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ABSTRACT

This dissertation on the work of the sCv.iogr phet * fot %=
Ballet Russe traces the development and Innovat :ve aa igu
of the Russian artists working with Diaghilev during the

1909 to 1914 Paris Seasons .

The work will seek to expand upon the following aspects in

regard to the development o‘ the Ballet Russe.

The role of the early Russian Art Movements, © -
well as Mir Is kusstvin the formation of the

Ballet Russel1s scenographic concepts.

An historical-analytical study of the development
of stenographic principles from the f'rst opera
presented by Diaghilev in Pari* during 19083 to

the final ballet presentations of 1914.

Comparison will be made between the 'painterly'sS
and the 'plastic'6 schools of stage designers,
showing how their combined ideals led to a

renaissance of stage design by 19 14.

Owing to the very nature of the presented works, especa'ly

those that formed a uni fled-,esthetic decorative-expressive

Gesamtkunstweri , symbolic statment, four separate discip-
lines have been taken into consideration:

Choreography, Music, The Fine Arts, Scenography.

In order to elucidate this interdisciplinary format a

Glossary is included at the end of the work expanding on

areas that have not been discussed within the text.

The innovative change-. in thr area of scenography are_t_he
only aspects handled in depth in this dissert at ion. The
role of the musical compositions and their applicability

to the visual stage picture format as part of the formation

of the complete unified presentation have not been discussed
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in detai Some of the musical scores were more innovative
than the presented cenography as seen in the ballet Lc
Sacrc du Prin temp However, when existing musica
scores were adapted tor ecific works, as se®® in the

ballets SchJhdra/ade (19 ). Carnaval (1910) , L'Apré&s-midi

d1un Faune (10121 and I<+ ©d d'Or (191*0* a certain unity
could be found in that the musical themes and those presented
in the choreographic a cenoctraph ic context were o a

similar ambience and m

On reading | rs for the
Ballet Russ< aks t and
Beno Is, who one another,
often wrong ir letters and
manuscr ip ts t has been made
to verify ai tat
The author! dissertation,
ar ray , and Benois, A
Ballet Rus ed by the works of contempo-
ary European artistic r ts.’ This is gross mis-
conception and this wori out to delineate the influ-
ences of European artisi re and styles on the design
works of the Russian ar Thr early works of these
artists reflect a knowl< the Jugendst i1, Art Nouveau,
the Nab is, the Impress# and the *auves. These
aspects have been discu 1 the text. This s
especially pertinent as 1¢ artists working during
the 1909- 1911 Ballet Ru i.ons were involved with the
pub) icat ion Mir Isku t agal/ine pub! ished

d avant-garde European

trends in th- field of F Art Therefore, European
influence was exerted < the R n artists* work and
this is discernible in their scenog ragthv for the Ballet
Russe .

Further more, incorrect information often occurs rega ding

illustrative material. For instance, Beaumont includes
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sketch illustrations for Le Sacre du Prin,tem£S, P flH S|
i i ; : in
Igor, Les |:,g,p|1lons and The Firebird, which were
Therefore their
fact, executed at a ater date.
i d have either been
Va||d|ty and accuracy is doub tful, am

invalidated in the context of this work or have been

included with appropriate comm®"t 3s to their authenti-

city. in many illustrated works the dating of a
particular design varie The author has attempted to
justify the inclusion of such design. heir correct
historical ¢ te These conclusions a arrived at
from a comparison f the wor ind their stylistic
similarity with otner ion1 e ecuted during the same
per iod .

Host of the manuscrip ten on the Ballet Russe and
theatre design tend to ue ,er-indulgent in prose style
as well as generalised in ifor'ition. Therefore, an
attempt has been made to ust inly the relevant quotat ions
and to expand on the actuai innotat ions o* these
document s . An if translations there is a
variety of spellings fferent Russian 'propet
names due to the use irillic alphabet. Therefore,
a consistent way o he.e names has been chosen
as derived from the t -0 usage in the Eng1ish

language,

Finally, regarding later ballets presented by the
Ba'let Russe, there very little pictorial evidence

i been noted in text
remaining. When thi it has

and subsegue Nt evaluations have been edified according
to the informati N (both bit toria ! and critical) which

remains.

The scenographer for the Ballet Russe did reform the
concept ot s ni< design, not on1v for ballet presenta-
tions but in ail area > scenogt aphy. this aspect has
more often than not been ovt '!ooked by writers on the
subject . The general concensus of opinion is that the

designs were merely wonderful decorations. This
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ABSTRACT : FOOTNOT i
The between 1370 * 19
The group formed Py artists, writers ar musicia n
in Russia during 189S-190* to liberate the Arts,
as we 1 is to intr ontemporary ideas and
ideal s i the Rus ian pup'!r

Opera Bor is uodunov.

Ballet Le Cog d'Or.

graphers who re the painted
ctur format oscenium arch

6 The 7ogra don Craig and Adolphe
Ab11 iat the stage should be a

relating the actor to h

Me
Art,
urd'’
pagi
he n Russian
'the first
Russia.
Deslg: Ballet,
page i
Diaghi d resolutely nationalist in
his ta age Design, ... he might employ
Jean C an artistic antenna to keep him
e latest events of the Parisian
avant-gardc; nowever, Diaghilev made no attempt

to use painters ©f their ideas of the Post-
Impressionist and Fauve Schools' formula.

Ric- T. T. A Coni ie History of Russian Art,
pag:+ .
artists usi d exciting colours, and because
his they ar: often described as Impression-

or being nfluenced by these artists, yet
were not a all interested in the theories
he French p Inters ... 1
bec durnon t Fivv Crnfuries of Ballet Design
page 125 1e Sacre 3u Prin temps.
page 111 The firebird.
page 109 Les Papi |l lons.

agi 0G PrTnce Ilgor.
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In text the terms plastic and painterly will
used as describing these scenograph.c styles
and, therefore, inverted commas will not be

used .
Li even, P. Birth of the Ballet Rus®“e, page

23



INTRODUCTI ON

i i 091 and
The Ballet Russu tirst appear.; n Paris in

. . ess ever
. a popular, social, and theatrical suet
sustaine

. " From its formation it had an impact on the theatri
since". z

iti formative
cal and decorative arts. Its position as a

influence on pu'ii *ast the art-, remained virtual ly
unchallenged until q * he Swedish impressario Rolf

de Mare founded the oali

h .
The activities of Russian arti as scenographer during
the immediate pre-war y* ars hd not, as yet, received as
Wi uropean colleagues at work
full attenti !
>i*n in the available
durina
interest is revealed. Thus,
literature, a eat r
ribut ions made by the sceno-
further inves
if 1Q0A to 1917 s
grapher* for

warranted.

. n for the Ba1let Russe have
The post- Fir ;t World Wi
b t ey examIned h he literature, and the contri-
een exte ;€ 1
but i df meijor figure as Picasso, Mir6 and Braque

ut ions
assessed icir dcsignis ge ally being considered to be more

11

exerting In roncept thain th Jreduced before 1914,
i the* coftention htrre t although the contribution of

is e

ti st sueh as Pica’ I Braque, are considerable and
arti sts,

. nm<nt the historical importance

even overshadow earl icf dev

of the eariier period (>f de idnerS for the Ballet Russe should
not be ignored . Throw:jh an nation of their designs and
aestheti ¢7 motivation it ca hown that they created an
innovdtivc framework I9r sc nog raplﬁiF< development, and that
without this frdmework thc iecond phase f Ballet Russe
design conce pts (1915- 19?29) >u1d possibly n(! have taken
n1ac<a. The tficsis is that the designer! for the 1909 to 1914



The



Onl recentl
their re iationship to 'symbolism y y
; 1 The
has this relationship begun to be examined .
R i artists working for the Ballet Russe during
ussian
the 1909 th 19 1% period, were a1l symbol sst in
st decors
impulse reating lavishly painted Ymboi:
for their ballets
That through th of the G Samtkunstwerk
i t tAur ser definition being
theories, symu 1 "
accepieu# thi incent o orrespondences
ograph as
and the ¢ tempora:y theor:t graphy
formulate by the plasfti 4 Cchoo1 of designers; a
; as innovative, vibrant,
see nog rap emerged which wa
theatrical.? It will be

th Bd ¢ K product ions (1909-1914)
e
aesthetic movements in
heat re arts which
nraohic developmente
painterly in
The Ballet Rus ¢ Th
age . e
their technica hich th
+n whic e
term painterly
nted canvas surfaces.
for mat of the
i chool of
This differs ° rography he plastic
dge format as a
des igqnc ts who
\ levels and
sculptured fo var ou on true Y
u the term Painterly
three-dimensi .
( . iteratur noqraphy) cou’d be applied
common 1y use
he history of theatre thit used cut-
to ar an 1
1 . anva: r legs and borders # The
out ain owl :
» P . Santo Loquasto, for example,
leading American ¢ designer
claims;
| express soute the pain terly tr.adition of
stage design becau it offer PPortunite ror
person press 1on (i.e. contro1) Because
; alnter 1 for
the tradition ol stag® design washpfrom o: (th
intur there was alway i) mu< M )
) hmd on stage The translation fiom
des igner ’ t just an enlarge-
design to physical setting was no Ju . gl
i t it nuch a personal express ron. n
itie n H 1 was very



real 1y do.

id translate their works
he designers for the Ballet Russe
and more importantily ,
>nto the larger format of the stngq
Z n Z L I" “ 'toT.c'd-Ln?ion, or A

alSo striving for on in.ograted design format which
Incorporated the painted set with the costume

des.gr, ,n
order to formuiate a unified

pictorial statement.

e.amining the development of the painterly schoo, of

stage designers it can be ascertained that thei,

contri-
ve imminent |In the field of contemporary
'00 7 ! ;hec result of a re-e,amin, lonof
|
rE IE IE :
]
,nd is, wusually executed through
tion. This decorat .or. =——-
in the case of costumes,
the technique of

painting or,
d mot if s.% Designers worked
the use of appliqudd or print

of the traditional ballet format, but
within the constraint

reated anew harmonic resolution of the components which

up aballet production. Before>900 baile. destgn was

inconstant
ieneral 1 ypresented in a form,..

tn,»>
The progression from incon-
ballet design stag. letu

The I, methods of achieving such a unity differ, but are com-
parable to those used by the

plastic school of -enographers.

through



to a r-gnaissance o1
The synthesis of their

concepts le

stage design by '9' !

rtant
Th i mrenaissance’ of stenographic principles is impo
i
on.ained aspects of presenting a designed product,on
as it c
in ,hich the elements were visually unified. Unity was
in whic

. requirement as far as aesthetics can be applied
the prim

Without a unity of

concept that involved
to stage desig

dcor and properties, the visual and emotive
costume

. t of the stage picture would be negated. A ded to
i mpa

thl the stage area had to fulfil Us function whilst the

periormer could neither be hindered nor submerged by the

ddcor, costumes or properties. Without exception sceno-

. . , unified concept, must
graphy, a ten- which presupposi X Arictotel

Acceptin t e ristotellan
and had to be primarily vital. P g

f ; r heart of
principle Wiiich state that a tjon is tne veTY

th L 5ense of the word but in

drama:- not action i" e cruo

rmanc rcti NS responsiveness, change and
the sense that per,qfmance cti

..ed a ranging from a quiet,
movement, when broa 1y conceiv

steady flow to abruj |f radica? evolu't "T“' For e)fample, .ln
nature a tree tre t and sway it is a dynamic organism.
A setting, there-for ° cannot be iuted naturalistically,
because th»sc detai o @f nature inj ot he slavishly imitated;
th I tting' mtain hi» nt of theatricality.
us, a se |ng .
Theatriculity in aestn*t i ,ty1( in lts. own right, as
are Real ism, Roman't ind Absurdi which are also con-
id g ’ e e genres Theatrical ity 1is, however, so
side re as ae sthe ti .
s 18

integral a part oi ill theatre that each of those style

N ted 1rTombination with the other. It is,
usually presente
therefore includ ’d in th i ji, ertation a >nv of the basic
theatrical assumpti ms.

Theatricality implies exaggeration

h it onsldered an essential factor in
owever i is .

’ i jned under the
all theatre roduct ( and is del
. P . r magnificat ion und®f control.
ideal of c<aqqcrati

. . and a such receive
This can at times

negative
be overwork*'

. . the word maqnit icat ion would
comment o' connotation. Using



s( be emphasizel,
the stenography mu

uen Therefore theatre is or
li iis content,
' ,0 succeed in -'imulat-
than life if 1
ind expressed m a
be Interprete
1 mu s
hi theatricality could
Thu scenoqraphic
on the art
ions and deUbenUA?*tAUo*r. P
TfT form . rrhat 1. fhe physical=—-
iv 1
rcus 7 o« '« jn ;:a9: s
t =f o> env,roome .
c rhr. artistic genres implied.

use theatricality and

of the Ballet Rus
as any terms can come to

on which are as clo
ographic effects they wished

JO the fundamental sc
avoided both total i1lusion

Th't meant that t

;%
=mag nation ’ les in their stenographic
mployment of 'symbolist' princip
preferring to reinforce
1
S [ i ! g g



the
reinforce it, thus creating
but rather combine anc
drama k idea was the
stwerk. The Gesamtkunstwer
perfeet Gesamtkun that the settings
prime objective <>f the Ballet Russe,
olve, co-operat md be in harmony

and costumes shoul4d =

with the

. . S: enog raphy wa
choreography scenario ar mu s i
a container but in itself
not totally a background nor ev-
>n.,,t that became integrated with every othe
a dramati .
_ roduct ion thus forming an
expressive element o
expressi ve-decora tivt tat
tefor® 1900 mcny of the cenic
In the hands of the designer ’
some ana would cat
elements were extraneous 11
I I ndi it sometimes happened
attention to themselves | R .
et u se, especially
that even the designers for th
e complete success
Benois and Bakst, were unablU . .
2 However, in thi
. . ratin the stage ic
in intéd g g P the imagination ani
: Hue tion
P ; f the i
majority o on|v to add sceno-
d f their meoium
command o e it with the* ana
h the other elements, bu* '
graphy to I, above al1, theatri
a total artistic, dra"mt'c an
thus form ikin i those formu-
L This vision wa - very much
cal entitj . R signers, Edwaiu
he piagf"{lﬁ g.chgol Ot st3Q* (
.a f1862-1928), who
. (1872 -1966) and Adolphe Ap
UofOOn videy . . lion of A“cenography
. ' eimo time towards a
were work inc T ideals were combined with the
direction or
., to formulate a complete
5ceno<t rd1
Ballet Russ< cture which, because of its
at ion -
stage pre se at lvc -express lve elements,
unity, func coaiityi
y termed the epitortH¢ of Gesamt
rL that
presentc
kunstwer 3
. C more successful
Added t ¢ < thi theatr: 1 unit, th
e o 18
rd Inherent emotive forces
designs were alwa
9 y . f.(*linq" or Meyer
atn 1HCI<‘r
(Lee's and Buber's
hold's "imagination
I be hown how these diverse
In the following chapters it wi
Ballet Russe production ot
elements were integrated in the
hown how the Ballet Russe
1909 tc 1914. It will also he



. red with the
in stenography, compa

ana

Of pictorial representation.1

hv of the early designer, for the

Ballet Busse
The stenography

P . » ian
|
stenographic endeavours could !> brought t
with°ut - — — LA the Ba,,et
the designs by Pica Mirs, l}E*araqul

occurred
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NOTES

had brought

ballet performances.

McQuillan, M: The

Battersby, M: £

Art 1890-
A, wiH b
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Me Qu i 11an

th opera Bori s Godunov to
e Juid not be equated
presented
Painte.r_j Ballet, page 18.
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within
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Scene%graphy is a term wileh

slag € des
unity of
cost umes
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refer on1
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term
esign
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y to the

desig

zance being taken of th
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Clarke, C.
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elements,
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has been applied to
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n scenery ,
e total

in this
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(Design
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Such as opera. plays and musicals.
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Elements such a colour,shape, form
rm an expressive
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Theatricality 1is defined in this

Chapter.

siiurrsi'’cMinidainht *® ' t:1y.b etic
American Designer

Aronson Arnold. Contemporary - . |
’ . an echnology,

Santo Loqua ‘sio, Theatre Des ign

Fall 1981, pages Z4-z ballet
. I h . ,Qn or’ a e
As will be note 'na the discuss

designs in this thesis.

i for Ballet
Crisp, C. and Clarke, M, Design ’
page 10/.

CL,. And attempts to formuiate
Appendix One dmscu> use of

d ms c "function"”
worki ng definition torl_ d t©° this dissertation.
and "aesthetics' as e

app
23 .
L Th, Birth of the Balle“au”.. Pa9=
ieven,
Burian, J. t
page 8. Adapt mg.; sVOb(z'-ztnoqraphy as opposed to
argument concerning
stage design or d“cor. 8
' Th .
Wright Unders tanding odav's eatre, page
’
Prentice-Hal', America 19/2.
ling" are included
Imag mat ton "Emoath n Agppendix One
the iscussion of ae heti )

Discussed *u’»y Chapter One.

Exdwp1es be inq .
Benois: GiselU

::::::;.d ,m Chapters O-e. Three, Four. Five and

o f 3 iiscussion on these aspects
ne or .

See Append of "aesthet ic .n this

ss related to the us, that led to
dissert at io the Ballet

a decorative expressive statement on

Fus si lographic endeavour.

. . . Two.
Discus d in detai1l in Chapter



CHAPTER ONE:

EARLY TWEN1 11 [H

1"

. . ihi' discussions () f thiS Ballet Russe
Prior to commencing
: : : of balld, opera
scenog raphy and tnn stylistic qualitN
. >re 1909, it is necessary to
and theatre in genera’'
P rtation o1 this
consider two divergent sets in a d
. . . rtif»cially
nature : that o ,eeming too arbitrarily and af e e
1 bl eatr ica
restricted in sc le for the gt rat pro | te tn
forcibl tangent 1a ° e
lity," and that of meeming t : y 9 k
. . Atemporary art movements to
problem and relationship o’
. . ussion of an aspect of the
scenog raphy A simplist
theatre may lead to partial 1ty
rel ation sh i| between ar
, r survey, however , may lead
nd a dis urtee
e major thrust of this disser-
to diffuseness, There
age design, the development of
tat ion ill be the study o
rought about by the designers
a new mode o' sc6nograph/
rons ideiat ion o1 the
for the Ballet Russe, and a
id Russian arft had on
influent € that contemporarV European
the de r or the Ballet R
the nineteenth and early
The European bal'et comp@n?
. structure within
twentieth centuri suppl led an off icia
Certain themes
. . Innmrnt took place
which an internal
. the bureaucratic managemtVnt of the theatre
were imposed b
. . ted or rejected, and certain
certain designs were acc«f
d . listed or passed over.
esigners were
. . . viithin the parameters defined
The packaging of this topi
. cia1l theatrical vnterprises
by the contingency d' Co1
location from the general theatrical
tempts the hazard of d+
. 3 therefore a brief hi torical overview of
aesthetic genre
other theatrical for | be tudi
: iods of approximately
In scenographir history cmfing the per
seems to su | an
1880 to 1910 only the Russian theatre PRIy



b 1ok in continuity of inte ractions between
instance of un '

see Nography and tht at ri cal Presentation This occurred
in all aspe<:ts of gqheatre production (s®! palntlng,.de5|gn,
sot ing and scripl ar 1ibretto writing), between artists and
the theatre , »rom thr 1ate 18801s into the 1920's. Ties

bet ween tor emesst pa1nters and the theat '€ had existed in

e -

cudsia sinee Favva Mamont ©V1s Private 1)uera productions
u

at hils Abran»t*'eVO theatr t- of the 18801

; Wagner ian uern tkun twerk
The synthes sm and vafiant g
theatrical enter

contributed to the piq u)tioi-

. . . L > talent frOm
prises combining the work o piat titiunLr,
several arts. 1t should be stressed that the focus o, , S
d.ssertation will be to illustrate how the Wagnerian concept

. b th d i f th
of Ge amtkunstwerk w3$ ui’-lnll* « ¥ e estgners or e

BalTT'Russe— ormulating a funct,ona,-aesthetic statement

) s readi'y umented, for example,
in scenograpn
we rk in a
Mamontov ai?piuycu m.
dqV raa (87 when he
letter to his cousi,

stated that:

. mra productions as
; :no?:’dm:“scl:)n:: a simi | r manner.to Whicr-‘
Waaner forn?u *d reductions his theories
should also be frst to you.
i the BaHet
Diaghilev,- when pre nting hi tions tor
Russe, echoed these nt iments
. special it
;r1o0, my
I am not a prott lona
is to make painter ciins, poet?® and dancers
work togethipr' i runion ¢ unffied work of
art will ernerge.
Th ¢ 1 by Diaghilev, have a direct
ese concepts, a
18 13* 1883 theories ot
para l lei with Richard Wagner ( )
Gesamtkur. iwerk Wagner' theories of G- “amtkunstwerk
; of articles in
were formulated and s'at' | a scrie

i i 18 49 and Opera
The Art-work of th<- futur< 1qquPlished ‘in )

and Drama (arti Its | and Il 1890-1855)
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The ideal was to create

out Europe at that time (ca. 'S49-1883>. ‘-e area of ope.
presentations the Gesamt kuns twerh ideal which incorporated

unifying of melody, libretto

and action was partly successful.

However, the entire concept did not Immediately .nllu“nce
stenography. The cause of this was the use of .tage era S-
men who were trained in the illusionist or so-called Ita .a
Theatre design tradi’ ions,

Thisé design tradition dominated commercial and state theatri-
ca’ presentations throughout Europe. During the latter half

of the nineteenth century the stage uusignr s for opt

pallet and the theatre

were directed towards the reconstruc-

tion of 'appropriate scenery'2 within this

framework,
typical designer, working in

European and Russ,an state

theatres,” would have

S 111 a

of arbitrarily arranged objects.

| [ ]
111 .

| |
during the nineteenth century,
iramework of an

Host state employed designers,

worked within the illusionist perspective

Renaissance, been as
development of theatre as it

which had. since the important to the

had been to painting. The

ideal was to convince the spectator that the universe of the

stage was 'real'. To achieve this, traditional methods of
structuring space were used. These had been adapted to meet
the requirements of the stage and had been progressively
mperfected’. The most prolific European designers. Amable.
Chaperon and Bruckner,

were masters of perspective and



. . jesign,. based as they were on
t rompe» 1'0e i 1. Thei r

L rmous sur ace» °°f
. L < '
academic traditions, Were appliesi 1% 1.0

the cubic stage
canvas that were cut

out and set wup in
. . Italian design
iilust rated in M, Bruckner 1s
space, a |894 product ion o
L loauche sketch for Wagner's
tradition g . er
the use of painted
Loheng rip (figure n It shov
iv 110eil, decors
ti on canvas cloths and flats, t
spec ti ve of archaeological and
. sses and the accumulation
tive exc . .
. . . as well as virtuosity
. . Y inspired de'ai
pseudo-histor ica
, t is an almost perfect
. inq o appearanct
in the render
jnd failing of late nin&teenth
example of a M the fault
In th Jesign, for examp /&, the re
century stenograph !
h on the right, the
rostra and cou
volumes, such a " Id
. the left and the PEfformers, wou
constructed nich

. velumes on the
underscore the * > s of the point

Thf» s,- clement would be
drops. ’
canvas ats a!

. canvas drops or flats, giving
painted on

) : oective depth , without creaf
the illusion of 1 structures in three dimen-
ng the archito

. 1
ion

1+ this production would make
The presence or w per tormer

look incongruous and vice
ted scenery 1c
the monumental pa

ort 1y directors, such
P o cc ntcmpor ary
versa, According

, contradicti or
as Mev holt, the

bv tbe m lighting but not
ro onlY ma he cleverest technical
total | ,va1ed oy even t

9
manipulatior

evident that there
|n Bruckner's d, sign for Lohen”_i.n it

is an awareness O 1

th nroscen'um arch , which
the importance o1 e p , n by
. ch a way that it wa, see
framed the stage in su

e. an open window through
the snec tator a a 111" ¥

: : beyond the
which he imagined a ‘x’lorld extending
limits of the stage.)

: further space
> i i into a
Thus the central archwa with Its vie®

th their backing of a land-
and the windows on the right, wi

: sdace which in rality: existed
scape, imp;:ied an extende ]
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In opera presentation,

for the action end

allusion to tru

theatre. The singers

and vocal

setting on the stage
‘fourth wall’

presentation

16

Lh acted as a frame
the proscen.um ar

there was no

concept as gdund in realist

their characterisation
would proj

a due to

beyond this area.

