna. Hon ar snart hans gast till middag.
Han ar fértegen om sig sjalv. Holldandare, hyperintelligent,
van att befalla, men just nu chockad av att hans hustru
tréttnat pa honom och férklarat att de skulle skiljas.

Herr Moltzer &r farglés, kort liksom Inghelbrecht, men
valvaxt och muskulds, med ett stiligt kraftigt huvud. Han
ar fortegen och mystisk. Carina underskén och aningen
yppig (sen hon slutat tréana), uppriktig, humoristisk, sen-
suell och generds med det enda hon har kvar — sin kropp
och sin sjalsstyrka.

S& tedde de sig for varandra. Han frdgade henne om
hon ville resa med honom till Sydamerika for gott. Gifter-
mal kunde det inte bli, &tminstone inte pa lange, for ex-
frun hade fatt vittring av att den ratade mannen funnit
ny lycka. Skilsmassan drogs ut pa tiden for att straffa
honom och blev dyr.

Forst 1942 stod bréllopet Jan Moltzers tredje och Ca-
rina Aris andra, nu helt lagliga &ktenskap.




Under tiden hade Carina gradvis fatt mer och
mer vetskap om den nye mannen i hennes liv.
Han var son till en holldndsk industrimagnat
och hade arvt det gamla nobla alkoholféretaget
BOLS. Moltzer forutsag ett krig med Tyskland.
Kanske var han inte arisk i nazistisk mening. |
alla fall tog han med sina basta verkmastare till
verksamheten i Buenos Aires och kunde déari-
fran under alla krigsaren leverera sina akta,
berémda drycker till den fria varlden, nar indu-
strierna i Europa var forhindrade. Hans tva
séner omkom under Hollands ocku-
pationstid, medan en av
dottrarna forblev hela livet en
nara van till sin styvmor. Med
Carina fick han inga barn,
men val ett tio ar langt och
mycket lyckligt aktenskap.

Carina trivdes med en

domptér till man, hon 4
tyckte om riktiga virila kar- BOLS
lar. Moltzer var inte sarskilt

rolig men han var god. Han
dlskade henne frikostigt pa
sitt statliga satt. Overéste
henne med dyrbara smycken och palsar. Tvek-
samhet talde han inte. Var de i en affar och
Carina péa kvinnors vis tyckte halva ndjet var att
prova sig igenom butikens lager, avbrot han:
"Vill Du ha den Du har pa? Annars géar vi bums!”
Snabbtankt larde sig Carina att for sékerhets
skull sdga ja. Hon kunde f& en pals till, om ett
par dar, ifall den férsta inte f6ll henne pa lap-
pen.

Carina blev en storartad vérdinna i Moltzers
herrgardsliknande hem utanfér Buenos Aires.
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Carina var naturligt teatralisk, primadonna
ut i fingerspetsarna och samtidigt med en
fin, lagom anspréksléshet och lattrort
hjarta for andras bekymmer.

Jan Moltzer avled 1951 bara 68 ar
gammal av en hjartinfarkt. En stor del av
hans férmdgenhet tillféll ankan, mest i
form av aktier i Bolsféretagen. Carinas
sorg och saknad var stark och &kta. Hon
var 54 ar och faste sig aldrig mer vid n&-
gon man.

Buenos Aires, 1968: Fiesta de los Gatos - "kattfesten” pa fodelsedagen for katten Pousse-Pousse

Efter makens bortgang stannade Carina Ari de Moltzer i Buenos Aires, dar
hon fatt ménga vanner och var centrum i ett intensivt umgangesliv. Vartan-
nat &r brukade hon komma till Europa. Hon behdll sin vackra lilla ateljévaning
i Paris och kraftsasongen var obligatorisk i Stockholm, ibland tillbringade hon
ocksa en del av sommaren i Sverige.

Dansen var ju redan ett slutat kapitel. Som mangen ballerina ké&nde Carina
lust att skulptera for att f& konstnérlig sysselsattning. Hon studerade bland
annat i New York och lyckades bast med portrattlika byster, mestadels av
vanner. Hennes stora huvud av Dag Hammarskjold ar det mest framgéangs-
rika, det star staty vid FN i New York och pa Uppsala Slott, dar han bodde
som ung.

b




Carina Ari instruerar Annette av Paul
och Bjorn Holmgren p& Operan 1962
i "De favitska jungfrurna” .

Carina sjalv dansade koreografin vid
urpremiaren i Paris 1920.



Medaljen

Den forsta stiftelsen som Carina Ari
grundade i sitt eget namn kom i
huvudsak att verka som en 'medalj-
stiftelse' - for att hedra fortjanstfulla
personer som framjar den svenska
danskonsten.

Hon utséag sjalv Birgit Cullberg till dess
forsta medaljor 1961.

Medaljen ar formgiven av Carina Ari och
forestaller henne sjalv i en pose ur
hennes koreografi Dansen for faglarna.