M i th d t th
the necessity of firstly t owing ¢ conductor m €

orchestra pit, and

audience. The convention of the

differed in ballet

movement of ballet

secondly pit.

presentations,

are geared towa-

ting their voices at an
,[ourth wal 11 concept
Both the stance and

the frontality of the

proscen ium arch stag* nium aich ets the pline
and diagonals ot the
aq 3imst which the parallel a9
0 rue 11:red floor serves as the working
horeoq rapmv ar :
e made, and from which the
base arr
the condition of horizon-
ordinary human experience,
ich ballet ¢ in order to evoke a
wh ic alle str
into " . the freedom of
surmounting ot the
skimming and soari
as a transparent screen
The artificial ©pro
through which thies mages are ted at the audience,
This use of the pr cniurn pl31 lot to be confused with
Chi four th wati the real * thcatre . he foe h wall
two-way mirror .hrough which the audience can see, like a

voyuur Ballet'

the make-up of the

traming device for

Ballet
arts. It wa

functional

the set and costume

for (his

As with the other
ballet

the same period

k f f |
aspects, owing to the ,( ° orma

design™*,

- - he
scenograp hie 47ts, t

design is a consequence of the manner

,Jane is an integral part o1

. xrmonent os b3 let, as it acts as
visual <

the action.

paralied the other scenic

. : mt he tic and sometimes
ineonsian t in its ao ’ ’

unity in

There were a number of reasons

lack of wunity.

inconstancy ol

in which
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In opera presentation, the proscenium arch acted as a fraHe
for the action and setting on the stage - there was no
allusion to i 'fourth =-iall' com ept as found in reHis’t
theatre. The singers would prej —¢t their character isat ion
and aca1 presentation bey'ond this area. This was due to
the necessity of firstly tollowing ihe conductor in the

orchestra pit, and secondly projecting their voices at an
audience. The conver f the 1fourth wall' concept
differ' n ballet presentations, Both the stance and

movement of ballet are geared towards the frontality of the

proscenium arch stage. The proseefiurn arch sets the plane
against which the para and diagonals of the
choreography are true floor serves as the working
base across which the movement e made and from which the
body elevates, The floor plan the condition of horizon-
tality and rooted ordinary human experience,
which ballet stri in order to evoke a
surmounting of th intn " . the freedom of

skimming and soar

The art i or lane acts as a transparent screen

through which these image arc projected at the audience.

This u e of the proseen iu )» is not to be contused with
the 'fourth wall' of the real isst theatre . The “fourth wall
in realist theatre productions, s conceived more like a

two -way mirror through which the audlen e can see, like a
voyeur. Ballet s pros num plane is an integral part of

the make-up of the visual £ aonent of ballet, a it acts a
a framing devil' for the acti

Ballet dfcor luring the samé p iod parailed the other scenic
arts. It was Inconstant in Its a®Sthetic and, sometimes,

functional aspects, owing to the lack ol formal wunity in

the set and costume designs. There were a number of reasons
for this lack ol unity.
A' with the other stenograph $< art, the inconstancy of

ballet design is a consequence c¢f t.e manner In wh h
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lin.s the working area |lor

uric-ion>a| in that the dancer 4 could

prov ideti ddr.or . It must be

iroucn tné designers of the Ballet

IHCS bCLaMTi6 fynctional as weli as
he Advcnt of these designers,
exceptions, thi did not a1way
ving of Act Il from Swan take. (Figure
, executed for publicity purposes when the
premiered at the Bolshoi Theatre on the 70th

rua 877,2 thelack of functionality of the setting

lustrated. Inthis engraving the f1oc  SPace is

i i i Is. It was
Apresented as cons ting of different 1evi

ltsrupt ed by three- nunsional rocks and foliage forms,

;hich would have restricted net ional ity of the set

it would have hampered the dancers flow of movement.

P , t ti s hich Id
e.nother element evident in th liiu tratton, whic wou

. . . :ling, was the inclusion
>s:ruci the functionality of 9

¢ to the Iett of the stage picture, causing rather
.king problems' Although this illustration is an
of the scene and may inclu i few illustrative
which might not have occurreo |7 the actual set

>» surmised that it would genera v adhere to the

design concepts.

may possibly appear aesthetic in the engraving
b set would cause severe masking problems from
cwooint of the audience (due tc the tree form on

. Stk ;
ight1. Pr@sumably the fuined castle, itke, moun

nd flutter ing swan wou ld only ex ist as Ppainted forms

back-cloth and legs. These moti fs in d stage format

fove to be Vvisually static and cou 1d h.ive detracted

¢ genvra1 impact of th= taged concept It must be

red that scenogqraphy is an nphemicrat arft; the time

«i performance Is of a short dutation. Therefore,

W element Within the! d cor - such as the painted

> o0 frozen moment of time * wouild, over this time



span, prove incongruou

Another that

element

the scale employed

the scené'

i far
the

workshop

. the
original

by Daran Pal a

of this del ai

ageing,

for the

represent «

scene howe

il

hall.

In

dance of de

sketch of |

>Dhy ai

iho wa

Ru

or design. For
Inn would
hall in a
producing
artistic
were taken wit1
the stage 100k

sumptuous, but

cover
palac
the

purpoi

DScor, as can be set

merely funct iona1 an

enery wtre, how ve

about because ol the

functionality and the

For example, in the s

distracting.

s am
£ .
led to an onstancy o design was
This is illustrated in
1he dvco
m 292 ----- (Figure 3) . ShOWIng th<
eslgnen
Paris product i of Act M, d
Garn«er in Vot -« Che f1oor space
instruction or
0 be warped due I< : " !
ea is functional , roviding space
1fftd tn th is set n It purported to
( = , =, 1 Bavar ii>r.2 The
ast 1e
ind abun-
ine
ft CnOrco
the
1 in ballet
nee Peter Li
ir of the Bat1
QOO0
with 1t t sense of colour
le the representat ion o1 an
examp
hole stage as if it were a
rt' attention vas paid tc
n of reality than the
tht »nd great pains
the ai be ing
as deep as poss iblc. It wa
mere 1v function
illustrations, wa at times.
nary. The aesthetics of the
alway submerged. This came
noar
nf1i s arising between the
I required of the set tings.
r<a' 1
t of Co dl in, Figure 3),
econd a< PP (Fig )
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e as a
the functional aspect demanded a large loor srac
1 k - wo rk
dancing area for Swanhi1da, her friend the cioc
i and
toys, Coppelius and Franz, whereas the cenario,

Act 11
usually the Act 1 set showing the exte ©°F °f the

set demand a small inteiior sf n ; Ted tO 3 further
conflict between the realism oi detail indl its reconstrue -
tion on a totally unconvincing scale, us teadinig tci an
aesthetic breakdown between what was p >rtedly a resails tic
dfcor pr-eesseqnted on an unnatural istic s 31t The ideell of

L ; icess
present ing 3n iNtimate, scaled-down sc ie wa1 not sue

fully realised until Benoi de¢signed P<trijshtia (19114 for
the Ballet Russe ©Nnclosing the stage iti a faise piroscenid
arch and moving the cell see forw<ird, mad#ktns thieir topl

with the front curtain. '

A further aspect which led to nity 1n seeno-
graphic concepts at the turn tury was that there
was no one person in chage the en re design concept.
Thus the aesthetic wunity o* t stage icture was of ten
marred because of the tact th areas the designed
prcs€nli3t ion ws re legated t differ M era ftsmen. One
craft sman might ntrol the s nhic devi another the
painting of back loths ; a ¢ tumi&r wou uild the
costumes, a foperty-maker the *re €-Standing set pieces
and proper tie These craftsmen woY d st 1dom amalgamate
their ideas, which led to a prese"ta ion that lacked a

unity f coneedt and style.

. F rior t 900:
As Clement Crisp ¢ ijn ballet setting
The settings were a debasing of the istf)ii >
authenticity of the ddcor sought by earlier
ettings _were acking, in

choreographers, joun ~ pfove 5tu|tiy|ng gln
imaiina tion ant

extreme. The tradition of representation )
4«sl, ,,s wer.- ere ,ted a, cording to a_ for«udlU 1 »

house rather than involving
the workshops of an opera thei Caht b
exceptional dec orator in eir own rig . ibis was

to bring ballet design to a low <bb .?

. . . was also shattered through the introduction
Stylistic unity

f historical source material
of disc repanc ie n the ume o
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. . . . the
. . had been practlsed in stage design since
Eclectic ism building
desi 17720). This tradition was continued, as is
esign ca.
. . . the c imbini of class leal and gothic
illustrate
Lake Act I 1877
elements in the structure Swan ( )
set (Figure
t ui also anachronistic. The
Fur thermor<.
dr i the conventional short,
ballerina was a1wa
tyranny of the tutu, first
mejecting tutu.
L Iphid in 1832, defeated the efforts
worn by Tag1ioni 'N La
of designer at the Par Ope r » to dress the ballerina in
it aghilev who effected a change
historical
i ns of L€on Bakst (1866-1924)
through the
Eu a riot of oriental colour
_Wh__ ) then delighted audiences in
whicn iirsi Ev artmen of theatre
London and Par is treat ment of
(jecsiQn was v
rAtfume. #
Before Diaghsiul compan) Id effect a change, the
y the were dgeneral 1y decorated
costumes; ©€SpPcc
s Th the formula, with one
with figtired bo .
g t being j1let Cinderel la (1901)
possible ¢€eXxcep
As Peter Will ia
11 ura* both it and
the chore rather revolum
ppeat 1 have flowing,
. the dresses were tong ana
t|or:ar;/ ! unvent ional tutu; this also
instea c o *
dictated +« m real isti for Zvemen t
: of the tutu with
t ume <ould consist
General 1y, howtéver ’
app“quc-d decorrati thich fo owed a set pattern, as seen
, bal lerlna of the Imperial
in the 0stume
3 as she appeared in the
Theatre , Math i
; re 4). She was
ballet 1a Fill du Pharaon in 899 (Figt )
i tin tutu which wo
dressed in the onventlonal horq: ;fOl€c 9
p h ucd Egyptian motifs. No other hint vjas
decorat cd wit
hat th i from Am lent Egypt. This
(liven tha i
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Bibienas afchi

(fo; example, Guiseppe f‘al
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design ca . 1750)
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Furthermore, the costume

. in *h
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projecting

1832 ,

dress

tutu. In balri t the /

worn by Tag 1ion i in La Sy phi :e in

of designers at the Pat Opera 't

it

is

ev wh
historical was

f L£on

costume, 0 tagh

through the stume designt

exotic

riot ot
n delight
partment

bv his

who brought to
which first dazzled an
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design was
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K
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since the

buildings
Sepolcra“t;

as is

and gothic

Act Il (1877)

The

short

the tutu, first

the

ballerina in

effected a change

Bakst
orient a1 colour

ed audiences
of theatre

in

treatmen

thange, the

1y decorated
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(19011,
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also
.

of the tutu Wwith

pat tern , as

of the mperial
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No other
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the productions of the Ballet Russe,
, where an
as noticeable in int- ballet Cldopatf£s (1909)

. if arment that
act empt was made at .iuthenticatlng a style wu ’

. . H n H h
could have belonged o Egypt ian ant iquity, s!s see in the
; . e cos t"me
photograph of Ida Ry Zinstuin in her* C1dopa tr
i io( ft
(Figure 5) The maj ° dostunes of the per io( were otten

. jan eriod
designed for comfort and propriety rather t1 P

‘tume used is illustrated
accuracy . The typii @8l type of cos

i ipnda 1896
in the photograph of Nicho 1fts l.egat in RaymP ( )

showing the premier danseur not)l1lc ds he app ared in conven-
tional bailet dress With si@ashed goublet and nose, based
on the Troubadour stYyle, (Figurec 6) - The sCenario of this
ballet is set in the medieval period. A TrOubadour costume
is at odds with the Story 1 , th¢€ historijica 1l curtext, as

worn by 1 r charact ©rs in the balle
As M Fok liaghi 1ev's reographe ' recorded

is. 4And anachronistic *Orms were found

nterrupeion
that t1a ba

% e % t P e citations to the spectator of an
ululaU y crenter image ... When , danced a
ading dancer
part I portr_, . ,t
he con':"*" of nlace and time, v;ith

in pin* tights and short skirts

umbre 1las.

o' tumes inter*
The element of havin'-

historically accurat®

] ) i dancing roles
pgrsed with the accepted ballet attire f

. rhH conventional men' . c. lume) futtlx
t G short tutu i

,nus.rated a disunity o, concept within the s.ape p.cture

format. This style of ballet design was to continue wunt.]|

the 1909 and 1910 Ballet Russe season., in "huh

ballets as Cleopatra and Schdhdrazadc were presented. In
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rawn



noted that he was

23

hampered in his ideal by th<;
dScor that was designed in the existing theatrical
trad it ion.
. . . of ihi Gesamtkunst werk ideas m
The most impoi tant inl luen<
realised by the 'symbolists working in the theatre,
referring to the spir t of S)I/Jnmho' tsm in stenography,
the term must b< defined in its ontext, as wel | as
according to how it will be aptj1° d to the urea ol stagi
design.
. . . a1l iluoe
Symbol ism was a loosi ly ofgani
. . ca. 1885, in
common to certain pain ers ant
n French
close connection with The Symbi
ies ionism,
Poetry.1 It was a reaction (< P
. . . Rea as formu 1ated
and still more from the princi
by Courbet.
Painting |- an ssential arttha:r:]dscan
consist only o the repr Tt b'gt
both real and isting ab ct objec
does not be lon
In direct opposition tO0 nt of ;rt, the poet
Jean Mor5as pub lish® t Manifesto in lc
Figaro of September which he stated that the
essential principle ar clothe the idea in
sensuous form".f*T further i observation, the aim
of symbolism was to resolve lict b. tween the
. .
material and spiritual word ad” nee being vgua.cu
with materialism and 'sen sue with the spiritual
egarded oetic Ilanguage
aspect) As the ymbol 9 P guag
. . nn n 1inner life', so
primarily as the symbol
they demanded of the painter that they should give visual
] 1t e The basis ot
expression to the myst
the symbolist position w1 * 1 ail ti thr critic, Albert
Aurier (a enthusiastic m*  mb, r o+ th: 'l'roup Gauguinis
supporters) in an article published m th'" M icurr6 de
France (March 1981). Here he affirmed that
the work of art rmu t contain the following;
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1) ideaed (id<M ste) since it S sole ideal will
VTThZ expression of t_l|1=e icea thi i d
2) symbol ist , since it wI express ‘s ldea
informs. ince it will jresent these forms
3) synt heii' , s sion that
H L1 f h
these sign in a odv o comprehen
i 's g.ene!'al object it depicts will
li) subjective, ct but as
h I ” A .
. . r decorative
5) (as a ton sequence) lecojra_tj ve,

aintin roper is nothin e sc ban a mani-
P g proe . 9 . subjective ,
festatlon of an art which s

or
synthetic, symlpaolist and ideaet, .
ii icenography
The use of the term symbol ism, as 2PP!!
stipulated
in this dissertation, incorporate ° the
by Aurier.
iff idea of
Furthermore the ter symbol is rpor
correspondences, ased on Aur
There arc orrespondences a1
lie natural wori
world and
in the na ira1 world throw ’:ua1 wofr1d
are terme 1represen tat ion ence o a
harmony b ° the Idea a
Par ameters < a di of symbol ism
d it raph Aurier1s tra
an its a
" or the designer
of refcrenc
t
for the Ba1 ote

tersDurg a

Ar were to malKe their inieriioslv

reputations as apsiyi for.the st.age, ra
. ITheir designs/ we

than easel painter
no means exercises ii dar.mtrz,dthey_ had a
primeval grandeur wh uite arlui”sntg’nicaz
this grandeur was ev b

Symbol ism, n - 1

Paul Fort's The.lt '1 Art dur |

t art
he idea of an as soc iai *

with idea Wf the Wagnerian (m
d by Paul ror
- - 11
It was in this ontext that the aini
Paul Fore (187 1960) was one ol the

. real 1e
painter/artist hfeln followed short



Lugnd-Poe (1869-1940), Meycrhold (1874-1940),

sky (1863-1938) and Reinhardt (1873 -1943)+1 Fifteen

later, Piaghilev and the Ballet Russe

and popularized the use of painted ddcor executed by

as previously practised on the s ages of avant-ga“de

during the 1s590"'s.

Both Fort and Lugnd-PoS used painters

such as
Serusier, Bonnard

, Ibels and Denis .n trance
in designing for the theatre.

Paul Fort's theatre, however, was

and symbolist Ideas proceeded through
formations in the work of other early

Western European stage artists.3 Fort's

vision of man, his theatrical forms, and the seen ,c

devices he employed, were directed against previous

theatrical styles, especially t ,ose of
ing illusionist vehicles. During this

lived manifestation of symbolism on stage, it 1s not

surprising to note that those who professed this

were attracted to the theory of

ideas, colours and moods, and tha* they even thought

presenting 'pictures' on the stage

and perfumes. For eximple, at the end of 1891, Paul

presented a synthesis of the arts In his production

Solomon's Song of Songs, orchestrating
language, music, colour and fragrance. The setting
symbolic (consisting of flats painted

colours) , and for each scenelights changed colou.

new perfumes were introduced into the auditorium.

In 1892 Lugnf-Po% took over the

it the Theatre d, rOeuvrec. For his productions he
commissioned artists such as
Munch, Serusier, Gauguin
early 1890's, LugnC-Poe utilised

the basis for his s«t and costume

few graphic designs and no photographic

energies, his

simultaneously

aspects of symbolism
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Stan.slav

year,

successfully developed

artists,

theatres

a shoi t-lived tndc avoui
different trans-

twentieth century

realism and exist-

period of a short-

conception

cojhe”.onden”?es between

of

accompanied by music

Fort

of

was

in various subdued

and

,ind renanied

Bonnard, Denis, Vuillard,

and Toulouse«l tutre- . In the

as

designs s Unfortunately

records remain of



these works. Possibly his most

was

The

his presentation of Alfred

play, according to

Bab let.

and controversial for its

destroyed and extended the fron

denied the logic inherent in

and mocked realist-l Illesion Ism.

the theatre in a single set,

with the assistance of

in and out .

AmorQ the few retnaining ill ’
AAg Ao s woodcut

w ICI

>how
7)
(Figure

and a lithograph .-.hich wa

8) Both iMu tratio

used in the non

product i<

costwumes in paiti ¢on AN

diverse element

incorporated

Ubu Roi with its dislocated

an"d*’e"vocat lve ddcor by Vuillard

when staged, may. however, have

prints. (Figures 7 and 8). The

(Figure 7), created through the

framework, I, lust-es Babl t's

tion and furthering of

this costume 1Is no longer a

merely exists as a sign or

Jarry's influence came

twent ieth century or example,

grapgby UWbuy Roi

e Bride

anticipjated

the

lh'

and the

Groom of

roduc tions and Surreal ist P1a

n Russia the symbolist

Jerry's
may be considered

"deliberate

the

created

Vuillard,

into
language,

, Toulouse-Lautrec

ymbollsm.

recognisable

ymbol

increasingly

production

tredition
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controversial production

Ubo_R°i <'« 6°' e

Innovat.ve

incoherence both

tiers of symbol ism".

traditional spectacle,

The theatre poked fen at

by Bonnard and Serusier

Toulouse-Lautrec and Ranson.

ition-r of this production,

the hero in costume, (Figure

published as a poster,

suggest the type of design

lusioni t, abstracted forms,

"bandaged" figures, and

the theatrical framework.

inconsequential plot,

and Ranson,

looked different from these

abstract form of the costume

use of a bandaged, padded

comment on the destruc-

The performer in

human being but

for the human condition.

important in the

in both theatre and sceno-

Eiffel J

was iontiuucd. St.inislavsky



turned to the painter for the designs of some of his produc-

tions - especially those by the symbol 1st playwright,
Maeterlinck, whom he felt would not be servi d by reaHsm
on stage .1 During 1907-8 Stanislavsky staged *orks about
the destiny of man and the ‘'unreal' world. With the aio of

the painter he created a universe on stage that combined r
philosophical drama about the destiny of man, with meta-
physical elements inherent in the subtext ot the work.

This is most evident in the quality of fantasy; the fluif1,
misty visions characterized by Egorov's 1908 set for
Maeterlinck's The Blue Bit a, (Figure 9). The a'M o1 Stanis-

lavsky or d his designer Egorov, was the creation ot an unreal

enchanted and metaphysical environment that wouid transcend

reality; the stage pictures resembled an illustration from
a folk tale, leaving the spectator with the impress ion of
the naivete of childhood.2 The design, painted on gauzes,
with its dotted lines and solid furniture (derived from

Russian folk art),3 furthered the aims of the director and
designer, because the juxtaposing of the semi-transparent
painted set, with solid furniture created a mystical at >s-
phere which the text demanded. The set, as seen in a
graph, (Figure 9). prefigures the works of the designers of
the Ballet Russv in that it ii a painted setting, executed
in a painterly manner, and incorporating, especially in the
furniture, elements of Russian folk art motits.*4 The tech-
nique, however, is much looser and the images are less
coneret ' than any of the d, signs executed 'or the 1909- 191 4
Ballet Ru e seasons. When Stanislavsky employed Mcyerhoid
as director for his experimental workshop, TI*_SUJdj_o
Theatre (an off hoot of the Moscow Arts Theajre), in 190..
Meyerhold wanted to produce set and costumes that wete
symbolic representations.1 No works were performed
although some sketches of sets survive. His ideas, in their
designed format, seemed to have relied heavily on 1he con-
tribution of the painter in the theatre.6 Most of the

works that were to have been staged were those b/ the
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symbol isi playwright, Maeterlinck; fo- exa-ple, Death ot
iintag ley, where the stage picture, costumes and sets were
meant to resemble Russiai icons. Symbolism influenced

ciesigneis and directors of the period in their rejection

of theatric- 1 natural ism, realism and illusion ism, (also
evident ;n opera and ballet designs of the period) , as is
exemplified b\ ° natural i mutilised by Antoine and the

variier Stanis’ax sky productions.

Naturalism 1in theatre presentations refers to the complete

natural ism o setting and action on stage

Per Antoine the topography of the scenery directly conditioned
the movements of the actors. For Stanislavsky's designer ,
Simov (1858-1935), naturalistic sets shed light on fe inter-
nal movement of the drama as it was realised by the actors in
their relationships with the objects and places on stage ,2 so
much so that he used to construct scenery such as rooms through

which the performer had to move to get to the stage srea.

These rooms were never seen by the audience. For both Antoine
and Stanislavsky, however, the scenic illusion grew out of an
interaction between ¢ e actor and the set. In the course of
the drama's concern with 'real 1 life, there was a temptation
to substitute the object for its representation. Both
Antoine and Stani ,,avsky were condemned (by traditionalist

designers such as Bruckner) for preferring visible beams and
eal ceilings and windows to the painted canvasses of
red It lonal dd<or. They, however, wer.tto such extremes in

2' presentations that Bablet has roh mented»

.'as it necessary to authenticate the stage picture
to the ext rt ie of building the garret in The Wij_d
Duck out ol Norwegian pine or to have 1he roots made
i? redl straw in The f »wom ot (Mrkness; ?
I u rrd Stanislavsky might have aeon justified in trying
oshow man In his hist rlea |l context, or the individual as
art of society, and to make the unity ol the spectacle the

t fc it, dramati< effectiveness. However, the highly

-, Vucl1ion of the sets the designers imposed on



the viewer eliminated the mental participation d c.n
audience in the action of the play, his role becoming that

if a passive observer of the drami.

The limits of their achievements are clear it was impossible
to go further in the creag tion of scenic illusion without
completely substituting reality for its image Realism had
attained the highest degree ot |lusion)st perfection. The

necessity arising from this situation wa the creation of a

new realism that far rom denying theatricality, would use
it to its mn advantage Future aesthetic revolutions Iled
to the restriction ot illusion t structures and the imita-

tion of appearance .

The symbol ist movt theatre was in pposition to the
realist tradition nog rap Howe v its manifestation
were not restrict< ainter Ado 1phe Appia
and Edward Gordon raHl we list, but used

different methods

Craig worked in E -liana a Europe, whilst
Appia w rked main an ine Their ideas
developed along s la fter they became
aware of each oth ugn a

exhibition in Aur

After this eXxhibition Craig and Appia were labelled the
plastic sc hool of stage designers. The plastic style ot
de si gn was concerned with the stage is a sculptural entity.
Appia and Craig believed that the actor was massgebend, or
the unit o urrrmen t the stag* It may be deduced
from their writings that this unit of measurement cou'd be
achieved only if the actor was related to his environment.
Appia felt that this could be brought about it the stage
itself was a sculptural but ,imu1taneously symbolic unit.3
If this was achieved, he felt that the actor would relate

perfectly to his sculptur'd environment*

With the invention of electric light during the Industrial

Revolution, stage lighting became an important element o-



Th

Th

wh

movcme iit

the



30

design, exploited by both Appia and Craig. TheY be,lItVA

that the scenic painter had become redundant. The sett mg

could now be 'painted' by different coloured geiat.nes

glass used in front of the light source. This approach

differed from that which Diaghilev applied. He wused the

same ssecrt;fme of lighting as advocated by the plastic school,
ie

but useg ” on Balnted cloths to change the mood of a scene

Diagpilev formulated lighting plots that ould transfer

; scenes so that different times of day could be
the painte SCénes
sugges ted. The performers were highlighted as important

in the scene through the

concentration of light
character

on them.

Appia and Craig changed the quality of their settings by

using different types of coloured and directional

lightmg.
focusing attention through used or spot lighting, o
changin the a earance
ularly in the case of era aing PP
ofTtcene merely by employing coloured lighting. Appia

believed that different types of light could generate

emotional responses in an audience. Flood-lighting (not

necessarily coloured) provided only general illumination,

which Appia felt did not evoke a specific emotional res-

ponse.2 Alternatively, direct or spot-lighting could be

used to delineate and sculpt the performer more clearly

in three-dimensions; thus through the use of chiarascuro
. i connotation could be intensified.
ight ing, the emoti
. . commercial theatre, employed
Appials contemporarie
1ight their

. 1 as nature, but Appia thought of
. scenes as iea
light as a fifth sense in the theatre. Hi
ketches are .j*ffused .Wlth a‘ Iumtlnolus energ:z whllch
gas and Edisof® < ReW khdahpaf JEEN amp could on'y

. . He however, anticipated
approximate on the sta<ir.

essential to display fully the character
of the act jr.

and movements

It is of interest that Appia'- treatises on lighting as a

. -f>tural and essential element in the synthesis
svmbolie, scu.
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whereas J. Hoffmann's purporttgd
mean
us ion 8f reality on stage.
plastic and the Pa ‘1Y 'h',Is
conceptions of how to achieve an
stage productions, by 1912 ihe sa ct

certain elements

employed by App-.a

and Craig. This occurred when Bakst designed the ballet
L'Apr&s-midi d'un Faune (1912). In this product.on many
theories”f the plastic and painterly schools were
y nn- r .k.) Imoortant aspects was th.
amalgqamatea. un
1if led Appia's ideai
concept ion of the ner wn
. wa an ideal of Gesamt-
of massgebfj. thér A
nterpreted within
kunstwec rk is man.
> 1
the terms of Bak
of the plastic and
The complete synt
took place after the
painterly school
in Bakst's L'A&ré&sZz
First World War.
ieveloped by Picasso
midi d'un Faune
ulminated in Gabo
in his designs f< Par
and Pevsner > ~a
on the development
Although this ai
* i for thi
I ign
that took place i sium g
f the last ic school of
Ballet Russe. Th,
st imated. Consideration
stage designers m
chool of designers on th
of the influences
formation of a un ied sccnographi © tat ernent will be
ces which promoted the
examined. the tw fundamental for
e, especiall durin the
design concepts o the Ballet Rus y g
‘ A those of Wagnerian
neriods 1909*191A. wer  NOWIV<?t
Ge samt kun stwerK an<
. . | stage sett ing and
As Ballet demand > a di1fereni
. . consideration of its
costumes to either theatre or opira,
ial t e of theatre
forms are essential. Ballet * L yp
demanding a specialized investign.atlon ot the human body in
i ive potent ial ot
performance. tur the expies
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the aesthetics of dance

and
limb"',

reforming
as ou,
equal or
time, just
The ir

patterns
of the move
harmonious
as the
symme try,

in

space .

back to court opera

teenth century . During

el a] rate spectacle both

for the

courtiers.

time he introduction

Ballet

as

in the late seven-

came to be profession-

The positions and

of courtly etiquette,

was not until the adoption

century , anu he

in the neo-classical

A1tend, and ballet as

nq .

The Whims of Cupid

Ballet, the earliest

f their original

romantic wo 'ks La

These ballets stress

of the

ballerina
turned-out position,
by the

like

partner. Even

CoppSHa (18/0),

and worldly scenarios,

body's natural postu-e

vocabulary of

anti-gravitational

the physical norm.
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During the course of the nineteenth century, ballet Hevelope

into several related but variant styles In France, Italy,

Denmark and Russia. Classical ballet as embodied in

Lake (1877). The sleeping Beauty (1890),

and Ravmonda (1896), developed from

LaJiX£«L5 '
a synthesis o' piemen's,

derived from the French and Italian styles.

formed in Russia during the late nineteenth century.

court patronage encouraged lavish, elaborate productions.

Although this phase is referred to as the classical period

in ballet, it corresponded to symbolism in the other arts.

The avian imagery of Swan Lake, one of the foremost produc-

tions of this period, occupied a prominent position in

symbolist iconography. Suggestiveness and ambiguity were

the very essence of symbolist poetry, 'sm 1'm 'vidtnt

poetry of Sldphen Mallarmd.’ In addition to the parallel

to Hallarmdi1s symbol is- theories In the scenario of Swan

Lake, the ballet used certain aspects of his theory of

correspondences, derived, as they were, from the worts of

Baudelaire.2 Aurier's conceptions and ideals also

a useful base for the analysis of

prov.de

symbolist content.3 Swan

Lake, for example, contrasts the virginal, pure ideal of

womenhood embodied in the Swan Queen. Odette - a "sister o'

Maurice Denis' immaculate maidens"1 with her counterpart,

the seductive Salome-l lke temptress Odile - similar to

Moreau's Salome. Klimt's seductresses, and Munch's vump.tcs.

Neither Odetto nor Odile were conceived o' a. ieal

as evocative incarnations of Prime Siegfried's fantasies and

desires. The expression of an ideal, or suggestive embodi-

ment of an Idea through an animal or plant image was common

among symbolist painter and poets. A continual'™"

symbol 1st ideas was found in Anna Pa-lova'v choreography

which capitalised upon ballet's evocutlv- potential.

These ballets, performed as solo item... were concerned with

the metamorphosis of the dancer Into an animal or plant

form, to be seen, for example, in The Dying .Swan <190'.),

California Poppy (1909). and Dragonfly (1917) -
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Ballet of this period was known as c1assi(.i1 ball P

’

L the ideals and formulas of the accepted
tcmi sing

traditi
in dance. The label classical , as previously stated,
. . . . and
corresponds with symbol ism gind romanticism in painting,
in essence utiIised both symbolist and romantic ideology.
For instance Swan L.Av be ides its symbolist avian imagery,
was usually set in a gothic setting, with Ehh«t lake scenes
often incorporating a rained bui ding, (Figure 2). Gisel1 ,
(Figure 15), in the second act i et in a naunted forest,
. The Nutcracker has as its centra
complete with gravestone
; ; the
theme a dream which tran see ids r-alily (for example.
toy nutcracker is transformed © a prince;.
During the ear'y twentieth y there were sporadic move-
ments which directly oppos classical ballet traditions,
These came about because o has been termed 1the decline
of ballet in the West'. ' The eel ine of ballet' mainly
occurred in Paris an: was ar by the male dancer being all
but banished from the stage, part being taken by
ballerinas rn travesti.? This caused a departure from the
norm in classical ballett. |:|fts, the pas de deux ald male
solos were no longer rformed, and ballets relied on mime
and group danc <ng a s in evidence in Copp&l»a (18 70) and
Sylvia (1876). One of the major ¢Ontribut ions of Baftlet

Russe (1909-1914) was the reinst itement of the prominence of

the male dancer.

Be side the Baliet Rus§é tABFd WeFé& pfidividual dancer  who

. formulas of ballet . These were
opposed the exist an

Isadora
Duncan (1878-1927) and Lo" Fuller (186? -1928) . Neither
danger had a ghassigal. . traininy bu' POtR. [n their dance per
formances , embod imd certain 10ei?S that not only parallelled
the symbolist tradition it wre to later influence the
Ballet Russe choreographers an Jesigners.3 Their influ-

ence on the contemporary ballet of the 1890's nd early

twentieth century was slight, as perhaps t,alr productions

necause ()f their relationship with a cabaret type of per-
formance. hrd little app<i! for choreographers working within
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the classical tradition.

Lo'i © Fuller was an American dancer who utilized various

effects that were similar to those used by Paul Fort in

his symbol ist productions. For example, her Serpenti_nf
Dane'' (1890) was based on the effect of flowing trains
silk, coloured by different Iights.1 Shi eft a des-
ert; on of this dance in a letter *

My robe was so long that | was continually stepping

upon it, and mechanically | held it up with both

hands and raised my arms aloft, all this while |

continued to flit around the stagi !ike a winged

o1r 1t

There was a sudden >n fr the house;

i's a butterfly! A butterfly!" turned on my

steps, running from one en1 tf the stage to the

other , and the lighting ch. c followed by an

exclamation: "It's an ore
Therefore it can qather that was not much dance,
and the symbol ism was 1ip 11 -onsclously formu ated
her evocative movement we r /by the audience. |In
LoTe Fuller s fol 'owlinc Pper iwever, she consciously
introduced symbol ism if hel which had little to do
with dance.3  For insi Ince Tatis World Fair in 1900,
a special theatre was bu t for her where she could experi—
ment with new lighting e ect*, new transparent cloth, and a
glass floor. These expe ment, closely parallelled Paul
For" 1s So 1omonis Son ongs and led Donald Oenschlager to

claim that "LoTe Fuller was worshipped by the symbolists,
especially those in theatre such as Paul Fort".fT The follow-
ing account in th3 London Sketch appeared after the opening
performance by Fuller in her new theatre.

The orgy > colour was so wonderful as to leave

objections mute. Light came from every side. La

Lo"+ danced upon lass, from which the vivid

lendowr of the headlights was reflected, while
from the wings, stage and orchestra, wonderful

luminous streams seemed to flow towards her. With
the rhythm of the music the colours changed, the
hues of the rainbow came from all .ides, and ranged

themselves upon ever moving drapery.J
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won de r
Judging from this description of the dunce it -e> "©
tha; Fuller was 'worshipped by the symbol,sts
Isadora Duncan
of "becoming 1ight a
It was the phenomenon .
ectly with
described Fuller's act. that Ilinked her so d.rec
so an Arner ican
> the theatr Isadora Duncan was a
symbolis ! hich he considered
d ho al'et ballet c¢cl a +*Ses W
ancer, w ,
. 3 started to develo her own style.
wan intolerable restra . .
, inspired by purely
; temaii
This lacked any .,, ted a revival of the
. . . ates . Shs util
subjective emotional iah
‘ d her ion to abandon tights
Greek dance of antiqui an .
. . iav nav
and -mce instead in loosely falling tunic fowin
. lance. The use o g
1at th her idea
armen ts. and i ° . lled Greek dard&§ mMovement, was to
9 ’ hor t'oq r 3 oh Fok ine .J Botii
. mhp Ballet Russt q P .
influent : i ;
mreoq raphy hinted aj
1 d ican ana TruUK *e*A * g
sa ora. . . y dancers who purported to be
an ancient Greece inhabited .
.c transformations of
Me tamorphi
nymphs, gods and goddesses,
i was another common
the dancers into a plant ,r
feature of their work.
Fuller and Isadora Duncan
Although the present at'

he mainst ream of

classical
were uniquec’ they wire ignoi

Poo's symboli
ballet. almi1tar1y Paul fort and Lugn
rl | in impulse, and wouild
endeavour s, ,N .
on the daIlet Russe desi gners and
later exert an
. red. Despite the innova-
choreographer ® llkcwlsc !'dno P
th field f d
tions presente Fuller and Duncan n € 'e ° ance
h decl ; aIIet (which was mainly confinedl to Paris)
the ecl ine o
ic.l ballet tradition also
continued. In Russia the - . .
; ) . and th enarios wet e, is was seen with
rema.ne unchang .
s Lo  diant jst traditions Classl ca
wan ke, i ian on .
. t which alternated acts
ballet in Russia cry 111/ed a torma
. Ll I Gur with vi onary scenes util izing the
of wor y splen
¢ host ¢ vmnhs, dryads or naiads. It
r as a os o
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It was necessary to create fur “ch dance new

appropriate to the mwusic, rather tha A
ready -made movements straight
classical tradition.

Iror. "

The dramatic action ot th.

lid"' 1< > shou .d b-
continuously

developed?”y*ean?off*ovemenw. A

1a,'’hstory alternating with dance

numbers that hao
no dramatic or narrative

significance.

The traditional gesture-language or pantomime,

which oiton was unintelligible to a"'"'"""
ideas and feelings.
Simiiar he entir iroup of dancers should be
:d to develop tht leme of the ballet and should
art of me piuL, rather than having the corps
ballet provide decorative interludes that hao
no significance.
Ballet .rerleC| an ac.:tlve and.eqt.lal co- .
. ill the arts involved in it; music
operati .
tum i all were crucial to
scenery Specificall music
a unifi ative fort. P v
>nger De a <efii@s, gf separate and
hou I d ’ g
imber .. bu .hould be a unified com-
nrelated 1M t ted with th lot
it ion dramatical nteg rate wi e plot.
't «en from these five points that Fokine, one or tne
can
i reographers for the Ballet Russc, like Diaghilev,
leading
dedicated to promoting and changing the format of classical
wa
lgallet, producing a work which would embody the principles of
a
Gesamtkunstwerk as well i< revolutionizing the traditional
ballet format. This is especially evident in the last point
of his letter. Fokine's ideology |Is particularly noticeable

in his early masterpiece Les Sylph ides (1907) which seems to

show a return to romanticism, and may be seen to be a sym

bo11st production - an evocation <t a poet - visionary
imagination of a glade inhabited by sylf's. This was the
first ballet to dispense with story telling or a plot,

conveyed a mood through pure dancing to an arrangement of

Chopin's works, set in a ddcor by Bonols. which owed something

perhaps, to the symbolism of B"cklin.m=
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.n termed the second generation of
and for thiis n
. y McQui 1lan.1 The reasons for
symbol ists 1IN
¢ n the first and second generation
this diffe ren
. to be because of the differences
symbol;sts IN
1i presentations, especially notice?*
in the quality
forni* t . The first generation
able in t
. 0's were noted for
symbolist in -ccnography, during the |1
their abstracted ,e11 ing There is, however, nc
remaining visual cvid >of theif work, and only written
s work remain. With the
documents and reviews ot Paul Fort
lies to lugnf£-Poe s
exception of Ubu Roj/ th< an
g i ] Shy examples of symboliSt
productions. v
- A * ‘
scenography in Russic urv ir eXamp 1e the set ‘or
Stanislavsky production Maeterl inck1s The Bilue Bird,
Figure 9' igned by Ego
Although there is a ac1 ty in discussion of the
differences between he aract istics of first and second
ti bol ist ivail able ilte ratur®, one can
generation symbol is
argue that the cecONd denerat on scenographers applied .
bol i . concrete vi ual forms. Their cenographic
symbol ism in mor
endeavours were signed, and e designs .rema.ln, and can.
o . tudied In contrast the first gen'icrat'on symbolist
us e studied,
designers re lice n the effec ight falling on vaguely
painted surface- evokin(i th< itmosphe re of a scene.
the actual execution
However, the diversity of 1v' 1]IM
of such seenes i to be noted. This May bv gleaned from
. 6
contemporary des,cript ions of the sel
Egorov, a first generat ion Ru si an ‘st set designer
9), imil | d
for Maeterilinek's Thy Blue Bit .. (F ) stmitarly duse
free appiidat D pialnt, an'1 like ari iennes, worked
on gauzes . The type of paint ing us
. i d
100ser in lechni nue 1becausc it was ainted on gauze rOPS)
than any of the work exccuted by th design, for the



Ballet Russe. The designs for thr Baliet Russe presentations

were, as Lucie-Smith stated, symbolist,1 but were concrete

realisations of symbol ism, which did not merely create

atmosphere through light and colour. Martin Battersby has

observed thatl

Ballet Russe overwhelmed audiences by the dazzling
artistry of the dancers - both male and tema
the originality of the staging and, above all,
masterly 'symbolist1l designs.”?

e ]

productions because aspects of their scenograph.c concept

moved away from the nineteenth century use of symbolism as

epitomised in the productions of Paul Fort and Lugnf-PoS, as

well as the performances of the Loie Fu1ifr, The primary

difference, as noted above, is the degree of concretisalion

of the images. The term symbolist, as used by Awurier, can

be retained for both first and second generation symbolist

scenographers, as it defines a conceptual orientation rather

than a particular style. Just as symbolist painters in

the 18901s show considerable variation in style, NOo this s

encountered in symbolist set design. The first generation

symbolist designers appeared to strive for a similar quality

of design,3 whereas the second generation, as epitomised by

the designers for the Ballet Russe, relied on o more concrete,

but equally symbolist representation. It will be shown that

with these designers a certain stylistic similarity can be

noted, especially when the designs for

Scheherazade, (Figure
65 1910), by Bakst, Petrushka, (Figure 11 , 19117, hy
Benols, and P, i,,r 197, 7 (Figure 51, 1909). by Roerich, are
compared.4 In their designs a shift from the realist-

ill us ionist and romantic elements as manifest 1in Swan Lake,

(Figure 2), is obvious. Although the themes found in these
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f the Nineteenth
century (that is, in the story type of scenario), the mode of
representing form is no longer in the reai‘lst-Illlusion,s,
manner. A new unity of form and content emerged ,n t ,
Ballet Ru.se productions; the settings and costumes were
suitable and congruent with the music, chorcograpi vy,

scenario of the ballet. Settings and costumes were symbol,c
although based on historical and geographical source mater,.1.

Such material wase,

realms of symbolic

however,

decorative

transformed and elevated

to the

esentation.

pi
The 1509- 1914 Ballet Russe ">ea > 2NsWered both the problems
of Gesamthun tw'f @nd correspondcncc in some respects. I
Gesamtkunstwei- is taken a @ unifyin of set design, cos-

) music ch i functional aspects, and

:l::::i,n:ce::;:‘ ost of, the if the 1903 to 1914 seasons

. . ranr @Gnt . H ie question raised is one
e:er:hpl'fy .:hls j whole - were they merely
o e unity c

isly decorative

and
decorative, or
A hat the scerographers for
expressive
signs which were revolu
the Ballet Russe created
qf presentation* but
tionary because ot the''
that functioned as
simultaneously they crea
expressiv® decoration.
Ballet is atypical or oGt theatre. It i » Pperforming art
with theatre's occupation pace and time, and it is subject
vi-1 manifests its
to its audience. Howe vei, it ,nor1 y
d 't , hot just a container for
ace an [
actors speaking dialo)é)uc am V5V ing about , but is shaped
and made present - revea rd - by the gestures of the dancers;
it | . ¢ i th length of a performance or a sol --
its .Ime is no ju .
loqus but the tim in which it takes 4 aestuie to demarcate
its space and to transform into another esture. At its
feet upon its audience, or
best it can have a displacing 1* P
,ual art.
an equivalent impact to a areat work ot VI -U
One becomes aware of one's own

earthboundness,
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one emphatica 11y

f th § those confine6
feels the elation ° € escape ,from

in the movement of the dancers.

i td ballet
hat this empR#tic response
One can only assume

illusion of extra-human capai ities

It may account for the enthus,as

tandard .f most performing art
a pérformance "The applau

. . i1
for tie pJhRy;sic bu i 1t

0 HIill if >ntrast

performance. caiiti
beyond the apparent 1 at ions oi
effort put into a mo\ t. wherea
weight, inwardne-s a,

logical 1y express ive
why mediocre ballets
in its revelations,
Modern dance does no

an extreme way.

Though her oal

e, the ci ) al 11
I ff skirt, a With s1her ao1
is not an integral part of the ch

instance, " ,r's and |
were. The 111et danc

Py 3 ological

general ly exper ienced.

applau lengthy by the

wring and at the end o
become a kind ¢ re lease
and efRdyred during the

to modern dance goes

body and the actual
ode rn dan stresses

ntract ion% for psyche

)f the reasons

nq . ballot fails
narv rained bodies.
uch
as i ot a

,loyed costumes and
rarely has. For
gr d to reveal the body,
ins to ballet costumes,
iraphy in the way, for
mean's veils and chiton

iistort ion of the nature

. iv is maintained within
ut obviousiy I

i ibilities. It
the capacity of ular and skeie all passd
. not an ofdinary body in that it
remain a human . .
tor ies outside
ha' een moulded to project lines trafe
it f in a hiqhly artificial wa
1 i |
Ba 1let bar terrain with vi ’ and yet it would be
¢t ] . "t as a trict1y visual art, 1 >harc
Incorre o CIaSSIIy
Music ives ballet its dimen-
its lndlviduallly with mUSiC, 9

si on of time, and the movement

or
wedded to this musical ti

that which is seen

= are

example, an enclosed and



self-referent ial sequence flows in rt to what ha® ' ome-
before, what will come after and the work as a whole.
Otherwise bal11t could be merely a es of pauses and inter
va1s moving from one po* to another Even a sustained pose
such as an urab( not a fixed visual moment, but is
held through a certain amoun F tim , just as a je
moves through time, by virtue of time that ballet
manifests its space, and i' » with the movement ct the
dancer's body through time that pace is made apparent. It
s aiso through thi movemen in time and space that the

. iple ot < rat ion can be il lust rated in the
Z;IIT::pRusse broduction ¢ 1909-1914, within the framework
of the Ge -a tkunstwerk tht Y This was due to theideal of
the correspondence betweer Lsical and balletic time as

_ Ballet Russe productions light-
(:i: :e;dsc unc tion oralively and expressively, 't
being co-ordinated wit) cunans*
ballet reveals space to be an < tsion of and from the numar
body - the space through whit an stretch, the distance
from it to another point. It ;s the spatial ity as well
as the corporeality of the him -1, ind experience, and it
effects a continuity from one the other. In ballet the
body is seen to extend outward ma hypothetical centre
somewhere near tht bast of tn< ne - A dinoram of the
possible movements n pot would resemble an
elaborate version Rena :stance rowings of Vitruvian man,
adapted from a pia to a volume the space in front of
the body being mor tensely art icul a d than that behind.
With the introduction o con iporary music in the Ballet
Russe productions, it will " hown how the choreography
wa < if fee ted.2 This .tfect was req stored in movement
through tI Certain bafilets IOrior to the advent of the
ballet Pu seasons had music W,;tten especia11ly for them.3
This comp: d music influenced the thoreoqraphlc format, but
till remained within the tif the classical

confines

45

lat ion

tradition
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The classical ballets, however, did not form a complete

Gesamtkunstwert as only the choreography and music formed a

unity The Ballet Ruf.se, however, united the set,

and scenario so that they formed

costume

a unity in the overall

production. This was fully realised in Parade (191/).

when costume and set dictated a specific movement pattern,

thus the ideal of express ive decoration.1

Historically, ballet scenarios ignored the periods of

realism or naturalism which the other art, underwent during
the nineteenth century. The picture of an apparently almost

unbroken transition from romantic ballet to symbol 1st/Cass,-

cal ballet may have arisen as a consequence ", ,hadequ., te

knowledge, for ballets which formulated a real is, pos.t.on may

have existed, but if so, they have been lost through

performance. However, the

lack of

danc, movements of ballet do not

lend themselves easily to the formulation o' a realist

choreography and scenario. Perhaps, however, D.agh.lev s
chi ball|ets such a Le . Biches. of the 1920's verge

a kind of naturalism in their links with contem-
closest t

porary fashion and their absorption of non-balletic

athleticism, but the attitude is far ’r™ tht

naturalism manifested in nineteenth century theatre, ar,

and literature. It could also be suspected that the fact that

ballet did not achieve its maturity as an art form until the

,890's could be a factor in its lack of engagement with

issues of realism. During the period prior to 1890, ballet

was not solidly enough defined to react to realism as an

antithetical proposition to Its lomantic phase.
The following chapter will examine the Individual origin, ol
the Ballet Russe, the background from which its aesthetic

policies emerged, and the particular contexts which it

offered the stenographers.



CHAPTER ONE : FOOTNOTES

p<1l :1 Defined in the introduction, pages

It must be stressed that the official theatres of
the time were under state sponsorship.
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A and
Diagh i1lev1s Bail-t Russe .
2 Braun, E. Meverhoit on T.,eatre, page .8.
1
maintaining a consistent, popularly a.cep
spelling has been used.
(! Gelatt, R. Nij his! / ~ The FlIlm, page 12.
published Gollancz, 197/, London
2 Oenslager, 0. Stage Design, page 111.
innovations will be discussed on pages 2.-.7.
! Bab le * 0. Revolutions in the StagejrJujuUl_-°lI
the XXth Century , page |II.
p.14:1 Ibid.
2 ,aun , E. H.tyerhoit on Theatre, page 27.
3 Bab let, D. Revolt ions In Stage Design of..the
XXth Ce21uryl! page 12.
page 339.
2 Bablet, D. le tj'1IU ion ' 9-1L-2J— —

XXth Century, page 14,
3 Ibid, page 18,citing Jean Julien.
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An example being the production of Strauss'
Cinderella, discussed on page /u.

According to the 'old style' Russian calendar.

lE IB 1S |

reviews of the relevant productions.

rwfnrd Dictionary of Bal'et, page 131. According
to the scenario.

Lieven, P. The Birth of the Bal.et Russe, page
Discussed in detail on pages /1, .18.

Crisp, C. ,nd Clarke, M. Des?**fojrJ*IIM ,
page 98.

The Oxford Companion to Theatre, page 118.

nv‘\'las not ver’{l7 popular;m thereforem all HUISp.ra

tions/photo raphs (if any) have been lost

Crisp, C. and Clarke. M. Design for 8a11etj.
pages 106-7, citing Fokine.

Bentley, E. Then,lev of the Modern Stage, pages
49-55.

Bab 1et, D. Revo 1ution j n Stan«_Des_i*n_oj— the

XXth Century , pag?e 147

use of capitalization.

Osborne, H. The Oxford Companion to Art,
Courbet cited.

Lucie-Smith, E. Symboli-t Art. page 54.
Ibid, page 58.
Ibid, page 4.

Osborne , H. The

This could also be taken as . very early form ot

page 117.

Oxford Compa,nJon_toArt, page 1117
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Julian, P. The Symbol ists, page 15-
Lucie-Smith. Symbolist Ar?, pages 147-148.
Bablet, D. Revu hitlons |I.n Stafe_ Des i

XXth Century . page ?3.

Bablet, 0. Ibid, pages 24-29.

pages 366-777

Discussed in this chapter, pages 26-28.