(et

.
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La danse pour les oiseaux, 1925 (Dansen for faglarna).
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Medaljutdelning i Stockholm 14 april 1969: tre medaljérer och en stipendiat (Jonas Kage).
Fran vanster: Jonas Kage, Dame Margot Fonteyn, Conny Borg och Niklas Ek. Carina Ari i mitten.




Donatrix

Sanar som pa ett par personliga vanner i Stockholm sen
forkrigstiden, var Carina markvardigt obekant i sin fodel-
sestad. Tjugo ar hade forflutit sedan hennes dansanta
framféranden, men ocksé ett varldskrig, en tidvattendelare
av stora méatt. Dansare blir fort gldmda, kanske for att deras
yrkesliv ar sa kort, att de slutar sé relativt unga.

Det behdvdes en hel reklamkampanj for att aktualisera
namnet Carina Ari i massmedias medvetande. Men sen
detta val gjorts har det blivit stérre an ndgonsin. Hon upp-
levde med djupt ndje (och sin speciella humoristiska skep-
sis) att bli en superkandis. Det var faktiskt inte svart att
astadkomma - hon var s& charmfull att ingen som hon
traffade kunde glémma henne, och det gallde inte minst
journalister.

Carina brukade saga att de pengar hon i tonaren fatt till
skanks och anvéant till studier hos Fokine, var hennes livs
chans. En liknande ville hon ge sentida kolleger. Carina un-
derskattade ingalunda de svenska danspedagogerna, tvar-
tom inneslét hon Danspedagogférbundet i sin omfattande
valgorenhet. Men dansen &r den mest internationella av
konstarter och det ar en verksam stimulans fér nya utdvare
att komma ivég och se hur det dansas i andra metropoler

och aven f& préva pa dansskola i utlandet som omvaxling
och komplement.

Hon inrattade en stipendiestiftelse. Vanner av danskons-
ten etablerade en fortjanstmedalj i hennes namn, att ges till
personer som “hedrat svensk danskonst”. Carina Ari-
medaljen har sparsamt utdelats med bérjan 1961.

Sverige 4gde redan ett varldsunikt dansmuseum, skapat
till Rolf de Marés dminnelse. Carina fragade mig vad man
kunde gobra av liknande slag fér henne. En institution som
skulle komma danskonsten till nytta, i all framtid och bara
hennes namn vidare.

Vad kunde vara viktigare an ett stort bibliotek med littera-
tur om dans fran hela varlden? Hon beslot inratta Carina Ari
Biblioteket, idag Nordeuropas storsta i sin genre, ganska val
forsett med kapital till ink&p och skotsel.

Carina hade inte en enda riktig slakting. Ingen fanns pa
modernet och faderskapet hade aldrig klarlagts. En av de
senare gangerna hon var i Sverige fick hon kallelse fran ett
sjukhus i landsorten. Hon traffade dar en gammal man pa
hans yttersta. Vad de talade om bevarade hon for sig sjalv,
men de narmaste vannerna trodde sig forsta att det var
hennes far, som tidtals bott i hennes hem nar hon var barn.



Carina var livradd for déden, men insag att ndgot maste
gbras med den formdgenhet hon skulle efterlamna. Ett
testamente maste upprattas med bestammelser av hennes
vilja och med s& hogt stallda garantier som majligt for att
allt skulle besta i evardlig tid. En av hennes basta vanner
var justitieministern Herman Kling. Under hans 6verinse-
ende formulerades testamentet av den skickligaste jurist

han kunde utpeka. En ny stiftelse inrattades for att sta redo™™ -

som hennes universalarvinge. Carina Aris Minnesfond &g-
nades tre andamal: att utge stipendier till unga yrkesdan=
sares forkovran genom utlandsstudier, att stddja aldre for-

tjanta danskonstnarer inte minst vid irékad sjukdom, och
slutligen att uppmuntra forskning inom danskonsten.*

P& hosten 1970 rékade Carina ut for ett larbensbrott i
Buenos Aires. For lakare ar det en relativt ofarlig handelse,
men hennes motstandskraft var minskad av aldersdiabe-
tes. Hon opererades men séret ville inte laka. Efter en lang

kamp gav hennes starka dansoshjarta upp pa julafton 1970.

Hon vilar vid sin makes sida i Hollands naturskénaste kyr-
kogard.

Bengt Hager
(1916-2011)

Bengt Hager - forfattaren till denna biografi - som just
mottagit medaljen for framjandet av svensk danskonst 1966,
i en 6gonblicksbild av varme och gladje med Carina Ari.
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* Uppgiften att férdela Carina Ari Medaljen togs
over av Minnesfonden ar 2016 och blev darmed
stiftelsens fjarde andamal.
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Texten skrevs 2006 av professor Bengt Hager for stiftel-
sernas hemsida. Denna onlineversion dversattes till en-
gelska, franska, tyska och nederlandska. Oversattarna
var Nordén och Berggren HB (EN), Olivier Mannoni (FR),
Wilmy Perridon (NL) och Michael Schmidt (DE).

Den foreliggande versionen har kompletterats med foto-
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som PDF ar 2025 i samband med hemsidans omgestalt-
ning. Vi tackar Dansmuseet for att generdst ha tillhand-
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