] ] ]

inner unity of its diverse elements.

Ibid, page 24-25.

ibid, page 26.

Discussed on pages 13-21

Bablet, D. Rvv-hu U_ons in Stage OeS-jjn, page 26.
Ibid

Ibid.

The use of Russian ethnic sou.ccs in stenography
will be discussed in Chapter Two.

and Seven .

Bablet, 0. Opm Cit.. page 23.

Ibid.

lbid.

Ibid, page 30.

lbid.

Oenslager. D. Stage Dejurn , page 186.

Ann



p.29

32:

1

(con td.)

2

of the Future (192 1) and The Mise en Scgne Ld

Wagneriai Dr na (1895) .

Bentley, E. Theorie‘ > the Modern Stage,

pages 37“35.

Ibid, pages 32-33. Appia considered that the actor
would relate to the three dimen- iona1ity of the
set - both being three dimensional and, therefore,
relating and reacting to light sources in an
identical manner.

Oens lager, D. Stage Design, page 186.

As discussed o

Lucie*- Smith, E ist Art, page 147-148.
Noted in later Chapter dealing with the presenta-
tions by the Ballet Ru e between 1909 and 1914.
(it will, however , be not* that this was not

always the case*.

Bab 1et , Revo 1 taoe Design, page 43.
Th would reinforce the earlier statement concern-
ing the engraving for the Swan Lake set (Figure 2),
that is. there was no sign if i ant change between
the illustrated inte ion and the set when const rue -
p< r, C. Bakst , page Mb This ballet will be
11y di d on pages 244-,
The La Chat te et, (Flout e 14) , was a Construct ivist
set made from mica, which utilised th, ideas of the
plastic school to their full extent . 1he re were no
specific allusions to lo.al-, either historic or
geographic. A etting wa pies nted that was Con-
true tivist and sculptural , the performers ut Mi sing
the floor pece in front of the construction for
their dancing. Entrances were made from behind and
between the structures. A further indication of
Gabo md Pevsner's debt to the plastic school ct
stage designers was in the manner in which |lighting
could be utilised. In the la Chet te setting,

(Figure 14), the use of lighting was probably very
exciting as a re ult of the reflective and trans-
parent quality of the mita forms. The individual
constructions could change their appearances,
becoming opaque, reflective or transparent,
dependent on the direction of the light sou ce.
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p. 35:1

Definitions as used in this dissertation are to ho
found on pages 23-24.

Langer , S. Feel inq and Form, page 87.

The invention of the proscenium arch by Il Rice io
in Sienna in 1650, contributed to this as it formed
an obvious division between stage and auditorium.

A logical development f the proscenium arch,
which was by this time a tandard feature in al -
theatre buildings.

The terminology of 'romantic', 'neo-classical' ana
realist' periods applies to the history of dance,
and does not necessarily parallel the Fine Arts
movements' employment of the same terms. Thus

they are not capitalized in this dissertation.

A 'curiosity' in that it s not a ballet as

defined by 'classical ha ©t' but rather a urt
masgue.

Luc ie-Smi th, E. bol ist Art, page 15. A further
correspondence bet symbol 1st philosophy and
bailet was Mallarmd's ideas of "deliberate ambi-
guity of role", and the feeling for me symbol as

a catalyst (lbid, page 57°'.

Discussed on rage hap ter.

Discussed in he definition, derived from Aurier s
writing, in | is Chapter, pages 23*25.

IcQu i11an, M The Painter in Ballet, page 62

Ibid.

Clai , M., Crisp, C Design for Ballet, page 106.
Buckle, R. Nijln s'~. page 98. It was a popular
consideration that the male dancer's legs were
unattractive, the females (who were usually

ml stresses of the Jockey club membe. ,) were of a
more 'pleasing proportion!’ 1he ballerina err
traves ti wa dressed in tights, showing off her legs
Tnd noT-attired in the conventional slashed trouba-
dour trousers. Th i would later become a convention
for the male dancer as well - as will be noted in

the ballet L'Aprft -midi d'un faune (191/1

To be discussed in Chapters Three to Seven.

page 31
Ibid, page 30.
lbid.

Ocnschlager, D. sl age Design, page 183
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Discus ,€d in Chaptc Three to Six-

Disous Three to Seven.

Examp 1 being Swan lake. The Sleeping Beauty
The Nu_ CoFp?“ia and Raymonda.
Discus d in thi 1us ion of this dissertation
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3 rojected bu Met , u.
Th 1909-1914 Ba1llet ' aso’ " ]
e - alle
ss seenograpny, 'nto ths< en TR0 EO twoe:e:aclloeasrtit:z):ar
h dd >a 1 1 ind dictat
acted as a founta in developed by the Ba Met
approaich to cenog raphy . with pictorial
now' losely 1nvo1vt
Russe in staqg<
values. s Th
erge Diaghilev. e
Th K . he BaHet Russe wc
e e i i
y igure in e i hopes of becoming a compose 1
young Diaghilev had enter
score for the
ner formance
However, a Pr a fiasco.”?
fountain seer in the opera Bor neet i I tri
Cicted h usica contri-
After 1e fiszpy Ntmen | sic lans ot
ouragei atronaqe 1 Mu
buti on twenties he wrote
. While sttt
eater ta'cnt tact with artists,
ut art as .
exvinA 1f ture . His name
yet he never a pa I d k
: and mar
ome of the greatest Ba1|et e
is associated hvsical1 appearance
tury . However, his f PP
f the twenti ibili
© . 2ed head " |:,rec1uded any Hooss'b'llty of
arqe oooy 2an . pne uraged Russian pro-
nu_ au A1though h
his frac : experiments,3 influencing
>st -Revol uti'’ jry artistic e
and p (for example, music, ballet,
th s of several arts
e coursc ) in Western Europe, and con-
choreograf hy and scenog raphy . . .
avant "garde Cier and dres« Jesign into socia 1
verteo Hi ritin
he authored no new artistic theory s writings
f hi
ashion . 1_ and the arti stic policy that
are derivative afd equivoca
life remained, in |Its general
:.5e6d throughout hi
he practis¥ d by the painter friendb of his
outl ine the one formu fat:
y
youth. Nov
the Russ 13N Pprovince o
Diaqhi lev was born m 1872 cap ita
. w:en he arrived in the P
1orod and grew up in Perm.
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was reg Al1exandre
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more amb it ioi

'ins, such a >
to establ ish an An Museum.
,t U. however, with the ».Ue, « - Se that Dia”“hitev made
arts of the twentieth century,
an inde 1ible imprcs >n on th
to’' d painters whose works
From 1909 to 1929 he ¢
jern art : Bakst, Benois, Goncharova,
spanned the range
Picasso, Matisse, Braque, Gns,
Larionov, Bal’a, Jer*1
. Chirico and Rouault.? Thv
Mir6, Ernst, Pevsner . l€DO¥
h extend from Tchaikovsky and
compose rs whose mu 1v e use
. and Prokofiev, from Mont5ct1a ;r
Rimsky-Ko rsakov to av insk

. and Milhaud, from Handel to
to Debussy and Rave 1 Y Satl

. R .piqhi.3 His choreographers,
>
Lambert, and ‘r1i . int tC .
] ;inska and Balanchine, dominated
Fokine, Nijinsky, Mas *ine, f
. h century ballet. His dancers,
the history of =early went i<

K . Dolin, Markova, Rambert and de
Paviova, Nijinsky, arsavina
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by Serge Lifar as claiming that.

The concept of the f.esamt kunst«e rjc was the a. t.si (t policy

which Ciaghilev governed the Ballet Russe.

Paris

the aesthetic principles which governed ... AR A L e
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Although works by honet, Renoir, Sisley and Picasso were

Mauve. Israels, Hans von Mardes, Burne-Jones, Boo

Hone, in 1897. and by 1SO- had
acquired works by Fan,in

who bough, his first

tatour. Mane,. Sisley,
Deqas, Van Gogh, Gauguin and numbers of canvases by
and Picasso, the Nabis and Oouanier Rousseau. Ira.,

publications (1903-1909). ‘he St. Petersburg per.od

in 1897. The following year he wioi. ' 1

0,1, 1. 0. S. McCo1l, requesting an article on Beardsley for

Mir iskusstva. Arnold Haskell states that

from this t ,6 nx
onwards the fnglish

artists' influence on Russian grap ic

art wa a rimen se . A

c. Spencer refers to Bakst's letterhead design lor

iskusstv. (Figure 16). as

revealing Beardsley's in, uence

Th7s TnTTuence is apparent in the use of

line and e'eme ,s
such as the fawnlike

creature ho'ding the

garland and the
tap ;red tripod structures.

Bakst's theatrical work was,

Beards,eye,quo than Soude.k.ne's

for La Tr.qddi. dc Salomd for the

however, far less (c,,gns

Ballet Russe In 1919.

The Mir Iskusstva artists

were particularly concerned with

The v isue) presentat(on o, the magazine. This 1. especially
noticeable in the earlier editions where the format of



Mir

| sk.Lsstvi



61

It may,

the patronage of MI,lI. Sert who

DiaghiU" and these artisiw.

later stage design.



of the Mir Iskusstva painters m baHe'.

S E :S E i3:EIiH

political or social propagandist motives,

on a snhowy peak.

HHiflS

Poem of Ecstacy).

I'r

him in his ro

e as pat. e of the visual arts.

IIA
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theatres, r.pv. A s s e imaginable, depend-
..» ution was <*» ,hl trained craftsmen.
| I"uge "Aey produced the mo,, elaborate

essmakcrs and jewollers.

mteneny. cc.«u»., »»d accessor...... A A f,.nd, to

Mamontov’s achievement w.r. ,[r’ domestic theatricals.

design the scenery and costume =



5W
What was previou

considered a

branch of the decorat.ve

b tists such as Victor Vasnetsov
arts now egan to attract ar
Korovin, Golovin and Roerich, ell member , of the
artist colony.
I ) c f ,n artist rather than the traditional
With trie us<. 01 un uiv.
. the idea of trying to make the
artisan nt
had begun. This was to influence directly
craft' an ar
. ‘ tie Ballet Russe. In Russ.a,
the works of the designers %
before he advent of Mamontov'-. Private Opera designers,
settings were 'crafted' and little or no consideration wa
. e ot thi nished product
piven to the a tic appearat

The backc I

ground to cue performer

became an integral part

at work in the theatre,

as part of an integrate

a unity in colour and d

at variance with the A

design and colour wusage

supervised by one pe®so

began to be viewed a
amvrnvd - a true Gesamt
iy, $; i it
attributed to them the

r 1882 Mamont

>th had merely

1,0"

provided an i11usionistic bai

1 in Mamontov's productions it

the stage picture.

With artists
ostume-s and settings were designed
concept. This was achieved througl
.iqn elements. D£cor was no lover

A

ei,n« nor inconstant in its

a unii, devised and

a and ba llet product 1>n

ncept s. A synthesis
The gre t Russian direc*
we often perform-
A )
birth of his "realistic theatre .-
on d Victor Vasnetsov to desi-gn

tit? Snow Whitt?* and
scenery and costumes for the opera UJ -

,686 for The Sew Maiden. both with MYsiE By BifSky
Korsakov. The Abramvaevo co.on, , I" th. peasan,
art of Novgorod can be seen in the painting and art.facts
for the intended vetting of The Snow_Hai*n (Snegurochkat

.hows a represent a
)y Vasnetsov, (Fiqurc 19) < »hv dc<or P
111 which is based on
tion of the Tsar'
palaces of the Muscovy Empire. If this design is compared

to the decorative

f
20), a similar typi

stairway of the

overall

Jerem Palace, (f.gure

ornamentati-e-n i S evident,
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Of ,he interweaving floral motifs on
IspeciaH yY 'n the use

th% 88“”?”:‘3.'," $n8§e floral motifs were derived from

. can clearly be seen if .hey are
Russian folk-art, a?
pared with the

com-

wood-carved detail of a window slil. (n 9ore

21) The simplified flower form is common in Russ,an

ethnic art and artifacts.2 In ThAJnow Maiden, 'he

elaborately decorated wall,

column and ceiling surfaces

are ultimately derived from Russian peasant

depiction of demons, deer,

fowl, flowers and beasts fro
the mythology of old Russia.
is evident when examin-
The effect of an i1lusionisti
in, the set. The room of the palace occupied the whole
stage. The cons.ruc-ed balustrade of the ba'cnny a. .he
bac. is placed in front of a painted backdrop
, , r5tv |t is in the use of 'traditional
spective view o a y-e _
. . that the WK is innovative. These
decorative el erneni
.rfaces create a strong and
decorative design-- the wall
Iso based on those of the
vital unity. ostumeS wele
ncoroorate simi 1ar
Russian peasants, Figure 23). and
. visual wunity, (cf. Figure
decorat ive motits thus furthering
22 and Figure 231
ooera The Snow Maiden, to St. Peters
Mamontov brought

burn in 1898, where |. "crea.ed a sense,ion".3 It
an nnove.lve concept Which .he S,.

aoon ,0 .mutate, end was

Introduced

Petersburg designers were

la.er ,0 Influence the designers

Due to bankruptcy Mamontov had to
f the i

. . . Mir |Iskusstva, bul his
withdraw his financial support troi

. a to Influencer the work of scenographers,
as continue

especially thee associated with the Ballet Russe.

Paternalistic patronage of the type provided

by Mamontov and
Trincess Tenlsheva.

lingered longer in Russia than

In Wes-
tern turope. Social factors in

Russia made this kind of

patronage possible. The two colonies combined sponsors!,,P
the landed nobility with the socialist idealism of some

like william Morris. Olaghllev's patronage was
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grandiose

administered

ambi t ions and

whe n

he

we iny
ernphc
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decorat,ve surfaces which maintained the rntegr.ry o

picture surface. Vrube, painted in "briiiiant peacock
co,our applied in a curious series of jagged p,ones
This was not dissimilar to the Moscow School S use
colour. vrube,'s work has something in common w.th the

Salomd illustrations.

Dimitri Sarabynov states

B S d4d €& S I

human emot ion .-

Vrube 1 constructed paintings

vrube,'s Resurrect ion, (Figure 25). <certain individua,

non of paint, no, unique in the ,890's, given the develop

A .
Cd ..omewha, more independen

V,.bC was influenced by his study of Byzantine mosa.cs

V,ube1 certainly did not work with a systematic and regu

unlt |, is also this loose application of pain, that

influenced a,l the

pre-war designers for the Ballet Russe.

, S

tly, which suggests that

»
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ESSISIF

Bakst, in such baUets as Lc Spectre ,a Rose.
E'EEHETfEET-T
| |
,himmering ballerlnas, demons
)king"lell:po;t;a,t are lovely
s r 8§ ~8 ts ; tS fn % S 8 .« S '18"

design for Schghfrazade.

Dance of Tamara,

i and Bakst's 1910

comparison c<etween Vrube!1-J

tont.n tion. _ provMed byC.
nfluenced the Ballet Russe se y K
ipence r .

different images
The underlying

n a

[ | I [ ] | | [ ] '
on w*tl I I p 3 I

inspired the Sdhfh drazadje designs.

1S



which he acknowledged as a source. However, a total trans -

formation occurred. This was due to the use of a painted,

textured surface which was not systematically broken wup,

as is found in mosaics. Russian peasant design motifs are
also in evidence in the costumes of the figures in The
Dance of Tamar,,. A similar usage of motifs can be found

in Bakst's designs for Schlhdrazade , {Figure 6b), but here

there is a far greater legibility of individual forms as is
to be expected in a stage design which incorporates con-
structed elements. In Bakst's design, pattern is used more
extensively, and bolder motifs are incorporated, particular-
ly in the massive drape. However, as will be argued, one
cannot ignore the possibility of an influence of the works

of Matisse, given the intensity of colour in the dScor for
Scheherazade. Since Bakst worked in Paris, and was often

associated with the avant-garde through his con,act with Misia

Sert, this possibility cannot be discounted.1 It will be

shown the t Bakst's motifs were drawn from Russian peasant

folk-art, as well as Persian and Islamic counterparts.2

Both Vrubel and Bakst used motifs from peasant art. Thus,

whilst Vrubel's use of decorative patterning may have

served as a stimulus fo- Bakst, the importance of other
sources cannot be ignored.

A utilization of surface texture and brightly coloured
pattern is also encountered in the work of other Muscovite

artists, such as Maliavin. at evidenced in the 1906 painting

The Red Whirl,) (Figure 28). A movement towards <colour

and pattern in contemporary Russian Art was not un.que.

It was to prove an important influence for the Ballet Russe

designers such as Bakst , Roerich and Goncharova.

,n contrast to the Muscovite school

of artists, as epitomized
by Vrubel, the artists of St. Petersburg followed a more
cosmopolitan inclination. In 1906, in his preface to the

catalogue of R ..”ian Art at the Salon d'Autpmne, Alexandre

Benois explained the two current in Russian art of the day
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awever, such a si.piisUc di,fer.n,, at, on between the Moscow

nd st. Patertburg artists is suspect, for
ork of both schools,

on study.ng the
the distinction was not as r.g.d as

enois' statement leads one in believe. Both s

tillted a painterly surface texture as well as symbo .s

unject matter. Therefore the only real differences arc

hat the St. Petersburg artists tended to a more neo-Cas -

a1 choice of subject for their symbolist

works. Th. m.gh
,6 why Sends stated that their works followed the cu
> the Intimate, the precious and the rare
the works of both -chools were extensively illus.rated in

x1r ,skusstva.3 Both schools, although perhaps differing

U ightly iTThe choice of subject matter, belonged 'unda-

mcntal ly to a broadbased European symbolist movement.

The St. Petersburg artists, such as Bends, were, however,

trying to break down the traditional academic methods of

picture construction. Their chief stylistic characteristic

was the reduction of the human figure to an ornamen a

decorative shape. This shape emphasized the two-d,mens,one
quality of tho picture surface, and the eloquence of | .n.
divorced from colour and model.in,. The St. Petersburg
artists used shapes which moved in a plane parallel to
that of the picture surface.'" Through the use of costum,

they reduced the individual to a type, and the partlcu nr

,0 a generalized form.5 This aspect, the reduction o. | he

finer,» to an ornament.l-decorative shape, was one of tie



71

prime concerns of the designers working for the Bcllet

Russe.’

The St. Petersburg trained artists, such a Vic.l"ii !
sov-Mussatov (1870-1905). worked simultaneously - sty
reflecting an influence of Russian national arts as well as
in a more international symbolist mode. Mussatov appears.
to be more interested In imbuing his works with light, and

symbolised the elements air and water.7

After Vrubet1, 8 orissov-Mussatov was the most significant

painter who influenced the

designers of the Ballet Russe.

-n 1895 he left Russia for Paris and during the next -our
years worked in Gustave

Moreau's studio.3 Here he was

a, first Influenced by

Basticn-Lepage's work, but this ear 'y

interest was soon succeeded by the work of Puvis d= Chavannes.
,t was under the Influence of Puvis de Chavannes that Mussatov
began working in an historical style .5 His fascination with

the past (i.e. the style of the '8)0's ) remained a constant

characteristic in his mature work, but it is not a part.cu a,

moment in history which he desired to evoke lke "Benois,

the St. Petersburg eighteenth <century devotee) but simp vy

the past. he moment irretrievably lost".6

Mussatov's use of historical costume a,so differed profound,,

from that of the St. Petersburg artists. It was not a con

sclous stylization in order th reduce the figure-, to

silhouettes or marionette,, but a means of rendering the

human figure more remote and mysterious.)

Although Mussatov stylized the costumes, these <can still be

identified as belonging to the ,6)0"',. Hi, particular
interest of light

falling on materials is evident in a work

such as The Gobelin,

(Figure 29). Sarabynov has observed

that
ne in

representations of Renoir and Monet.



rendered in a sty lized manner.1

subdued in tone.

The same symbo.is, fee, in,. Parisian in.iuence and p.ieUe

scape .
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Mis attention was also aroused by the complex tasks of

pictorial composition '.as Is seen in both The ReservoJ x and

The Gobelin). The artist arranged his paintings according

to harmonic principles. He set has figures on the surrace

of the canvas to form a rhythmic

whole. He painted in soft
muted colours, stressing the importance oi texture as well
as the grain of the '"anvas. and used free, broad brush-

strokes.
In 1898, after the death of Moreau, Mussatov went back to

Russia.' He returned to his native Saratov and there he

began to work in surroundings that lent themselves to the

m'melancholy dreaming which remained his constant mood

until his death in 1905".7

B, 1QQ4, the works executed by Vrubel and Mussatov had

brought about a change In attitudes to the painted surface

l, the artistic centres of Moscow and St. Petersburg.

The new emphasis on the flatness of the canvas surface,
which the St. Petersburg artists derived ‘rom the tradition
of Vrubel, was likewise pursued by their Moscow contempo-
raries. In the Moscow artists' colony 3 breakdown of

static closed form replaced by open d/namic forms came

about. This can be seen in Mai lavin s (18h9 -19>91 Thn_ju_d

Whirl (Figure 28). Mai lav in' . work was exhibited by

Diaghilev In his Paris exhibition,3 and although the

designers for the Ballet Russe never acknowledged Maliavm'

influence on their works. It I's Important to note that there
are manv similarities in style between The Red WhjjM and
later Ballet Russe designs.°‘i This canvas shows dancing
peasants In long flowing garments, painted in vibrant
colour, juxtaposing re-f, ochre and blue to form an
Intricately patterned surface, as seen in the central
figure. Besides combining elements of Vrubel's surface

patterning, Mai lav in's The Red Whirl shows the influence

of Mussatov'. representation of the <co.turned female form,

and textile designs from the ancient Muscovy empire as
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their stage pictures
At the same time, although they gave less attention to
specifically nationalistic image., U'o ~'m lcters u g
artists were even more eclectic 1in range. for

inspire/designs, f,r *"e.amp

'n 2 r, * ; AL LILirin

Auslin'o?llround'd®?”?

Zllrlz','. sty10211 Irl 1

le. » o s .A o A A A

I Chjoj HOITT (n 9ufe

;. -HUH do.“”Mn.o to

fioure and the "complex

eaamp e.

e ~131.)

1-2) .

-nv.y

landscape
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gioan ing beneath the jerror of a cataclysm of nature

The painting purported to r'lu trate 'he last days of
Atlantis.A far tr return to ancient
Greece, Bakst s wot ks have more t o with the classiciz
ing element in symt ©lism, rath<r Marly expressed by
the Austrian Gust > example, his 1l irst
Secession poster. Bakst's early designs for the ddcor

of H1ppoly tu1 (1902*1903)i (Figures 32 and 331« have,

according to uMIl an, th melting iewe1 quality recalling
Gustave jreau who also wa y certain classica
motifs".3 Although McQui an mas this comparison w1
the works of Moreau, 1k s i-iigns (Figures 32 and 33),
w n compared with Moreau 1 lintings, do not seem to
support this contention. Bak 't's fillustrations, (Figure
33) show a study for mosai lements used in the ddcor.

" . : R
Spencer states that they are f 9 ©On "Archaic Greek motifs
using chevron, block , circle anc ave patterning. Although
Spencer claims these design elemer 'S are Greek in origin,

or carerdil examina'ion thev appear to have thr 'r origins

in Cretian ar , € |f fhe columns in the reconstructed
palace of Kno , ,r 1ar't«d to Bakst's design, obvious
simi larit ies loted. As Ba: st refers to the Knos sos
palace in his 190k) such a comparison is valid.”?

A costume de the pl.iy, (Figure 32), also reflects
both Bakst'* ,m 1nd hi' historism. Although the
motifs used i js tume design are of Archaic Greek
origin, the costum itself is more in the style of the
later Greek chlamys and cloak,6 Greek vase paintings
may well have served as a source for Bakst's figurative
,tudy . In his diary he states that on Nis 190k tour to
Greece he had seen vrcck va in the myseum. Bakst ,
however, simply drew on Historical material In these
designs and hardly personal i €d the (imagery as he later

successfully did in his design for Schdhdra/ade (1910)

and Cldopatrc (19C9) -



76

The policy and philosophy of Mir Iskusstva wencouraged
eclecticism. rn his introductory editorial piaghilev
wrote
Those who accuse us of blindly laving whatever s
modern, and of despising the past, have not the
slightest conception of our real point ot view .-
We have gazed at the past through a dern prism,
and have worshipped only what we, per .onal1ly, foui
worthy of adoration
What we nd for is independenc
ana rreeao or ourselves
ight t wav seek to
ditv ,laniards.
tirst tain rdinated thi
ts exoressi1
of the art
Beauty in art i old in images. It
matters to us b at those (images are, for
the importance es not in itself but in
its reve 1ation e personality the
importance and of a work of art lies
in how clearly it defines the per son-
ality of its cr he degree to which it
establishes cor r nersonalitv of the
beholder..
it was uiagni the work of art should
function as a cation, transferred into the
theatrical art-. There the performer was regarded as a kind
of necessary convcyar be twe the intentions of the author
and the audience. A1 highest value was placed
on the individual personality of the primary, creative rtis
individuality was frowned upon in the interpret ive artist.
In a review of current Russian theatre, Diaghilev wtvte:
There is a great tendency in our Alexandr insky
Theatre to create "types", according to the
"artistic temperaments" of very actor on its
roster, as a result of whiih, where the ¢t lassies
are concerned, however great an acto< may be,
he must perforce relearn everything *rom A to /,
and most important, forget his greatness «
So in his ballet ny Diaghilev permitted no wilful self
expression bv his dancer As to the composite art of



th atre as a whole,

ality. of Stanisiavsky's newly

he c¢1aimedl

The chief prerogative of this
fact that it can allow itself
any other daring innovator,
less authority, would dearly
Here you have a group
forgiven: more, every effort
sincef ity an>
outrageous t 1<

its
howavvi ,

credence to
aims,
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original. Just as he had a tale1
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such as
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its most
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lay his later activities.

Inter stingly, ballet wa not

until 1902, but once the

art form they were prepared

bolist potential.) The

symbolism in Russian visual art

development in ballet.

of romantic ballet, Gise11e, in

The ballet made a stunning
Its exceptional

unreal story of +the heroine.

Benois, the first ballet

artists, further noted;

Diaghilev advocated

formed Moscow Arts

group

enjoying

pay
to whom everything will be
will

.ed in

mentioned in
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to make
propinquity of
are
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Mir |
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The ballet is a universe in itself, which no
one has yet exploited, or evn understood what
mighty reserves of eXxpre ion, harmony, beauty,
meaning it may conc<a', ven in comparison
with tragedy.*
Beno is1 perceptive intuit ative potential
of ballet soon infused mo members of Mir
Iskusstva.' The r» pon v oup to ballet,
once they discoveii d the and-able. Ballet's
special ability to presen e a dreamlike or
enchanted past , to suggest rid, accorded with
the several aims af the Mi inters, and what
the ballet of the Mari insk the Romanov court
most seriously of high quality.
n Russia, W
ong been s In
irivate th v, ad pion
ni, or ion
Ma
production,
sm, produced
colouring
suggested an environment paint handling,
and manipulated the t 3gi facsimile of
reality hut into a painti
99, Dlaghilev was appoin special assistant to Prince
Vo lkonsky, the iperial Theatres. His
occupat ion of gave 1 Mir Iskusstva painters a
passport into ial wor of theatrical design,
However, a srh e Deli be ' ballet Sylvia with
d<*cor s and cos friend >came his undo ino. His
ambition wa r wer ful s, and he was
abrupt|i/ i mi ssi'd in 1901, notwithstanding the prai
which his Y ar 11001 he Imperial Theatres for 1899“ 1900
had received from the Tar. Although Bakst and Benois
ilong with Korovin# and Golovine, did create designs for
the Mariinsky during the next few yeais, both Bakst and

78
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Benois had to wait until 1909 before they were given the

opportunity to design in an innovative mode For example,

Benoi s was given a commission to design the ddcor and

costumes tor a minor opera, Cupid_ Revenge (1906) iy
Alexander Taneev, at the Hermit ige The.itre .’ Somov
designed the programme, Unfortunately, none of the designs
have survived. Bakst a o made his debut as designer at the
Hermitage Theatre with a ba1l< Le Coeur de
Marquis< which the great ballet teacher, Cecche 11,
per formed The ballet was consider* uch a succes that
it was tri tei'red Mari in >ky Theatre in 1902 .4 in
Le Coeur la Mar ui Bakst designs were accia meo.
Against the white bac kgr d of the exquisite
little Empire salon the £ mcs stood out in
a
Unforti the programrmv remains,
fFiguri tn s description of the setting
must b n hearsay. As can be seen

I the enthusiasm tor the
her fields of art studied
ave affected Bakst in the
omanticism in this il lus- ol

tra bviously under the strong

Petersburg academic

ra his use of the flowery
neo-c ice on the tradition of
Frenc Versa i11 of the lattice work grid,
as we s¢ the P .tv1p found in the ccs-

turning o°+ int iw- »*

Le Coeur de la Mai qu nrd t the Private
Impei "al Theati 1m, no ay, as gested, but
as a ba1llet and mime irran<i hu ¢h phei , Marius
Petipa. The perfo bruary 1'T02 .4
According to Spencer the caloo Bakst s
un ique Ld1cmt ds o st igtt tic *ign< o A ioncd, only

the cover design for lhe progiamme has urvi d. therefore
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it is difficult to evaluate Spencer's observation.

It was during 1903 that Bakst received a major commission
to design the ballet W We d»s PoupJes with music by
Joseph Bayer. This wa premiered at the Hermitage Theatre
on 16 February 1903 .1 Nikolai and Serge Legat were res-
ponsible for the choreography. Although the ballet was
"very light in nature, with mediocre mu ic ', Bakst seemed
to respond with enthusiasm to the theme of a toyshop. He

changed the setting from Vienna of the VJ '01s to contem-

porary St. Pete. burg ,3 using the facade of a well-known

toyshop overlooking the Nevsky frospek t, amous 'or its
displays during the Palm Week fair. Again, no designs
of this setting remain, but 'here 1is a collection oi his
illustrations of the costumes. The recording of these

costume designs wa an unusual ¢tribute to a comparatively
new designer, in that a serie > of coloured postcards o'
the costumes were i >sued in a "older, |l igure 3b), hv the

Imperial Theatres.

As designs they .how a move awry 'ram the traditional
ballet costumes of the pre-19001.. The costumes are all
based on historical source iterial, whether of Japanese,
Biede rmeyer, or the contemporary Russian periods. One

costume (upper left) show a distinctly Japanese derivation.
The second, third and fourth show a detailed, albeit roman-
ticised, Biedermeyer style. The last two show faithful

interpretation*, of men's costuming of 1903 St. Petersburg.?

The costuming, 11though not innovative in their renditioning,
do Illustrate a change in ton< eptualisation of ballet dress.
The short projet ting tutul1 irt .till very much in evidence.
However, if compared to thi i mlum< fot la Fille du ifiaroaji

of 1891, (Figure 4), the change is immediately discernible.

In Bakst's deigns the motif art no linger convenient
symbols appliquid along the borders. They arc <
patterned surfaces th.it cove 1 arias ol the costume. Fur thvt,

the patterns u.ed are unified with the costume, and <Hle not



merely attached to the borders. The men's costumes are
based on contemporary treet garb os is especially
noticeable in the figure of the oldier (bottom right)

This was onr of the fir t Russian ballets to u e contem-

porary dress. In later Ballet Rus.e productions the ideas
instigated by Bakst in this bal I<t were continued. For
example, Bakst used contemporary costume in e, and Benois

designed tne eleryday wear ot the Russian populace in
Petrushka, which in its general design concept was not

unlike La Fd» des Poupee

Diaghilev meanwhile continued to edit Mir | kusstva unt =l
demise in 1904. He managed the annual exhibitions that were
another facet ot the group's activities. His onograph on
the Russian eighteenth century portraitist, Levitsky, was
published in 1902 ,andin 1905 he al o ornan izedan e+ ibi-
tion of Hi torical kusian Portrait (1705*105) « 1

Although the magazine Mir | had cea ed to ex st

in 1904, Oiaghilev brought together » rinal Hir Iskusstva

exhibition in 1906. This last manifestation of Mir
Iskusstvaalso turned out to be Oiaghilev s las’Russean
venture . Th i was hisfirst prv ¢ tat on to t eWest.

He took the Hir Iskusstva exhibition > the tin on Automne
in 1906.3 Th<re, in a special lattice wori winter garden
installation designed by Bakst , (Figure 36 , the Mir

Ilskusstva painter s were shown together with a range of
Russian paintings (from Icons to printings by younger
artists, such as Larionov and Goncharova). Bakst's

ddcor for the exhibition

was conceived aw a garden with sculpture

re licving the monotony of the row of canva s*
This was achi ved through the u*e of trellis-wore >vt had
an overbearing aura of Victor ian fust iness. It sugg<*ted
the ambience of an arbour rather titan agallery,whic«h

detracted from rather than enhanced the pictures on

exhibition, contrary to Spencer's description which tated
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that it was

It was lypicai f the ideal’ of Mir
exhibition should be prefer
ideal of relating the exh il
seen to foreshadow FI Liws

1920's. Th i
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a charmin< terior
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Rachmaninof f Rimsky-Korsakov, Alexander Scriabin and Josef
Hofman performing their own works. this Prompted Diaghilev

to mount Mussorgsky's opera Boris Godunov’ the following

year. Diaghilev had intended to mount Ri >Kky-Korsakov s
opera Sadko as well. However, Rimsky-Kor ikov would not
allow any cuts to be made to >hoiten the Jera .and thus
only Bori ' Godunov wa ¢]

Between its fir forman Mariinsky Theatre in
1874 and Mussor death tlic povertv at the
age ol forty*tw lor is Godunov had beef
performed fifte n Kus s 1a It was then dropped
from the repert In the eat irs of the twentieth
century Rimsky- he work, rt —erches
trating Mussor itinq many of the so-

called 'barbari

an ua
an once a year
1 Lna greeted with
ra in the
yed away from
and inflammatory
onn of |liberal
Diaghilev, no ussorgsky S Bori 1
1, hild hearing his
aunt Punaeva augqhter of the poet
Panaev ind a icr saying to her
ng to-day so don t
ky". The composer
, although naturally
he was trying to play
sonu t )r Mussorosky
Diaghtlev tated that th t th!l reasons he
tak? 1 prod 1c on of Boris Godunov to Paris
in the if er of 1908.'A Diaghilev hid originally asked
Bcnoi 1 to esign |1e opt Bono1s, however, declined

as he 1M1a d that he di ked I hi



Muscovite oriental style of architecture and

dress (as specified in the Ilibretto) but wou'd
be willing to design the Poli.h scene- in a
Neo-classical tyle. 1
DiaghMev then approached th Mo cow painters Korovin and
Golovin, who initially refused th c,emission - probably

through fear of offending their pat, m, Te1yakov ky, the

manager of the Imperial Theatres, who would have notning

to do with o iaghilev (no doubt du<- to the Sylvia scandal).

Golovin, however, eventually agreed to contribute certain

design concepts which formed the ba is of tae iinal designs.
These would be realised b> another designer, Juon. Golovin
and Juon were eventually assisted by Korovin.? Bilibina

an expert on Russian history and icons, was called in to

design and advise on the costumes.? Following his instruc-

tions, Oiaghilev and Benois went hunting in the Tartar and

Jewish shops ot the St. Petersburg market > for silk,
brocade, old head-dresses and :11ad$tiona: costumes. '
Furthermore, Oiaghilev sent Bilibine to the nci the,n

prov inee s

where he travelled from village to village,
buying old hand-wovcn sarafans, which had been
hoarded 1in chests for centuries, particularly

in the provincr of Arkhangelsk and Vologda
Two famous Moscow firms also wove special
brocade for us according to Golovin’s
specifications/’

These treasures, as weil a the settings, were displayed on
the stage of the little Hermitage Court Theatre for the
inspection of the Grand Duke Vliadimir, whose patronage
Diaghil-v had secured for the enterprise, as he had for

the concerts during the previous year. Vliadimir, second
of the five sons of Alexander Il and uncle ot the T.ai,

was a committed patron of t‘vme arts.

It can be assumed, taking the diversity ot designers at
work on Boris Godunov into consideration, that the complete

work could not even appioamh the concept of a Gesamtkunst-

we tk . Yet, judging from the few surviving photographs and
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illustrations remaining, a certain visual wunity in indivi-
dual scenes may be discernible, especially 'n those scenes
which show a strong Muscovite influence. For instance,
in Act I, scene 1, (Figure 37), although the pain was
applied in broad brushstrokes, it can be noted that,
rather than being innovative, the stenographic concept
was still firmly based on research, especially ol the
ancient Muscovy Empire a > studied by the Abramt sevo colony
of artists (of whon Korovin and Golovin were members).
In 1908, however, the stage picture presentation was
regarded by conter rary critic, as at least original,
as can be gleaned froi 1ing a tie In Le Flgarol
The great difference netwet Russ’an and French
ddcors can be not >ced; while our designers
strive for realism and trompe |'oeil the Russians
insist in "interpreting7* They" are Impressionists
on a giant scile. Their skies are brushed in
with sweeping bro strokes, their <louds are
g 13h o look like heavy great dump-
nted rinaret' of the 1r palace* are
splashed hout thou jht of detail or relief
as seen rRnr*s Godunov and ballets
le Pav il Thise a
arehuge it Ve
Th: effect created by >ian scenographers was not due
to their supposed use o | rt.si onism on a grand scale",
but rather to the M1r Isku va group' » involvement in the
Russian art move ent , esp ally in the use of a free
textured p.!nt application 01 example, the work . of
Korovin, Mus atov, Vrubc1 and Mai lav in).
In the watercolour illustration of the set for Boris Godunov
Act | Scene 1 (F gure 37 the Mu iovy Influence is evident
in the architectural mot i* n*on domes nd the horse-
shoe arches , which are the direct result of the influence of
the Abramt sevo colony’ tudy of the art of ancient Russia.
The u.e of these architectural elements can be traced to
the similar usage of su< h elements in the Novgorod ian Church
of the Transfiguration, (Figure 38). This set would work
as a background unit to Chaliapine's Boris costume, (Figure
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Percival, J Op. cit. page J. As there is no
evidence to the contrary, one mutt therefore agree
with Percival 1ri this observation.

Lifar aerue Diagtiilev. His Li » His Work,
His L?oend : An Intimate Biogi aphy, pag"e 67-

Ibid. Publish* Beni stva 3/4

(1899)* page |

Ibid.
Intro
Pv rxh 19 ST page 1
ba 11e
dic
if The World of
Art ha Quiila:s her M.A.
of Art herefore content
if Painting,
uu 11 1an. Op.c page 64.
Fi/ da Robert . Mis la The Lif
,F H1'tor Russian Art, page
Ibid
Ibid
Bcno A he Russ i,’n St hoo 1 of Painting, page
Buck R Diaghl lev, pages 5/9"1s 1.
As will be discu id in the individual ballet

design concepts.

53
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(contd.)

67:

1
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Academy's decision in 1863 to set the theme of
Odin in Valhalla as the subject for the annual
gold medal award. Thirteen students were so
angered by the Academy's choice ol a theme
entirely divorced from fTactuality that they
resigned from the Academy and formed an
independent group. In 1870, with 1. Kramskoi

(1837-1887) as their leader, they founded a
society which they called the Society of

Wandering Exhibition (Peredvijnika) . They
TTTtended showing reTIT; tic pictures similar to
those of Courbet and Millet t :n subject matter,
but not in painterly style, with the purpose of
advocating social r ms to the country by means
of travelling exhib ns* Kramskoi was tHe most
ature a; well as the most talented and vigorous
f the "Wanderers". He soon became as well known
for his passionate art > for his precise.
carefully obse ved pai n« His portraits were
competent works, as ca >1 in Portrait of a
Miller, (Figure .s . 1t s a sincere, yet some-
what pedestrian work, lius trates the typical
"real 1st painterly st f Kramskoi, as well as
being indicative of tn ial matter favoured by

The Wanderers Group.

Snencer . C. Bakst , ;ade 34. Specifically in that
as mad before he died.

I leXfindrov ich Vrube 1, page 42

d, pag<

pa :1

3 i>en Bakst, page pH.

0. Russian Painters ot the Early
Twenti eth Century, page 14,

mbid.

Spencer, C. Bakst , page 38.

As will be n add discussed when the scenography
for ballet dis<u ed in the following Chapters

Taking Autier's definition as the basis om this
assumption, pages /3”7* me

Ranska ll, f. The Tr,j 1.1 ov Cafllery

Spencer , C. Bnk%t , page 60.

%
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Gold A d Fildal P, Misia, pages 156 and 157.
old, . an i/da

As will be 11 lustra ted when the ballet is discussed
in detail in Chapter Four.

Discussed in detail on pages 73-74.

Benois. A preface to the Catalogue of

Art, page 3
Ibid, page 4.

I'bid, pag v 5
David, in Neo-Classical w o ich as the Oath of
the Horati i emphasiz . ] _
Jrc plane. This Wi°* achieved by not using
the Rend isssncs *da ©°f one or two point perspec-

tive but rather tha of planes paralleling those
of tt;e picture-surfa tt depth being hinted at by
these planes which s itested, but did not state,
a third dimension.

»n School of Painting, page 42

i discussing individual ballets
;raphers for the Ballet Russe.

tibol ists. pages 14-1.

.V Svmbolist philosophy was

which existed alongside, not
in to thi natural world. More-
only it own rules, it should
%tern11 tea 1ity, that is "to
ti ideal , according to the
s to expre* three-guarters of
in the pain ing's suggestions -
that was tI ® afeain 1eranegta|i;rh jvhvivcohUI?Na:al::seent:al
del iterate a i qui " y
to Symboli
One cAn 31 a u i that .here he became. aware o
Mat i Vuillard and Denis. There
the works at Is
Sertae ‘in hi works such as 1he
are < fat
Reservoir which hint at the knowledge of Denis
. . he stylization of tree forms
paintings such a _ _ o
and their reflections, as well” *° ‘"°'7 *=imeriified
renderi nq.
Sarabynov, D. Russian Painter he Lari

Ibid, page 19
Ibid, page 19
Ibid, pagv //-
Ibid, page ?B.



p.72:1
p.73=1
79:1
.76:1

As will be shown when discussing their works in
detail (Chapters Three to Seven)
As applicable to Footnote /[1:2.
As evident if Denis' La Dance Breton is compared
(collection Joselowitz) 1891.
Maeterlinck'-, p1ay The Blurb ird and, later Kandin-
sky and Jawlensky's Blue Rider group of paintings
all make use of the juxtaposition of such colour
tones. The Blue Rose. the second generation of
Symbol i .t pa inter-, fn Moscow, who were directly
inspired by Mussatov and succeeded Mir”l skusstva
as the new movement in Russian painting after 190>
also used similar colour tonalities.
Sarabynov, D. , -ate
Ibid.
Diaghi!ev, S. Int (ion t Par alon
Al me. 190b
The Ballet Ru ver, only seeme-
to acknow 1edg' el and Mussatov
as their chie
Ti cable if The Red Whirl
Woman on a Couch (18%$6)
Ibid,
Figur etterhead designed for
Mir Isku llustr ites, as discussed
2l il ipter, a aspect of his work - the
use r.f a
MtQui 1lan, M. nd the Ballet, page 67°
lak st , pagq
Mayer, C. oakst , page ) /.
If the ch )v of <«nc'*nt Grctce is studied it can
be cl ear | .tab lished that Bakst "sed it as a
prototype (ihe Changing Face if Fashion - Carter,
E., page-
Mayvr , 01.mit., page 4!. citing Bakst. Bakst
,0 to use Greek vase paintings as a source
for his designs for L'Aprds-midl dun Faunt'
Diagh llev, pa.,es 56-97, citing Diaghilev
Ibid, pages 57 ting Diaghilev
Ibid, page 81, <it ing Diaghilev.
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n.77:1 Ibid, page 79.
2 Ibid, page 71.
3 Klinoff, E. Alex indre Benois and His Role in
Russian Art. Apo1 T 'm/1Til 142 (1973), page 465
4 Ibid.
Lifar, S Diaghi1 aqi
Ibid.
Oiscusse'’ es 63m65.
Marshal 1 the Russian
Theatre, 8 and 39.
Ha ske 11,
k is placed during 1903*
f the 'dolls' reflect
ods; for instance, the
Biede rmeve r e dolls are in the toy
baser are of the 'contemporary
190 3 per
p.81:1
radit ional ly, Diaghi lev aid to .iave assisted
ionovis and Gon(hai1>va's trip to Pairis at this
1C See Mar y Charnelt1s The fir 1y Works of Gon-
rova and Larionov, Bur1indton Maga; 11 .
TTTTTJN). Mort recent 1y it ha'm been point
that Go ni1 hil#fOVd 0id not (jo on that trip. See

da Nocfi1in and Ann Sutherland Harri s, Women



96

p.81 :4 Art ist 950-19 50, page 23856 .
td.
(con ) Spe n( D. Bakst , page 41.
bid, page .

. . introduction to Paris, salon
Diaghilev, ->,
0:+Automne 1905 ,

Ibid.

duck 1e R. Nijinsky, pages 8}-8 Paris at the
Bcno:s Bakst anu Roerich were in )
i 11 n at least somi
time therefore they mus :

of these exhibitions.

Ibid.
Ibid.
Tlie the Ballet
Ru
A1 o it must be
o attempted to
1 this opera drying
*ica:r field.
r.ason for Diaghilev's
with the Imperial
Haskell, A. Oiah ft: His Ai1tistic and Private
Life, pane 9.
A
Le Figarn: 18.5,1 909, pag (tran5|at0r
Ariannc Mickris).
86 1 Bt-nois , A Memo ir ©f the Russian Ballet 1II,

page 2?30,



97

To be discussed in the Chapters analysing these
ba 1lets

As will be shown in Chapters dealing with individual
ballets.

All the following feat res have been discussed in
detail in this Chapter.

This is particular! /| evident if an early Goncharova

painted detail of the head of a saint is studied,
from Icon Paint inge with Mot Ifs of 1908, (figure
40). fn FhTe <rK The influenl:e of Russian icons
is extremely pronounced; the head of the saint

closely parallels those found in icons such as
St. Nicholas, (Figu.e 95), “nd Our Lady
V1ad I mor skay”a, (Figure 97).






Benois that ”... this must be shown to Europe”.

During his 1908 summer holiday in Switzerland, Fokin;

received a letter from Benois reveal mg tha

had the idea of persuading Sergei Pavio i
iilaghilev to take the ballet company to Par.,
and to present lLe Pavilion d'Armide and o he.
Fokine ballets. *

Astruc, of the Socidte Musicale. the promoter o the

Parisian concerts whose interest extended to Russian opera

describes how it was he who asked Dinghilev during the season

of Boris Godunov in 1908 to bring the Russian ballet to Pan-

in the following year.)
Nijinsky. Pavliova, Dandrd, Bene is. Bakst and Astruc may at,

have correctly recalled these conversations, and individual’

believed that they had been the deciding 'actor m the pro

motion of a Russian ballet programme to be shown in Pans

It had been Benois who first persuaded Oiaghitev to take the

art of ballet seriously.f Dlaghilev had observed the reform

of Fokine in this field. He had seen in Le Pavilion djArnnde

that a new unity or Gesamtkunstwerk in design, scenario, chc

graphy and performances was possible, and had realised the

in Pavliova and Nijin.ky he had two accomplished dancers v-h

could inter et the new ballet, and concepts o Fokine?

Dlaghilev was quite capable of inden-ndently concluding the

new oppor tuniti < were open in the West, particularly becau

tn Russia To1lakov sky was in command of The Imperial Theatre,

and Dlaghilev had fallen fror favour with the T:ar.

Dlaghilev made both Nijinsky and Pavliova think that they had

talked him into exporting the Russian ballet to the West was

a feat of diplomatv.& Fokine, the choreographer, was also

essential to Dlaghilev' scheme. However, as Dlaghilev had

never worked with him, he depended on Benois to mtrodu t

Fokine to the idea of touring the Russian toilet. The

essential fourth party, Astruc. was indispenslb1e in PaM

as manager.

Oiaahilev's dec! ion to display hall’



publ ic, rath €r than any other Rus- ian ait forn'y at his
dispose 1 may seem to have been imprudvnt as he had already
had not able Ssuccess in Paris with his prsent.it fons of Art
Exhibit ions and Opera. Furthermore, 01her batlet companies
and per formefs had visited Paris with pittle success. ‘or
ex amp 1e » Manizotti's Excels i01 company yisited Paris in 1880,
and during  he summer of 1908 Pavlova and Bo1m had led a
sma11 trOupv ©Oon a tour of Europe, incIuding Paris in their
itinerairy.l Kchessinskaya had made sc'™M® 9ut »t appearances
at The Opdr,» in 1907 and 1908/ None ©°f these performances
were wit*11 rSeeived.? There was no eviidenee to suggest that
Paris, wh 1c § had seen the flowering c¢*
Romant ic |:,eriod"‘ and its 1decadence iti the age of Deg
cou 1d in the early part of the century be oersuaded to take
intere this d”modf art form.
Initially. Diaghi lev wa
a programme of i wn eluded d bal let

acting as a light Vlv:t> ;'s‘eet:\rt‘:ayr-

acceptably form o

tai nment .
The contract for the Ba & season of 1909 was
arranged at a dinner wi Ua r As true at Chez Pail lard
in 1908. A,true under t ntation 8f the 1909
Ballet and Opera sea on rar1 irst Astrue noted the
names of bal lets Diagh > > present Le Pavilion
d'Armide and two act. ol Sylvia Leo u libes (in three
tableaux). 11 a wa deleted. ecause of the
candal Diaghilev had had 1n RuUssia over this ballet.
Other ballets to be pr ented wef Cjh(* mman « and Lqypt 1an
Nights. It was oy, dent 1y intended that the evening of ballet
woul(j alternate with opera , 1<f fi * the list appeared
opera Mozart *j Sal 1er by Rimsky-Korsakov (sun@ by Ansel mi
and Chal iapine) The theatre Astrue proposed would not be
The Opdra but the Thdatre Sarah Bernhardt . This contract was
signed by Oiaghilcv and Astrue, th< j;io<?tai s left in a
flexible state, and the season scheduled for May 1909.
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the



101

. . . turn to St. Petersburg , the former
On Diaghi lev
Iskusstva assembled to plan this first
colleague s o1
L. pera and ballet.1 Beno. introduced
joint Meason
. u at this tine. He was a arentl won
Fokine to thi P PP y
's ideals, especially when he heard that
over by the <
include his choreographic works *
they intende to arap
Euvot ian Nights and Chopin_i_ana in the
Pavi11on d1A

Paris repi&rt

The ba1ie mpan1 and mprised artists
f th 1mpi were on their summer
rom e
ti T friend of Fokine, Grigoriev
vacation .
who had been ta :e anager Imperial Theatres in St.

Petersbur

During the pri !, it was decided to change
the concept o niana, wnt h had original 1y been cos -
turned in nat i »d the designs on cld litho-
graphs of the eat ballerina Tag lion i, as w ™1 as to

re -0 rcbe sl rat hop in's piano A The work was to be
renamed Los S hides and wou na the form of an abstract

ballet blanc.

_ . a transferma ion. It was
Egyptian Nigh*t.s was also to

> |
retitled Cldopatre. and Aren verture was replaced by

Cldopatre's entrance was
Taneev's from the opera Ores

. s opera Mlada

to be danced to mus i ky-Kor akov

The Bacchanade was t be danced to Autumn from Glazunov s

Seasons The orgy-divert i ament ended with the dance of
the Persian girls ‘r Mussorgsky's opera Khovanshsch ina.
These musical change were imp |l mented because Diaghilev

"felt that Arensky's tigina1 music tor Egyptian Night
was too wea Thi rench .r1tic, Nouvel, remarksd that
with such a conglomerate sE3F§ it was "nothing but a

dioc alade ru i. 6 He was correct, yet Clfopatre
mediocr
was regarded by to be sensationa / It is curious

that the fastidious Oia.,hilev presented three ballets in
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afd finally I his death the following morning when he is
made to realise it was not a orearn but, in fact, reality,
and he had beconu thi | Armida.’
The greatest innovation in th. t,.i11vt wa t
n scenes occuf f
front curtain.A The 1lying he scener Without the
lowe ring of the front curtain wa a ralica development in
the scenogra ihv ovement of part
ent
thea* res the t
tual set change 1 view of the audience
" t art tneai being productions by
vtrholt) ,” the full
. staoe machinery was
drama> however, that the scene
:::n;:a letica11y In not only
in the action of the
the et had not occurred on
. aai thances having taken
commere e ° itaining the theatrical
‘?Iace _beh nt o the audience in
::‘;L:;IZ:L_e cnan lated with Fort's ideal
1
r than a < audience participation,
::\ an_dac: at the au: as made to realise the
fuenc:i:: aoe as a v d not tin exter slon ot
their per
Further, 't may ne 1 13f 10 .ind sett 1ngs,
although rather pedant heir rcnd1t on, fincorporated
rnany symbol i t id ad>» is the or re spondencv s between
the 'real' and 'imaginary' world6 both in the scenario
the tapestry bocom s 1 gateway dream world, as well as
in the manner in which the set ti’ changed, revealing the
dream world beyond the 1f 4 pav11-ion Further uses of

the symbolist stage ideal reportedly appeared to have been

; ; 5 This
apparent in the use of proje. »-d coloured lighting

use of <colour,,! liylil, of Importance (or -.cenography in
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general (discussed in Appendix changed aspects of

the painted scene. e change ighting, previously
discusst?d in Chapter one, was a or element found in
both fiifst and second 9eneralip mbolist sc<nographic
venture S- Further, as Will be ;N thp col "Uring and

exccuti®fi of Scene 11 of Le Pav
f the Russian
42), relate quite strong 1y to t ° Work

i ‘ Figures 29 and 30).
symbol iSt artist, Bor iSsov-Mu tov, f

usly acquainted with
1t appears thot Benoi: who was
Mussatov1‘ work throu<Ih the Hit stva exhibitions and
. s pilette chnique wnen executing
magazin €., emuil<¢ted hi ] . .
this scene, as w 11 as utilizn tigurative costume
types. '
i da dim 1t
Le Pay ilion d*Arm ldr’ $ first s
illi 3) . Th con
interidr of a 9aroque Pavillio )
f rn i n<
tained ta11 windows, with ornat r1ntf aj)ternati
g above the
with pé&inted marble columne. P
resting on
centra 1 niche repress nted a11e
rated with
c1ouds> and supporte 3 SU ptn

feathe r's overhanging the 1magi

front ©of this tapesti /, stage entre. stood a giant ormuiu
clock. Mot ion 1e Jys d<oncers 1mf rsonating Time and Love
stood ©on either side of the cl k. To the riqht of the

tapest ry there wds o curtaine< alcove with a bed, and to

the right of the ale Oove was a re.sing table. The ddcor
was that of a box set nst ructed of parallel drops
itself
i esigned and decorated in a
paint'*d in fa 1se perspectlveJ
B IR idic 'he us of Corinthian columns and
aroque ococo idiC"' -
pi lastter’, and the dccorated o 1-dc-bocu f windows are
i ud at the St.
direc tly derived from 3enois lassi Ca1 y X
A ) i bai'ct
Peter sburg Academy. The set simil ir to previou
i i ,cat1e of a room
ddcor in Its repress!ntation o uiganti 1
, | it is not at
with trompc 11oci 1 |tainted do

first 9lance dissimi tar to Br
(Figure 1) . The diécernibie essential difference s,

. fo, L+ Pavilion cVArmide
however, that in +h# SCOnOgix«

+
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. nents are specified in the scenario On
the designed e
. . from a contemporary standpoint, it
judging the ddcor
a,her une,citing. The manner in which the settings
appears r
were executed were different fr those previously seen on
. Is evident from the following account
commercial stages , a
in Le Figaro!
pciwt?2ecn Russian and French
The great o . . . strivi
noticed, while our designers
decors can . " . . .
for reall sir h. Russian insist on' interpreting
Their skies are brushed witth sweeping broom strokes
. ,rt splashed in with textured
and their pal act L . .
. .. Pavilion d'"Amide. It is a
colour as seen in cj .
huge wonderfully evocativ TTTTKT
tudyi B i
Second 1y ist be remenu on studying enots
. . Scene Two, (Figure
watercolo itches, vspei
. tage d”cor and no’
42), o oking at a &
As a painting c¢
a pain
ini hibit f
the t1 hardly inno Gni exhibits none o
the current ant garde pr
. s' illusionl!stic grandeur,
The stenography was typica
ts of the scenario as well
which was compat
entertainment. Thus, It
as of the stag in
h t some elements of Gesamt~
could be further qued that a
correlation between
kunstwerk are ev
horeography. Benois set
cenoqraPny and
the pervasive textural
for Sc locau1
. areas o backcloth, legs
paint surface- integrated the stage 9
urly technique, remarked on
and borders. This o< a pa
; ; The Russian artists in
in : Figaro, need ucldatio
1 | t*’ f th t
their scenoqraphy, wunified i'1 verse elemen ° e stage
Cctu nrough a technique which pi cd 3 constant text u
. . . The loose,
ra1 surface , thus faci 1StaI|ng visual unity
1 surfaces highlights the
textured application of paint on 31 9 g
not a re-present at ion of
fact t iat the iconography pie » f1*1
the exi ting ‘\“vﬁorld, but 1 del lherate 1y 'pointed’' stage set.
The focus was on the process of painting, without disguising
the finished product. The product. therefore, did not
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. It was a
mradc as anything other than a painted set
masque i the environ-
the artificiality and theatricality o
focus on
pposed reality-as had been the cast
menv rather than it

prior to the sets of tne Russian designers' work, especially

1 The process
noticeable in realist theatre presentat,<

.inner in which th settings
of thought behind the painterly " 2
" ivalents.
wére executed , were tho <t 1 ua
i such as Le
The designs for the Ballet Rus5 ren

, Schdhgra/ade and PMJice_Il20r, were in
Pavi11on d'Armidg£

*mers - although dressed
fact meshing real ity (rca
,$ in the settings - and
in costumes which e< hoed
. he del ibe rat artificiali ty of their
real props
env ir on me nt Bakst stat
a intinn n which the
|

rmers move . Making for a worx hat is a
r;earinting o th continual!lv changing elements

s articular aspect of
He was ouvious1 feferring P P
i tii use of obviously
Ru1 an pa .
ual ity between real
paint* as well a
. as executed for the
objects and a fice, the ¢ theat dict ]
eatre ictum o
Ballet Russe para1 IS the bo 1
. h< were watching
mak ing thi audien awar. .
a performance because tni jtors dli(:ifni(::ter:r::lectthus
‘a real 1i the theatre is a
it must remain.lliltt i- only through this invo
ment with the art it i lal that stenography
d ti s
ach ieves its express ve ecorative tatu e
*n an obviously painted env;ronment 's
The u
most clearly noti noi Pavm ton d'Armide, Scene
. . in arches and obe1Isks" The
This setting was an essay ti
del ined i-circle of dark, constiuc
dancing area wa
ted painted topiary rfhilst Armida' . Uim£.ieil3 rose fr°m
inted dul ¢ d on the backc loth. The distant
ainte undul an woo
P . c e . Il recalls in
tempietto was circular behind it portico.

arc. of the Baroque 2aFfchi-
its fantasy the Piedmontese pai q

her JuVara, "especially as it was et
tec* and scenogqi ’ ’

S

The vempietto was
against a backgroui f the Alps -

vm m %M
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d . d By Benois 1y for the dancer contalned an
esigne )

i 1909. Thi
elaboration of del ail not i evidence before s
not icedn i ightly longer
i i
loth
tjtu5 a to11 as the app
the tu1: insis .
r
in ear 1 r ba
for Le_ Fj_J_
(Fin
ugh its wuse
du Pharoah i j
'period’
of the 1ay< Jnpva pt.f
motifs.'
style than
enth century
B i d
cnes Ao si 1Thoue 11 e . A
French cou

Roman tonne let,

1 (Figure 46). Here it may
ents of the costumes are in
.as u;es of Louis XIV ¢ peri-
r than that worn during the
iit vas topped by an
Roma
st late with undercovered
, crowned by a plumed helmet,
sion of a Roman soldier,
ual appearance was an
The

*ntion to fit in with the
final) vd

,i worn by the dancers.

jmes, (Figure 47), Benois
lorived from the Versailles

Although the skirt for

than tho - used at Versailles,
the fem
if. used, it was not dis-
because
ble in all French court
simitar

masoues of the cightee

NI ky's costume (F in Scene 11 was white,
iji )
ve 11 and silver and as tri d with festoons of silk.

ace rufflos and ermin tails
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It was a simplified fori, of the courtly male dancing costume
of the eighteenth century such as the Masque costume Boquet
had designed, (Figure 49), in 17/H-/9.1 If Benois1 and
Boquet 's costumes are compared the similarity is remarkab
arguing that Benoi IDst have been aware of the Boquet design
It could thus be stated that this confirmed Benois' recreating

his design ideals for Le Pavilion d1Armide in an attempt to

recapture the mo ghteenth century Versal!Hes.* As was
the case with th gs, the costumes were equally influen-
ced "by Benoi ° sion of Ver ,ai1lt-s".3 11 was this

aspect of Benois desions wnich separated him from previous

ballet costumiers. In the jjority of ballets prior to 1909
it is found that the costum types for various characters in
the same ballet were radica ifferent. This was not so

in Le Pavilion d'Ai "tide.

Taking a photograph of the sky costume, (Figure 50) as
an example it can be noted as with Bogquet's design, the
dancer wore a tonne let or w verskirt - an exaggerated
evi er the stylised Roman armour
of dancers in %he ¢t i Xiv. On his head was a
white silk, turban wi h f, th,r Round his neck
and high up under th was a jewelled band. J
Benois1 designs for 1ad es it tending Nijinsky were

in yell ow and g

Arm!da Paviova 7 wore a white turban bound with pearl* and
ic bodice and overskirt, (Figure 45).* Armlda s costume
was ,till heavily reliant on the accepted short projecting
tutu. Benois' interpretation, howrvct. differed from earlier
ballet designer . He lengthened the sk.rt and embellished

the costume with motifs, not as app |l iqu<? as was the case
prior to 1900, but with swathes of material that were
arranged to recall the style of the Versailles masques.
Benols eventually co-ordinated costume design with a com-
pletely accurate and satisfying plating in historical and
scenario context when he designed Petrushka in 1911. (This

was not fully realised in Le Pavi llon d'Armide)
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Le Pavilion d1Armidf-, the first ballet presented by the Ballet
Russe, contained in essence the principles which would later
influence all ballet and theatre sceroqraphy. Although the

major images in the ballet were derived *rom the romantic

and classical ballet traditions, innovative features have
been noted. For example, coloured lighting wa1 used to bring
atmospheric change to a scene (such th quality ot light-
ing in Scene Il, cnanging the colouring from that of midday
to sunset). 1 This use of light had it origins in symbolist
theatre production.- Another element derived from symbol ist

theatre was the involvement of the audience in the produc-
tion on the Ilevel of being made to realise that what they
were witnessing was a theatrical experience. This was
achieved through the breaking of the illusionary stage for' at
by presenting scene changes without owering the front cur-
tain,® as well as by the use of scenery which was rendered

in an obviously painted manner. finally, by altering the
conventional tradition of ba et costuming in order that

they were in keeping with the scmn.irio and seenograph /,
Benois promulgated a movement which was innovative in the
sphere of ballet costume design, as well as laying the
foundations for future exper imentation in this field \as

wi Il be seen in the costumes for Schdhvr j«*ade, Carnaval

3

L1Aprds-midi d'un Faune and Jou*

In later scenography by Benois these aspects were explored
to a greatei extent. Bakst, however, achieved similar goals
earliir - in 1909 - with hi. designs for C1<8opatre, and

SchShf? razade in 1910.

If it were not for the fact that Oiaghi lev's repertory for
this season was lIless a result of careful planning than of
"making do" with existing work and embellishing them, his
placing of the Polovtsian Act from Borodin s opera Pt ince
Igor after Le Pavi llon d1Armide, would be acknowledged as
a master-stroke of programme-building. No two works could

be more different or more calculated to display the skills



of the Russian Company. The public was transported from
the spiendours of a fairy-tale Vcrsailles in L#® Pavilion
d:Armide to the remote so1itude df the Asiatic steppes in
Prince 1qor. As Buckle states

what more totai contrast to Le Pavi113n d'Armidc
than the third act of Borodin's Prince 1gdT". Roerich

has dts igned an empty # deso 1ate 1andscape , in which
are oil ched the beehive tenis of the nomadie twelfth
century Pole vtsi , and the srnoke of their camp fires
rises inst a tawny sky. The Parisian audience

must j haid the St 9 ye znsati on of being trans-

por ted t the ends of the 3rth. 1

To give the effeit of immen i1y 3nd de so 1ation Nicholas
Roerich abo1ishec1 stage wings an<d pain ted his sScéene on 3
curved cycl1orama, Th i an iinovative coneept as legs
were usually usetl tom ask th >agkstage theatre space.
Because Roer ich (eject ed the u®e of 1egdgs, the horizontal
and pano rami ¢ 8Sfects of the p<liinted (curved 1 landscape
were str ssc While this Lfess on the hor izontal ity
of the stogel forfnut was inncwvalive for ballet theatre.
Edward Gordem Cr4ig had airttad) util ised the horizontal
aspect oif ffle stjige foirmat, ji11 ough for different reasons
Craig haid 1cvler€d the prose-mu3m arch for performances at
The Hamp id Coi"iservai1o ire in 1904.3  With this new con-
figuration, the hori zcintality of the prosceni um open Ing
was strt?ssed. Tihe reason Cir@i'g provitled for this innova-
tion wa* th it he was ab1e tt) negate 1te use of footl ights

and 1igflt his $cene fmom ab<ve

Howeverj by 1309 Craic emphesized the vertica1 elements in
his des igns beenuse tfic ele<tronics of rtaqge 1ighting had
been im>rov<d. It is possilale hat Rtciich, in stressing
the horizonta1 aspcct’ of 1%e scenogr..phy, was influenced
by Crait foi they had met ard discusstd variouis aspects of
seenogra8phy whi1st Cr)ig wa® in Ru si1 design! ng Hamlet

for The MoStow Arts Tlieatre in 1908.5

Roer 1ch1S Sicenography for Prince JJEL ’ with it s new hori-

Jonta1 form-it, +reuteda visual1ly exciting set?ne.
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of the Russian Company. The public was transported from
the splendours of a fairy-tale Versailles in Le Pavil 1dfi*
d'Armide to the remote solitude of the Asiatic steppes in
Prince lgor. As Buck | state

what more total contrast to Le Pavilion d'Armide
than the third act of Borodin's Prince Igor. Roerich

has designed an empty, desolate landscape, in which
are pitched the beehive tents of the nomadic twelfth
century Poiovtsi, and the smoke of their camp fires
rises against a tawny sky. The Parisian audience

must have had the strange sensation of being trans-
ported to the ends of the earth.
To give the effect ol immensity and desolation Nicholas
Roerich abolished stage wings and painted his scene on a
curved c¢ orama. This was an innovative concept as legs
were usually used to mask the backs tage theatre space.
Because Roerich rejected the use of legs, the horizonta
and panoramic aspect of the painted (curved) Ilandscape
were stressed.’ While this stress on the horizontal ity
of the stage format was innovativ
Edward Gordon Craig had alfeady utilised the horizontal
aspect of the stage rmat, although for different reasons

Craig had lowered the PpFgscenium arch for performances at

The Hampstead Conservatorr in 1904.3 With this new con-
figuration, the hoi izontai1ity of the proscenium opening
was stressed. The reason Craig provided for this innova-

tion was that he was able to negate the u e of footlights

and light his scene from above.

However, by 1909 Craig emphasized the vertical elements in
his designs because the electronics of tage lighting had
been improved. It is possible thit Roerich, in stressing
the horizontal aspects of the cenography, was influenced
by Craig for they had met and discussed various aspects of
scenography whilst Craig was in Russia designing hamlet_

for The Moscow Arts Theatre in 19118.

Koerich1s scenography tor Prince Ilgor, with its new hoi i

lontal format , created a visually exciting scene

il



From the moment the curtain rose on the Polovtsian
segments the audience was seized by a sense of
utter strangeness of this wunknown Iland between
Persia, Tartary and China, sparse ly populated by
warring tribes.'

Colour , form, texture as well as the feeling of a vast
panoramic space were integrated and framed by a false

prosiggnium arch, whiih further stressed the horizontal ity

of the scene by lowering the nium irch (as Craig had
done at The Hampstead Conserva oir«). is oroscenlu

arch was decorated in floral patterns that were derived
from Russian peasant art.' Such patterns are in fact
similar to that seen on a carved window's! Il detail, (Figuri
21), and the Terem palace stairway detail, (Figure 20),

which are of medieval Muscovy or igin.

The set for Prince gor (behind this floral proscenium
arch) wa executed in a free tanner, showing low-
lying hills and beehive ast colourful sky,
(Figure 51). The whole effect wa

that of rat PpPrimitivism, in bold colours which

were literally lashed on the canvas backdrop.

According to Grigori intention for the ddcor and
costumes was to pr an evocation of the remote Russian
past, infiMitte 8§pHEe aRd 1Mmh mystery of pagan rites and
elemental symbolilst forces"."’ Both the set and the costumes
vvere derived from Russian folk art. Roerich gleaned his

knowledge whilst working as an archaeologist and through his
contact with the Wanderers and Slavophile groups’ who were
egually interested in the ethnic art of Russia. It is also
relevant that Borodin, when hi composed his opera, used the
twelfth century epic poem The lay of 1Igoi s Men for his

libretto. It was this poem that formed the base trom which

the Slavophile movement sprang.”?’

There were no extant relics of the Polovtzi and nothing was
known of the existence of this fighting nomad c¢c tribe.

Roerich, an archaeologist and spec ial 1st in primitive Russian
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culturedrew much of his inspiration for the costume designs
of Prince Ilgor from what he had discovered on his earlier
archaeological digs of other cultures. Consequent 1y he pro-
duced costumes for the Polovtzi which were "a combina-

tion of the Yakut and Kirzig dress"”, (Figures 52 and

53). The results were very colourful and seemed to

convince the Parisian audience "of a distant barbarism?".

The aspect of barbar was irv nt in the scenario as weii
as the music rrinee musii was termed "oriental
and barb iric".23 an underlined the musical

themes of the Il wa set in the Rolovts idn c¢3nip

Smir nov w

Choroni ) and h’s son (the tenor

Great Khan Khontchark (the

bass Sapar A danc is sement was held for their
enterta inm Ilgor was offered anything
which woul lake n arable. He, however,

ared t ut liberty.f
The dance divert isse -ccupied a large portion of
the act was choreographei ne . It was this sect* on that
caused a sensation. Acci i Cocteau this was because

the dancers were

It is

ferocious of aspect, their faces smeared with

t and mud their coats green and mottled red
and ochre, their trouser' Siriped in bright hues;
one is reminded of a lair o* beats rather
than human beings.

intervs ig to note that the term 'wild beasts

(Fauvesi was g Wcn to Matisse and a group of painters in

their exhibitior f iqgnt 1 the Salon d1Automne .

The colours used in Prince Igor stenography were
derived from Roer i( | knowledge of the Fauve exaltation
of pure colour, espc Iy the Influence of the Chatou
group of Fiuves ‘Mat Se€. Derain and Viaminck) ,™ with
their uniformity of light, pictorial pace-con truetl on
(the tension between space and picture surface created

through colour), purity and simpfiificat ion of means, and



the concern with expression and gecoration. Roe ich visited
Paris in 1905 and saw the Fauve exhibition 1 Therefore , it
is not unlikely that he was aware of their use of colour when
designing Act Il ot Princ< Jor.
The design concept for Prince Igor otters an exci ent example
of a scenogrg,phy that i> both decorative and expressive.
Roerich must have been aware t Borodin's thoughts concerning
this opera, he wrote thdt he

... was aiming at cc1ourtui ?nic action, rich in

incidents, a sort ot chan on de geste” in which

the story flows into the vi udl clarity of the

presentat ton epic transmuted into

lyricism and mphon A character is not a charac-

ter concei vei n the rit of the drama's theatrical

1imitations, he life of emotion concentral

in a human f plan becomes a painting, the

painting is music and scenery, the state

is charged w tran sfigured in sc>ngs ana

dances.
Thus, it may Ich* s seeriography was in h
mony with th< I *rai > the opera. It ijalso s
perfectly in >nario. Ttierefore, the wor
must be cons a a Gesamtkundtwerk.
The co1 ur Roerich ortant part in creatin
a unity with scenar The orande and green sky
createc a feeling o ler th se of the <€ombinat ion and
re1ati< ship of the ne another The top half
of the ky was pal« ng toi oranie . The feel ing
of vastnes' Which Roi ed is aehirved beeause the
orange mov< forward a visua planie whereas the top pale
green recede > an 'feet y Coc tcan ind Buck le.3
Such colour usage find- its ( 11e1 in the early Fauve
techn igues such as that used Viaminek. as we11 as that
used by Gauguin, Gauguin, evcr, wou 1d never have usee
the texture of applied paint n in this set. Th is implen
mentation of painter ly toxtu oulu posslb1y be equated
with a similar paint applies emp loyed by the cmar1ly
German Expression! t and F.iu itists sueh as Vlaminck,



h " Roerich noted that for both the set

De Frain and K . rFC ,gor he was drawing on h,S

and costume des'gn.

2 which he nhad seen at
"knowledge of the worM o.

the works of Gaugu" may L linear treatment,

/ A
(fisur.s 52 and 53). coo...-
Cloisonnlsm. wh.ch lines. I'n Roerich's
777as of colour bound by heavy con.ou ( [he peasan,
- are alSO U sc d v Vv u v
sketches these out 1 --n noticeable in the
motifs incorporated in «hf ,re 52 ). -n Roerich's

tunics of (he Polovtsian war,,<r , Gauguin's

designs for the costumes He n A yt. Uow, and
harmonies suet as the o A coloursas we 11 as the, r
een Thi atUrat,0n " ,;e1 a similar usage by Gauguin,
ne another pa,alle: a s
irox i
m2turnes (Figures 52 and 53).
The sketches tor t v , A costumedesign. Unlike
were accurately a . d .n banet costumes art.
None of the previous % 5 The only
conce ssion
dancers' " . .
, th. fabr ics end the line wused for the mot.f
detail tn, of \ |les,gn, the ancient Muscovy
arC ... i, _ ample, of Muscovy artefacts are

Roerich's designs used In Roerich's

used on the bow,. To™" which directly

designs, su<h from a window framr. (Figur '

;;,r\Z " ;s i ,":,uar design






1F

20

aid to comf iy Wi th any of
. %; cannot be > .
iOot}h w ive sceno-
seo- pressi ve-d<»COrat
Gesamtkunstwejrk_, presenta-
he idr producti on and
Fact with a unity - :
raphy d designs rge d Which
.vet. A few solut ed the aesthe ir Pronuigated
ion as they further

let Russe.
raphers for the Ba

Test in ,rfgurec 54), was th
that the set for Le ’ )
f K in' T act ddcor of th*® opera
or orovin's
for the MariinskY Thea tre,
Ludmilla, designed . |
>u an an< . B
rTTTIiTfAr the 1909 )
|u p” Vin i th i tat nt, as late r n the same
fnin is statemv
* oblemr cone g e BN
Oiagh;1ev mounted Ru?IL1-1 ke b could
svems unlikely tha
1
; ns within the sag e season.
ed in two produi t

h for Russ an and Ludmi 11a,

s a banquet
Le Festin | Show 9
) nave n*<d eloved b
R M %0 0 v irchiteciui o b y
sed on {HX y >COVY columns
The heavy Mu
school ot art’ . . )
N | Kor<v inis fluid
the execution
ciaUY 1n
. < been destroyed
inter 1 The set ha y
f the ing an _ in nd conclusion
ds appear i
ind as
an be f€ different composers
from vast
The liussian For example, there
iP Fc tin
whicn shows
Hue
s Coq d10r , a
the mar h t_° R* a's Russ1an
Georgian Les hinka

Tchaikovsky s Blue
Sleepino Beauty, .
A LTfe foi ¢In- Tsar

1
dance from Ca

. . finale trom
— Trom kaimorvia

an-1 the
d ihony
Tchaikovsky s
d K n dcsigned the costumes
: : orov
Bcnois, Billbine an . Jakst for the
The lant a , i< costumes by
t .
r.r the ha e the ballerina Karsavina,
na ’ d( deux turne<



into the bird
; ' duction.
bird m Petipa's pro

strich feather °n headdres and skirt, (Tigf
flaming @

h Bakst's sketch is extrem
.an as shown m
55). The desid _ cKirt am tall ostric
dith its pannlerc
ornamenta . he sketch one wonders '
On looking at
olumed headdre concoction. U must sure
Karsavina managad to dance in this

or The FUA”bJrd costume
hale " Y " “"ia/unl”™~ sl lave been far more pract.ca
]

| = == . |
ballet
graphic rccor ) remains), a develop

TU« thnrt

. . . still
. oroiecting tutu
desi n S obvious d at ive appl'quf which
_ 8 W6 a ecor
evident, yet ther ,f the pre-1900 per iod.
is quite unlike Nouveau, have their
. )1though recalling 1
The design , study of ancient Muscovy
L. the Abr amt sevo ccx»l >
origins hey have been abstracted.
. irint excepting here
textite 'M'! ) °n Muscovy textiles
wat i fs un
nstead of the ¢ rcu ar gn into feathery
' he ba
bakst elaborate . . f when describing
rats. ideal moti
. Th
orange ana g Srsav ina ,as portraying. ese
the bird-tik h
ontinue o n the* ora rind on the
. ar
spiraft int gn that »
tights. All is synthesize
stum' waw that of a
Accordin to Buckle N .jm -r
9 . 1ime qre N and gold
turban ned prince wi'h "a ,u' ,v
, 2 (Figure 56). On
tunic s<Wn with pear1 .
j the actual costume it may be
compari ng tht

al remain® faithful to the
een hi°W closely the origin

.. 1 that designee
Ei r7) . The E&sSt¥Mme, as wit
concept, (Figur> f the Orient. The
f K . A;»ctsS an ambient

or arsavina, pro) is based on ethnic Russian
d . Pt f<qn the fabri

estgn woven wi and format of both costumes

. . 3 and the hap .
textile design noticeable
lity This Eastern 1pfluence

are Eastern in qua ) o fi° ts height in his

in most of Bakst's works, wa >

1910 designs for 16 hdh<Sralade

JLA.

fi



ho tch"1 and the
. the programme
The mus i
se of the man
nroduc ion, probah

Judging from the >urv

ana,
>nsh ip between tne u.-
therefore it can be suggested that ¢ e
conceived a an integrated produc
productiori in the first progr
iapine
he second programme op»- n na
ippearance t R im s ky *korsal
made his
Pskov it ianka , 1 ~3med by Di otev fvan L attraction
xDected Chatiapint  © P& the chi or
rt ormd n borl
because ©f the succ He was paid
ous year tor the Sai ut ot h
iu ogether .
1 ¢ luch as rest of
a 1mos as .
tja
Al though his suec was grea ) P full
who *e was great* lvan the ble wa
was no
i i e
length operas in Diagqr ' ¢
dancing tn it.
On the >nj June 1909 the
d ba11e
mixed programit opera an
progra e comprised the firs, of
. and the ballets t£J_illEn 10
| and Ludmi ' -
an
ipclude in the
B . iad urged Oiagh.lev to iR
enots _ Fok inel1s ba11€t
mpertor . second version of
3n<i rent i Les y1phidc?® 9 Diaqghll
’ adc by Liadov ,
orchestrav*® the Chopin pit g
. .10 For
Glazunov, Taneev. Sokolov an t raVIngky .tt' f
Sv 1oh i d B ., deslgned "a romantic< setting o
y 1ph ides eno i' .
Gothic Church in a me°onlit gtade®, 11 rloure 88).
Siiqi 1 iuction,
In the photograph the set tor the crratne Pret
cathedral on stage left and forest
(Finure 58) , the rum. a be seen
] d in the scenari o may
la( <n

executed in a painter 1v. m3fAfer and,
1 is ¢
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perhaps because of th.s, Us form is not dear.y recognizable.

The only elements that point to it hr ,9 gothic

narrow arched windows. A somewh.t ambiguous

gravestone .mag
.sitioned behind the central

. figure with upra.sed arms
is poi
theatrical tradition, similar to
The set Is in the romanti
the ballets of the 1850’s - especiall
those used in P : y
. . h is compared with the
and La Sylphide. If this photograpi
L . . . of Giselle,
original used to illustrate the opening production
The
(Figure 15), this romantic influence cmy hi o> “Arv--

forest, the ruin, the

gravestone and the long tulle tutus
of the dancers incorporat the language of the romantic
stage picture. All these Slgmé*.%‘tts‘s are Hoticeable in Benoi
designs. There is. however, one aspect which does not
totally comply with this formula. This s the manner ,n

which the set has been painted. Judging from the photo-

execution was much freei than that
graph , (figurt
. Thi. i+ particularly noticeable in
used in the 1850's,
the backcloth. The vertlcal slashed lines may be paint
. due to the backcloth not having
texture or a1t1ternat ive
The cathedral and forest are
been properly stretche
. . stvle. In this manner the
rendered in a loose painter
as Sv,oh ldes corresponds in treatment to the sev
set for

for Scene Il of Ir Pavilion d'Armlde. (Figure 42).

used a freer pa.nterly

Benoi.

style of presentation in both sets

whilst relying on concepts which were derived from a

historical base, utilizing this in context with the presented

scenario. fla Pavilion d'Armlde was based on the ideal of

eighteenth century Versailles. Les Sylph Ildes on the romantic

ballet presentations of the 1850'si Therefore It may be

concluded that a, this

point the only innovation Seouls

introduced to scenography was that of a looser paint

application, rendering his settings ore painterly, and so
more theatrically viable. fhe t remain that of a stage
setting (due to the looseness if the [aiming technique)

and is not an imitation of the real 1 world.

The colours wer. greys and dark greens’ ;3 and the set

dm
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nosed to take place
was it in blues a’ the scene was sup

; inliuht
in "a glade in the forest in mot

: : llet are
used in thi
The calf-length whit® dres

. . gqned by Cicer i3 for Tagl
reminiscent of those desigi

et.enth century romantic ballet La
in the mid-nin

ioni
Syl.pMde

lc
ta Grisid in Gautier
as well as thost )rn by Car lot

the photographs, (Figures 59
Gise 1 . Ttiis can be seen it

are compared with the
i : cos tU1
and s0), of th ballerinas if

. are
il lust rations rouisi __ (Fiqure 15) - The

dresi
. . and the ballerinas in b)th cases wore
almost identical

; d he add jnd were purported t© have wings
1owe re ea re

The se
a la Giselle Act Il attached to tneii W1*"
wings are barely vi ible in the” photogripn o (arsavina

.they were included by Benois
and Nijinsky, (r19%yre 60)

il

d the idea ' S Tibo+ of reincarnated
as they repr< .

having i riQ in the
spirit forms'

h centur

Iv hai os t ume he

1e co ic when | saw

to f ed of a black velvet

sta< a light tie, long

eg ind yet his slightly cart

curls and wn m the ar tist more like a
catured appe iraféE&€ mua 5 . )
) ded reticule or painted
flgureha:rom It "was |ust such a funny improbable
amp - " 1() formed the dreams of our own
troubadour wn

-, f the embroidered
grandmothei s,

. . amp shades. '
reticules and pai

tume was a roma icised version of the poetic
Nijinsky s ¢ . .
troubad ur st/le and therefore, in k(eplng with the con -
. ,is we he ballerina's attire. It
cep f the scenari _ _

costume re executed in black and white

Inat a | t u
i jnd white for Nijinsky's

,hite for the

ostume .

All the elements, when Cfcsent y a stage picture, seem

c illusion. The re-intro-
to appear unified in their romant
/ed this romanticism.
duction of the longer tutu emphas
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Despite Benois' eclecticism, und no matter how much the

contemporary viewpoint deplores or rejects this romant,-

cism, the ballet as a whole presented a unified image.

There was no innovation in design principle-, as Benois

was recreating a past ep ch. but the designed format was

unified in its presentation,taking into account the
function of the stage-floor space as wv i1 -is the wunity
of costumes, set, music and scenario - thus creating a

............. Inaccordance with Wagner's prescribed

ideals.

A, in Scene Il of Le Pavilion d'Armide. Fokine's Les_j.x!
phides consisted of a series of dances. The first ballet
portrayed the iorm.il splendours of Versailles where
classical ball was born, the econd, Les sSylph ides,
"evoked the tormented dre.ims o the 1830°'s".1 Les
SAlphideA can be seen as a syn list ballet for it evoked
other wo. idly correspondences. That is the correspond-
ences between the 'real world >f the stage and the
persor age of the ‘poet with the evocation of a dream
inhabited by sylphs or ;r:. forms.3 The costumes and
sc, although romantic in feeling, further this symbolist
vision - the ballerinas being evocations from tne spirt.

world,4 the set being that of a ruined church with

adjoining grave yard in a forest. The settings for
Giselle Act Il and Les Sylph ldes are almost Identically
described in their respective scenario.. Significantly
Giselle was considered by Aurler to be "a symbolist work

1n 6
pdr exckl lane

t=s Sylphides, which was first presented in its final form

at the Mariinsky in St. Peter burg in the previous year

(19081,7 was totally unlike anything seen on the ballet

stage before. Dance melted into dance, group into group,

and although the traditional pas de.deux was used, all

formality was taken out of the 221711 virtuoso

. * .
tups were omitted. Th object wa*. not to display



technique but to create a mood.

Never before in a choreographic format had principal dancers

been so merged with the corps de ballet.1 Never had a

dancer turned her back on an audience.2 Never before had

a male solo contained no double turns in the air, nor

failed to end with a preparation and a svr t> of pirouette,.

An example of how "instinctlve'y Fokine breathed the a,r of

a new age"/ as inaugurated by Isadora buncrn in the early

part of the twentieth century, was observed in the different

In the first vulse
endings he crea ted 1 ach sole.
Karsaw ifa  Niched with a pirouet11 ¢ stopPed on her toes
with her back to the audience/ With the firs. Mazurka

Pavliova ran off the stage.? In the Mazurka Nijinsky, after

a jump, fell on one knee and stretched out his right hand.

In the Prelucie Baldina froze on her

toes, -acing the
audience hand to lips, "as if catching the sound of a d.stant
11 still more softl
bird or imploring the orch ra t pu : y
; ; ; s Sylph ides
Fokine c¢laimed that h intention in u 10
was tha the male dancer was a poet, or he was Chopin

The three emaie principals and the corps af ballet of
sixteen were tancers, yet they were meant to be "fairies

Vari it
or figments of the poet's imagination'. 1 artous crities

have compared the ballerinas in Les Sylphidjs to water,

trees, clouds, mist and festoon of white flowers"12 which

indicates the evocative natuie o th< work wht

ballerina was seen as an ambiguous symbol - the ideal o,

the symbolist tradition as stated by Awurier.

Les Sviphides was an abstract"* symbolist ballet. In ballet

the term abstract denotes a work having no narrative line.

In 1909 the idea of complete abstraction had not been

explored fully in easel painting. Therefore It was not

surprising that Benois did not experiment with abstraction

for the scenography, even though Les Sylph ides was the first

ibs tract ballet in choreographic form.it.

In Les Sylph id, a unified scenographlc concept was achieved.
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. . , for Prince Iqor, Benois based
but unlike Roerich's design

age, hereas Roerich
his work on the concepts of 9 W I

e
a bygon
was reliant on contempora ry painterly methods, whilst

using archaeological Ao 111 €

Li dopatre which followed Les Sylph ides, was as muc'h a

Pri I h |
ontrast in design style a rince gor ad been to I£

I The ballet was a melodramatic,
Paviilon Arml!de .

cenographleal ly excessive spectacle, in contrast to th,

. < Quality inherent in Les Sylph des.
quiet , a1most dream

The ballet was

the versions

c oA % 1Kk , countL by Fokine
at the Maryi isky in 1908. 1

The scenario told ot tt 2arr of the Queen, CiSopatre
(1d Rub tei ¢ Here she was taken from the

a ubenstein , a a

e-d, and divested of her

sarcophagus in which s '
protective veils K oir an arrow with a love
lett | ded t h ; 'read’ the letter, and an
etter ande a <r

Egyptian noble M . Armoun {f ikine), was brought forward

r m affair with the Queen,
as the writer, He p1e3dcd *
mich to the di tress of his er, ta-Hor (Pavlova). 1he
. that he drank poison at
plea was granted with the pr
. . . . h dancing)
the end of their idyll The affair (amidst muc

then proceeded followed by the poisoning.2

; . he scenario was aware °of its
Benois, who helped write thi ’

absurdi lies

ove affa.lrs on t . f AIVOUTrites before
never poisoned their temporary

the eyes of thg ngfple who had come to worship them.
would hav<
nalc.3
L. ,,,Y writ ten by Arensky but Fokine, on
The mu,lc was origin

Uiagqniie iiisistfenc idded



nk



129

Why and how this occurred is documented by Nijinska. She
remembers that
the >enic presen tat ion the t_’ co tumes,
and prop ° retained the archaic Egyp ian style of

e same time yuv< - - >

3 - - nl
With strikingly different colour design,,
the Slll_ll’éain opened, the orange-rust hues o the
Egyptian stage set, bathed i" a hot African sun
astonished and enchanted the eyi™ of the spec-
tators. Tall red-orange Egyptié_n columns stood
against the blu » and huge |onum:an.tsb- ‘.
pharonic flgure ormeJ a sp tacul ai a
r ,
ground.'1
Thi was a regarded 6 impressive y Jean Cocteau.
The ballet S too famous and M. Ba si's set and
t t -
costumes too noteworthy ents ° c;on
tribute in any way. Aa . v was we
ind the colour
executed , the concept w; . i
rose-rust granite and blue were beaut ful.
ketch of the set,
Judging from Bakst's wat<ic
tian courtyard supported
(Figure 60, it showed a va
i i tatues. The
by massive rolumns and flan qiganti c
Tavi bein orange, red, pink,
Orevailing 1 S app
o. “n and blu This ten ri" the d€cor is all that
rema ins of th t whl was ai ciden tally burnt in 1913 *
. . nsideration the comments
Therefore, when taking into
ogether with the watercolour
made by Nijin.ka and Cocteau
sketch it may be <included that when executed the set
t h rately based on the original design.
mus ave
hot African sun"* was an effect
The temple "bathed by th
robably achieved through stage 1lighting. Judging from
p

Nijinska's d< ription, Bakst and Diaqgh ilev must have

liahti f h . ilizi

employed the mo t advancs< ighting o the period utilizing
, : iters with their

the new straw-y el low, pink and blue 1

lighting units. These would give the impress ion of an

atmospheric heat-haze. Therefore it may be assumed that

not only was the iet painted |In vlbrant colours, not
. . cg by the Parisian audlence (excepting
previously experience »¥

In Prince Inor),” but that the tghting plot prov ided
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Sh
Why and

reme mbe
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add it iona1 col our intcnsity. The ighti ng, however, not

only i1luminated the performance a'ea but intensified the

colours, the by addie 3n express ve-de native element
to the scenography-1

The colours of the set were echoed ia th costumes, which
seemed to have excited considerab1« comment, as seen in the
review published by Hunt1ley Carter in Ilhe London Times. He

stated that when C150patre was premented jn London that

Bakst 1€ vibrant and exciting usc of chromatic
comblnafi ons and the use of £ "imary co1lours, which
werv held together the design Framework in which
he used characteriStic Egypti3n motifs were caught
up and repeated in the costumes and he ornaments
worn by the dancer5, were botT innovalive and
exciting.

Carter's descr iption sugge sts that both set and costumes

formed a theatrics ity o ign incept

The unified, decor of the work seem;
to have been most -scbne of the
ba1let.

Balanced on the shou decs of six stalwarts, a
kind of chest of gold and ebony was borne alott.
A Negro youth kept circling about it, making way

for it, urging on the bearers in his zeal. The

chest was placed in the centre of the Temple it

doors were opened and from it was lifted a kind

of alor if led mummy swathed in multi-coloured

Is which was pin' right on ivory pat‘ens.3

The mummy*, lda Rubinstein, was subjected by four slaves
to various manipulations. Thy gradually unwound her veils
of different colours. These v- ils were then draped across
the stage ,ni their colour ing echoed *hose used in the set,
thus forming an elaborate integral ion between set, costumes
and lead character. The mi se-cn-sr cue was wtitten by

Benois . A

Benols1 mime——en-—scenc comprised 11Vopdtti being slowly
displayed by slaves who unwound her first veil which was
red with lotuses and silver <crocodiles painted on it.-
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us green with the hl 5tori* . -f the
*» embossed on 11w cloth ifi *jolden filigree

blue, jnd through it the out-line of a

c rned.2 This veil revealed Madame Rubin-
h u sweeping tircuial gesture. She
udien perched instead)ly on her pattens,

bent forward, with something off the

Yiov (*me n he Ibis' Wings, she moved across thi
with gi wing motifs on
(F1gu
iaun ificently theatrical, especially

> fldopatre. The ddcor and

for Egyptian antiquity. The
re were based on a stylization
ainstein'’ costume, a version
.hut was taken from wall paint-
*hed when this costume design,
Egyptian murals found at the
ahari. This reliance on

( applied to the set as well.

iad a lot type capital and the enormc;us
n th of the Pharooh s at KarnaI{'n.

. were presumed to be so authentic
cenario and

Kaiser Wilhi after having attended the ballet in

together the members >f The Society of

igists of which he was President, ind discussed with
he cultural significance >f the ballet and urged them
tudv Beno I'sVudr
The Cl£opa tre designs were an impi ovement on preceding ballet
ideors. withthe exception of Roerich's scenography for

lgot lhe reason for the comparative success ot

vi ual terms was that it presented a unified

t,.mrnt | can begleaned from Huntley Carter's
t wi til' ather pedantic in its rendition,

i ,»d constructed on a huge, somewhat



overwhelming scale.
Following the trend set b>, Prince Igor during <h ir
programme presented by the Ballet Russe, .he dan

Clfopatre were not costumed in the conventional t

They were attired according to the designer1

of the correct dress of the historical p«'
example, in the Syrian Dancer’s costume, ifigui
the tutu is replaced by loose harem trouser, he ¢

waist by a sash, and a striped pink transparent >odi
very different from the formalized, conserve

u id for most ballets prior to 190).'

In C1dopatre. and later S hdhdrazade t19 1lu;,

with an obvious precedent in the work o Del
introduced, (Figure 63); Bak t’s designs, how
never be fully realised on stage. Dane rs of the | e
would neither have dared dance with exposed brea i
would they have been a, buxom as this des.gn by Bak
showing an Odalisque from Clgopatre, figure '<),
Edward Gordon Craig, WHO was a1l1sc an innovate

graphic for ™at, complained bitterly abot the -

the ballerinas.5 He stat ad in an article Kleptomania

The Russian Ballet that

M. Bakst ha > a pretty knack o1 drawing <oiou
supplements and covers for illustrated pape <
Although the designs are ugly enough to shoct
the Parisians, the ugliness ¢l Bakst', design

is not due to any stern qualities in his work,
it is never terrible lire Daumier, not 711

the irony of Beardsley's demons. Bakst i ugi
All his women are drugged and in a kind c¢

orgy. The costumes he puts them into are mut>
Bakst's passion for beads and his |

thick lips and flat noses enable him to mciu )
in a ring or two now and again. The women he di
protrude , therefore, when he attempt to uigcn
something Eastern (and Russian ballets ar. wedck
to the tast) he get > curiou |ly confused. Indian
and Chinese hate that which bulges. Bak sdoi
bulge ... it helps his bead o much. In sho.
Bak st i vulgar."'



overwhelming -cafe.
Following the trend set by Prince Igor during the first

programme presented by the Ballet Russe, the dancers in

CWopatre were not costumed in the conventional tutu.1

They were attired according to the designer's concepts

of the correct dress of the historical period. For
example, in the Syrian Dancer's costume, (Figure 6/),
the tutu is replaced by loose hare tr;Hiscrs held a the

waist by a sash, and a striped pink transparent bodice

very different from the formalized, conservative costuming

used for most ballets prior to 1909-

In CKopStre, and later Schdhdrazade (1910), an Odalisque,

with an obvious precedent in the work of Dee* croix, was

introduced, (Figure 63); Bakst's designs, however, could

never be fully realised on stage. Dancers of the period

would neither have dared dance with exposed breasts” nor

would they have been as buxom as this design by Bakst,

showing an Odalisque from Clfopatre, (Figure 63), indicated

Edward Gordon Craig, who was also an innovator of the sceno

graphic format, complained bitterly ab< Jt these designs for

the ballerinas.5 He staled in an article Kleptomania _or

The Russian Ba1ln* that

M. Bakst has a pretty knack of drawing coloured
supplements and covers for illustrated papers.

Although the designs are ugly enough to

s-ock
the Parisians, the ugliness of Bakst's designs
is not due to any stern qualities in his work;
it is never terrible like D.umier, nor has |’
the irony of Beardsley's demons. Bakst is ugly.
All his women are drugged and in a kind oi -ota
orgy. The costumes he puts them into are mute.
Bakst's passion for beads and his devotion to
thick lips and flat noses enable him to indulge
in a ring or two now and again. The women he draws
protrude , therefore, when he attempts to suggest

something Eastern (and Russian ballets are wedded
to the East) he gets curiously confused.

Indians
and Chinese hate that which bulges. Bakst adores
bulge ... it helps his beads so much. In short

Bakst is vulgar.?



The innovative nature of the costumes by Bakst seems to have

been ignored by Craig. They are imaginative and, besides
having a feeling for the exotic, fit perfectly with the
scenari* ' set. Although Craig condemned Bakst's manner
of costume illustration, the costumes when presented on the
stage were innovative in their use of pattern and design
motifs as seen in the photograph of Rubinstein, (Figure 5).
Bakst's costume designs were obviously altered in perfor-
mance. It may be as umed, however, that the colouring and

designed motifs remained consistent with the designed
sketches.* The colours and patterns used, such as the
broad stripes, the paisley and circular motifs in harsh
pinks, browns, ochre and blur (seen in Figures 62, 63
and 64), must have been used in the original costumes,
taking contemporary accounts into consideration.’ These
motifs in their colouration probably produced a perfect
link with the orange, red and rust useo in the set. They
would have produced, in combination, an intensity of colour

that must have been quite remarkable.

Bakst ' Jher with saturated colour had its precedent
in Pri Thi se experiments were possibi1y stimu1ated
by the work of Gauguin and the Fauves. In fact, the use of
coif"” and design motifs lead a contemporary witness of the

Paris performance of Cldopatre, Mart in Birnbaum, to write

that he imagined Ihat

the amorous Queen'* galley glided down the river
with its precious burden, to the landing-stage

crowded with sleeping Syrians in ilver, gaudy Jews
with head-dresses of pearls and rubies; svelte
Egyptian dancers in golden tissues, Dionysian Pries-
tesses, Corybaat <> and black serviteur . A%

Although this never appeared on the stage one mav speculate
that the emotive, visual impact of the scene was powerful
enough to have sti muluted Birnbaum's imaginut ion. The se
were conjured up through the sheer pcctuclc of Bakst's

ddcor and costume designs.

The prototypes for the exotit images in Bakst's scenogranhy
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Pavilion d'Armide 2and Les Sylphides.

i >
Bakst's designs for C11Qf_»atre conformed with the concept r>f
. with a visua

the scenario and themes of the ballet. Along
unity of colour anti hist oi °ca reference an integrated wunit

. . . reated. C1£opa tre was,
within the stage picture format wa

uccessfu 1 Gesamtkunstwerk because ot
however, not a who |y

the melangd of music u ed. C1gopa tre was such a success

that Austruc and Diaghillg\‘r' gecided to present ii during the
third programme after theé 1éng opera lv®n the Terri hie as
"if Chaliapine could not be counted <i to fill the house™.’
There were t >ther changes of the program Extra per-
formances we '€ announced . J* 1 JPera, Judii h, was
premiered ai the fourth progr a ab vlanned, on 6th June.
" X Le Pavilion d'Arm ide
It was sung ane and |
completed O ramne . Alt 's Russian and
Ludmi11.i presented in t was music of a
S5aperior order compared all performances
of Russian an” Jd_L'j# er the premiere,
and Judith was substitu populirity.®  Finally,
before leaving Paris, u nvited to present a
gala progra The Opfru, hue achieving his

ambition of ncr prestigious venue.

The 1909 se the o« Russe de Diagh ilev was the
first major tat ion 1 h later led P. Lieven to

the Bal de Dlagh ilev formed the
rena 1ssance atrical
To support this st.item t the 1909 programme has to be seen
in historical context, Before its present it ion ballet and

opera
for Pari, ballet
the Art Theatr

olated productions a< i-ieved

being
Maiden

Pavilion

(1886)

had had a sterotypeel.P s%littii"g'l

Mamontov

d'Armidr

[ prival »

3

This remained true

and opera produ io1l> (one exception being
rformaf R ,ia, however, a few
a certain unity, example

oner.1 ni odui tion of he Snow

well " m first produ f L

(190/) a Mari 1nsky
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Oof maintaining the importance of the performer, ant4 Benois’
and Bakst's solution eliminated the illogicality previously
encountered in backcloths where "the height of a painted
doorway reached .he actors' elbow".’ This defused some ot
the a'guments Appla and Craig had against the use ol the
painted pictorial backcloth As has bean argued another
feature in these early sett!-gs for the Ballet P.usse was

that th”y were not merely decorative, but through;he usc

of colour and texture, as well as lighting, they oecame
expressive. Furthermore, thv changing of scenes in full
view of the audience (as In le Pavi llon d’Armide) implied

aesthetic functionalism and a change in the concept of the

relationship of audience and periormance

The first season of the Ballet kusse de Diaghilev ini reduce p
the concept that ballet costumes cou1d be more Ji less
accurate in historical context. They did not have to conform

to the accepted style of costuing prior to 1300.

The designs of the 1909season reflet an effort to create a
positive unified-aesthet ic state ent behind the frame of the
proscenium arch. The ballet presentations of 1909 were the

beginning of an achievement for which M r Iskusst v.* had

strived; a unity in visual con epts, a bringing of Russian
artistic modes to Europe, .md an ama ,amation o* all exist-
ing art forms and movements within tagc presentations.

In the 1909 presentations rhe Russian designers were still
divided between those artl|l t/designers who avoured ;he St.
Petersburg school of Europeanised Art, such as benois 1las
seen in Le Pavillon d1Armi Ic) , and those who f Il under the
influence of the Moscow school of folk and ancient Muscovy
art and artifacts, such Roerich (as seen in brince Ilgor)
These convergent ideas were later amaigamv d by the designers

of the Ballet Russe.3 This would fa. ilitat the change from

the inconstant form of ballet presentation wh ch, according

to Ivor Guest and other ciitic,, were
the years of decline in all the area ot ballet
prceint 111on, mainly evident in Paris, but f‘plead-

ing throughout Europe between 18/u and 1d0OO.



The directions which Dlaghilev' s Ytuie works were to take
can be found In these f'nst ballet productions. Les
Sylph ides was the first abstract, romantic sym ist ballet.
It waS the forerunner of the producttiioms Carnava” an-J I£
Spectre de la Rose . glng1pat|'_e initiated the spectacular
product ions uch as Sch<h<5ia/ide, Le Oieu Bleu and Thama_r.
Le Festin provided the prototype "> a succession of
Russian national uaifetss Wich ended with the pre-war
product ion in 1914 of Rimsky-Korsakov opera/bal let Le*
Cog d'Or. Finally, the prim f the Polovtsian
dances from Prince Igor r fleeted in its chOleography
foreshadowed th roduction :)f Le Sacre du

rintei
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FooT NOTES : CHAPTER THREE

p.98 :1 Buckle, R Nijin ky, pate o
2 Ibid.
3 Spencer, C. Bakst, p'ige 53, akst.
4 Wife of Nij insky.
5 Nijinsky. R. Ni insk?, Page Romo 1a cit ing
her husband Vas1lav.
6 Critic and friend of p.av 1ova.
7 Dand rd Anna Pav1ova, page h
8 Austric, G. Revue Mu ale. Nil . cit

Dl agh l1ev.

v ?
Beno *sf A. , pane v ?m
i Ballet Master, page '3
Foki ne, A.
Austric, u
Benois, A.

Buckle, R.

¢ h Museum
(gr corres-
o
Ruf k|
Ra | Second Empire
>0 10 .
Porc iva 1 J Th<. Wot d of Diaghilev, pages 1
iv s . -
and 19. Particularly eferring to Degas painc

inns ano Bgste1 sketches of the dancers d The

Paris Qpfrac

(COpiCs Out iiri* in May 198.0. throu-gh c-orrespcn
ience ith the Museum). Citing Diaghilev.
Austri’ Papers. Page ' 1

Dl.ghlln, w»s forced <+» resign hi-
will, the Imperial Theatres because of his

propo
for the I“rseotdtion of Sv’vid.



p.100:9

p-101:i

104:1

10
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Austric Papers, page 16.
Ibid.
Buckle, R
Ibid, pagi
Grigoriev b Diaghi lev Ballc , page /4.
By Stravi’n’s>i-1 “eT» Grigori eV adds Diaghilev
on1y met the composer in February 19009-
buck | R. The D1u)ghiliv " 1t, page 29.
Ibid. Buckle citing Divigh
Ibid. ges 16-17. Buckle

R, Diaghl lev, pag
Hi
Kche Pt tersDur
oB ae

.. Privat
naskeii,
Lifc, pa.
Ibid.
R .

A Wirm1ike Noma ussia

j11y discus

cd when dealing with

ballet in

the
This meant

he auditor!a as well.

it*

s<ni ) by the Bal1e* Russe.
rati i of the entire production and did
\ari : include
innfad this
Petersburg for a 1907 roduction.

Benois. A FRarinisc aces, page 292. It has also
o vo FT col in What Diaghilev

,ted by'P'i

peen sugdl y ,.'ry. 1984.~puqT T4, TRTt

Diaghiicv was rcspen> i lot thie change.

Beaumont. T riun f ,f Ballet Design,

104. In thi book th, 1909 production sketch tor
is attributed to the 1907 st. Petersburg

product io This (I lust rat ;;ne of the many error

Did,

page



p.104 (contd.

in Beaumont's work, especially in the area of

pictorial documentation.

3 Benols, A. Op.cit.

4 Benois, A. Op.cit., page 291 Robert de Montes-
guiou was the Parnassian poet, >n- in-law of HEr<dia
and had published his poems about Versailles, La
Ci1 dcs Crux, seven years before the 1909 produc

tlon of Le Pav:1lon d'Armide.

As can ted if both the inter! r and exterior
the Pdll(ICC (1liio surrounds ar died.
U Ballet of the d Empire, page
Ibid
Me lhis would have
led t wa lua11y impressed with
cenar a nario much in the
105 =- summary of
aiinot e di mmed.

A t theatres has been
haptet One.

when describing the
yed in Art theatrical

uctl
Reminisee , page
TAC Blrfh Ballet Russe, page 56.
p.106 ;1 Il of Le Pavilion d'Armide is compared with
Mu sat s The Gobi in, (Figure 29). and The Reser-
voir. gur he similar use of colour as we 11
s the ambianc andscape represent at ion may be
noted in the il lust ratio iqure 43),
if the bottom of the rops are studied - they ar<

flat whereas if they were const rut ted they would
echo the per specti vc of the dome.

90m. o< (Translator Ar iadni

p. 108:1 The illusionist and realist theatre traditions are
discussed in Chapter One.

2 It should also be mentioned that the trend in th<
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ine teentli century in painting was to focus
he process of painting and the effects of
urc and pigment - in this way the designers

Ba 1let Russe were experimenting in a
nr to lhe artists of the avant-garde.

Bakst, page 103-

Revolut ions in Twent leth Century
n. page 23 -

The Birth of the Ballet Russe, page 47

Rub lan eighteenth century architect.

sstva, 1902, Volur 3, an article wa
Tori 11i and his influence on Baroque
The most notable aspect of this was

the use of a central per-

pages 140-146.

The History of Dance,

, when describing ballet

umes for Le Pavilion
th costumes for Court
at designed by Boquet,

fie Court of Louis XIV

Ui1«ahi1lev, puge-' 140- 146 . Descrip-
h fabrics used - der ived from Buckle:

enois when describing his +:deals for
Li Pavilion d'Armide.

n pages 11-21,

irgument as to whether this costume
sed in London in 19 12 The original
ight not have had the neckband.

Theatre Strec , page 197.

I 1agn 1 page 1+4 . Kai1savina
taviova was not in Pari>.

later ia+ use d. by Karsavin,

thi



Discussed in Appendix /. I he
created through the introduction of nc
(straw) and ‘'surprise pirk1 ligh’ tq

Symbolist use of ligh
pages 23-37.

When the curia n i not

the audience is obviou ly awar< > i

of the production - illusionist it one.
tained as the working of 'h< r .

brought to the fore.

The experiments and innovation: u.t»
for Scht?hfrazade , Carnavn |l and L:Apr6s mid
Faune wTTT be 3Tscu tsed when *he b? AA *

analysed in t<*xt.

Buckle, R. Op.cit., page 1k2 Inm nv.
completed by Borodin; therefore in some
the Polovtsian act is labelled Act |II.

The curve of the cyclorama should suet
the wing areas in place of flown legs

Leper, J. Edward Gordon Craig
Ibid.

Ibid., page 28.

Cocteau , J. Cock and Hariequif ,

As discussed on pages 69-6 7.
These motifs would again be used in nt.
format in Pet rushka (1911) and Lt Cog d10;

Cocteau, J. Op.cit., page 79.

Grigoriev, S. The Russian Sallet ng
citing Roerich.

He wa aware of the Slavophile ar,.t Vands
through his contact with Mir Iskusstva, J
his association with the Abramt sevo (olon-

Discussed in Footnote p.66:1, Chapt Tw<

Buckle, R. Nij insky, page 230.

Cocteau, J. Op.cit., page 78.

Ibid.

Scenario summarised from the |libretto Anc<

(SCI 3714), pages 21-27-
Cocteau, J. Op.cit., page 79

As noted in their works: Matisse's The O0inin
Table, (Figure 124), Vliaminck's House In th<

Cun try and Gauguin's Decor at ive Landscape .
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123

contd

nor did he comr.isikion it succet v from Liadov
and Stravinsky wuniti+ |he end. (From < reply
received from Mr. kie to th<: auest ion pos<d

here December 1981)

Ibid

These textile designs aie, according to Sarabyanov,
D. Russian Painters of the Early Twentieth
Century, page 20 , si 71ar Tn design to those used
on the Terem Palace s airway, | Figure 20). However,

most fabrics have fad d to such an extent that the
motifs are no longer leg ib1e.

Buckle, R. Nij insky A page 84.

Grigoriev. Op.cit., pages 18 -19,

Ibid.

Ibid.

Ibid.

Ibid.

Buckle, D agh , pages 138-140.

Remembcr in th t th econd programme was a full
length ope a - this was the second mixed programme,

It is nece sar to cor rect ior tain errors propagated
by write rs on he subject of the 1909 seafon.
Chaiiapine did not sing in Prince Inor as Grigoriev

de scribe im s doirg at the opening of the season.
Pavliova an Fo ine did not dance in Le Pavilion
diArmide a I h premisre as Grigoriev stated.
Pavliova ha no yet arrived Kardl I'i danced with
Mordkine n t o 1y at the rdpdtition gf£nfrale
describe d bov , but also at the premiere. It is
interestin th t Karsavina was of the opinion that
Pavliova de aye< her arrival to eo how tht ballet
was recciv d ii Paris befoe deciding to take part
in the sea on. It is these observations that make
Buckle a r .1 tal le source for factual information.
Soko1ova Dancing for Diaghilev, page 74.
Ibid.

eenois, |/ Memoir page 72.

Ibid.

The romantic theatre tradition Defined in

Chapter One.

Because of the painted textuie of the set being
foregrounded the ddcor no longer could be inter-
pr ted as an exten ion of the 'real:1 worid, but
rather as a device which would draw attention

to its theatrical ity.



123:3

124:1

125:1

126:1

10

Buckle, R. Op.cil. page 145.

Ibid.

Ibid.

Ciceri - Italian stenographer of the Ilate 1840 1s

The ballerina who original 1y created the role at

the Paris premiere.

Nijinska, B. Early Memoirs, page 79.

Clarke, M. and Crisp, L. The History of Dance,

page 94.

Benois, A. Memoirs, page 117.

Nijinska, B. Op.cit., page 76. Judging from the
descriptions as well as the photographs, a further

observation

may be made in

that whenever and where-

ever this ballet is produced today, this is the
colour scheme used in the costumes.

Buckle R. Nij insky, page 78.

Taking Awurier's theories into consideration.

The work, therefore, complied with Aurier's and the
symbolist ideals as discussed in Chapter One,
pages 23-25.

Fokine, A. Memo Irs of a Ballet Master, page 46
See scenario for both works - Oxford Companion
to the Ballet, pages 34 and 956 .

Luc ie-Smi th, E. Symbolist Art, page 78.

Fol'ne, A. Memo irs of a Ballet Master, page 82.
Ibid.

Ibid, page s 3.

Ibid.

Kir stein, L. Fokine, page 79.

lbid.

Ibid.

Beaumont, C. Michel Fokina and His Ballets,
page 43.

Ibid.

Ibid.

Fokine, A. Op.cit., page 84.
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Grigoriev. OPec'1*» Pa9e 1?23-

Birth of the Ba1let Russe, page 31-°

Lucie-Smith, E. OP.Cit., page 79.

The ideal s of the symbol i St theatre tradition, as
stated by Awurier, are discussed in Chapter One.

Meaning having no specific narrative 'ine

Nijins Lj, B. Early Memoi rs, page 275.

Hall F. The World of Ballet and Dance, scenario
summar ized, page 38.

Benois, A. Op.cit., pages 295-297.

Nijinska, B. Op.cit.
Ibid, page 176.

Taking Wagner's definition as set out in Chapter
One .

Nijinska, B. Op.Cit., page 2 .

Ibid Nijinska paraphrasing the critical response
to the ballet

Cocteau, J. Cock and Harlequin, page 52.
Nijinska. B. Op.cit., page 276.

Ibid.

Cocteau, J. Cock and Harlequin, page 52.
Buckle, R. Op.cit.; in a railway tunnel whilst

the company wa on tour in South America.
Nijinska, B. Op.Cit.

Prince Igor is discussed in pages 115-119.

As discussed in Appendix 2.

Carter, H Fine Art Society Catalogue 1912
London Times, page 14.

Coctc?3u, J. Of7.cife

Benois, A. Memoirs, page 87.

Ibid.

Ibid.

Cocteau, J. Opelj m Peo & 54 description

modified in text.
Ibid.
Ibid.
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1C1

productions according to Lieven,

were those based on Ea‘tern or Russ ian con -

cepts. The French desired a fo 1klore element,
expected a spe ia1l1 exotic 1lavour in perforinanee
and presentati n. In shortt they wanted what they

as Frenc hmen understood to be 'du vrai Russe1" .1

ic bal11ets were

tho se which W6r6 10nsidered oppos itt to the
exot'c, and were usually bdscd on exist ing French
Classics, such as Giselle, or set in a priod that
derived from European and not Russian aocestory .?
The scemography fot the 1910 ballets showed an even more
rad lca1 break with the decors of the pro-1900 era. Even
in Beno1 s' ddcorforGiselle, which was reactionary, the

kcloth, set and costumes no longer existed

as sxeparate entiti;s but presented a unified concept .

By 1910 the nogram / wa signed by an artist, there-
after superv t. Added to this the

des igns were cord with the nusic, choreography and
seeriario thu enting a theatrical wunity - a Gesamt-
kunsiwerk . The voiution in stage design principles that

Mamon tov's Private Opera ha begun, that of the artist

taking over from the raftsman in the field of “cenography
was complete. As will be shown, the results were those of
a unified presentation wher our ano chape-harmon ies in
costume and sett inn were c< d behind the frame of the

proscenium arch to form a visual wunit.

The 1910 season was to see the painterly designers working

in closer proximity with the ideals formulated by the

plastic school of designers such as Craig and Appia. In
Carnaval, for instant o, the per for mer became a highlighted
element 1n thv production as a result ofthe simplicity of
the d<cor. This was in actordance withAppials ideal of
massgebend, that of the performer being he unit of measure

ment on the stage.5

Prior to the commencement of the 1910 season wuiaghilev

t‘ncuufitvieu +indfil iui dnu <ie*t ptOuiu ~** A» Pttvr
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Financia
to disturb D
(1909) to
materialised.
St.
Kokouzov,

This financial

Serge Mivhai lvitch

rehearsal of
this is
Some kind of

to Russian
The

result was

position was

had already been

and Prince Ratkotf,

Diaghilev's aid

Ballerina was

other commitments
Giselle."' in add
season at the
schedule

contract

led to the estab1is hmen >f Karsavina as principal bal'erina
in the Ball" t Russe season 'rom 1910 onwards. Diaghl lev
and Beno1s bccame enchante v Karsavina's character.
Benois recorded that
eee Tamara was iot only a beautiful woman and
first> lass, highly individual irtist, hut has as
well a most attractive personality, was open to
varied interest , and inf ini t<ly more cultured than
most of her comrades unlike Pavlova, with whom
one could not talk except in a halt“coquettish
ballet fashion, Karsavina was capable of sustaining
a serious convc 1sat ion.
By 1910 Diaghilev had planned that the ballet should visit

try
Petersburg.
intormed

if making Diaqhilev

assurance

Sch<Jhib5razadr,
not
Art

t hat

seriows

<p

and

Colosseum.
Karsavina,

and arrived in

considerations

iaghl11<v;

to arrange

Finally,
The Pi
the

did

went to

ba1lit
decadent
abroad

the Tzar

as the

tne

and 5

ter

Be3ilSBul or

could
ition Kef
however

Paris

not
the

and

the

Rot

and difficulties

went
matters.
something
ime Minister,
Tzar
a grant

1/a1 after

to Paris
Nothing

the
o1 £1,000.

last

claimed

but

fuse

iaghilev.

Ru

the

manv.

va

heaven
fectac 1e,

money had

si an

by Diaghilev
season,
therefore
*ina had
Pav did
d

n time

for

the

that

at

turned

began
faster

up in

Count
advisability

seeing 3

knows what!

discreditable

le gran
to be

Prince

nobility,

money.

was

arranged

not

to break

to

Argout

that
Paviova

dance

change

152

Grand Duke

The

the

came

his

role

repai d and it

insky

to

prima

had

of

a London

her

perform. /

her
London

This



wh

Th

manage

c onif.



.es Sylph ides . he wao

er 1in Schehd r /[ ade

, s h( iiied a symphonic
mluci nior* darinQ scnie-

on and Fokine led the way

Robbins, Frederick Ashton

tso used existing scores

i Q. “here was one danced
I
1tzcs or mazurkas* By

n an elaborate symphonic

i fM1rd 5 Fokine an | his collaborators,
3 Ok were qoinqi much rurt ier than they had in
the numerous compositions Inc 1u(

,u rtets and parts of operas
Da11et scenarios in recent years,
rob 1lems facing the
>qrapher of Schehdraza-je . As this
,n| a detailed evaluation of the

¢t eion with Rim ky-Korsakov's musical

11ed.
enjoyed this music, For
sociatcd it in his imagination with
Arabian N.ght with the story of
,n He hid even imagined a tableau
Benoi'. continued to find in

f the harem and not of the
original concept ol the

lescr lh<d

ifying thread of the story as consist-

ef introduttions to movements I, \"

d t,e intermezzo in movement 11 written
solo and delineating Sj htfh*razadc her-
11 inn her tales t) the" stern sultan.ft

Fokine u rd this

ng thre' -, an arabesque toi
iccompan iment, as a theme lor Sch<?h<?ra-
ith.r for ZobeTda, as the Sultana was
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*Omanis sexuality. Nevertheless
en.c of eroticism in this figure
he ighi breast silhouetted

nd he indicat ion of wunder-arm

i the mal desires of the

he delicate modelling of the back,

> and the stance of the woman out-
y, with arms akimbo, underscores
1 character as well as povs1d1y

.ographic poses .

antastic, barbaric and eroti
Orient with the costumes for Schf£h(Fra-
costumes for CltSopatre were as exotic,
''endei ino for Sch(fh<?razade were con*

t ha they earned him tie title of

gner brought enormous change to the
stume. Scheherazade presented a cl iinax
| O ba 1let costumes. This was 3 revoli
3ted the costume designers They were
by traditional style but could now

u character of the scenario of the
Inowcver, had to offer the maximum
e general outline 1nd hapc the cos-

1fht Tazade were soft and voluptuous (as

o Nijinf<y and Rubinstein, (Figure
e 1y with the great -wags of drapery
a Bakst he.d introduced angular
of the >t, he also used angular
omel inks as fabric patterning,
< the cost ime, Ix amp 1les of the
1 ved by stiffening the fabric)
1 lhe Sultan and his henchmen.
111in, (Figure 69), the out-
fland1 'tiiflen1ng of the fabric.

1« il 1cu out 1 sharp shape

1 si harsh
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Then there were the cushions, all those cushions

embroidered with roses, parrots, red fishes, and

every kind of motif - on which reclined those lady

Odalisques with their turbans . Decorative art had

a field day here, and even the great names contri-

buted The wall plagues were strewn with roses,

or covered with little thickets, little women,

fruit and flowers , splashed on with nervous grace,

but nonetheless tedious in the long run. The

furn ish ingmaterials woven or printed were inf iwu-

>nced by Bakst 1s qa olouring.
The costume orian, Brian Reade, has stated that without
the enormous uc.ess of the Russian Ballet, and in particular
Schdhdrazade it is doubtful that the Oriental ism evident in
Paris after 1909 would have been so profound.*? Although
Bakst had an enormous influence, he was not completely
ariginal. He was exposed to manifestations of Oriental ism
earlier in the century, as well as to contemporary movement
in the decorative arts in iurop
Jespite the evident indicating oak "s overpowering impact
it must be remembe d that he was n the inaugurator of the
vave of Oriental isi that swept Pari but rather acted as a
catad t. Indeed he was more the master purveyor of a
evival of Oriental ism that had been present since the tur

>f the century and which was a recurring phenomenon dating
mrom the Rococo period. It is reflected in the success of
J. C. Mirdrus1 tran lalion o* the ih oi. .ano and One Nights,

Jub 11shed in Paris between 1900 and 1904, as well as by

the pavillion Africa and Asia at the Paris 1900 Universal
Exhibition. In the sa way George Rocheqrossel1s design
for the tapestry France in Africa and Ora/i s exo: ii

illustration La Belle San Nom reproduced in the Christmas
issue of Le Figaro I11u.tr£ in 1900, established similar

precedents in the decorative art

The movement toward Oriental ism hadbegun somewhat befo e
Bakst 1s design1 for sSchdhira/ade. Bold, opulent and
visually exciting as Bakst's use of colour was, he was
neither the first nor the only artist to use such extra-

ordinary colour juxtapositions. The Fauve palnters in
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France and the Expressionists in Germany had used equally

strident colour.

In any event it is clear that Bakst during his most prolific
years was probably responding to a series ol diverse stimuli,

and moreover, that the public of that period was particularly

responsive to Bakst's bold sensibility, through which those
stimuli were filtered. What Bakst presented to the European
audiences had never before been \>en on stage. * Of equal

importance was the type of audience that saw his spectacles,
for it must be kept in mind that Bakst's viewers in Paris
were largely made up of those enigmatic few responsible for
establishing "taste".° One may presume that many of them
were aware of parallel developme nts in painting such as
Fauvism, for example Cocteau, Apollinare and Misia Sert, and
therefore they reacted positively to Bakst s theat rical
innovations. Bakst rightly deserves credit Ilor the vital
role he played as a 1ink between high-art forms and other
artistic endeavours . Too often developments in painting are
placed in a context that is not entirely accurate. The

exotic colourations and harmonies employed by the Fauves

painters influenced twentieth century colour perception,

but at the time when they came on the scene these innova-
tions were appreciated by only a small group of cogncscenti.
Public taste wa influenced by the works of artists in other
fields with their own degree of original ity - artists such as
Bakst. Absorbing what was new in the work of others, Bakst

magnified aspects of it and presented it to a wider audience

Bakst could even be called a populariscr of "high art"

trends .

The exotic effect of Schdhdrazade must have bt en intensified

as it was preceded bv Bakst s quieter designs Ilor Cainaval *

The ballet Carnival originated on March 5th 1910 when a
ball was given by the magazine Satyr icon inthe Pavlov Hall
in St. Petersburg.? Two young noblemen, Mikhail Kornfeld,

later editor of the magazine, and Pavel Patiomkin, a poet,

came to Fokine and asked him to stage a ballet to be given
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Carnsval conveyed ar einotion.il qualityf but it was of a

quieter nature.

Bakst's design for Carnaval and Si hehe:,i/.id. could be taken
as prototypes for the directions that the Ballet Russe produc

tions would take up until th< First World War.

Carnaval contained the essence of the so-called romantic
ballet designs of which Les Sylphides was the precursor.

Giselle, L1Apr&s-midi d'un Faufie, Jeux and Le Spectre de la

Ros were to follow in this tradition. Schi?zhdrazade was to
for the bis is for the exotic ballets: Les Orientales, Le
Sacre de Printemps and Le Dieu Bleu. Pet ru>hkat Narcisse

and Daphn is and Chlot were of interest tor they covered

both categories.

1rul presented t the tia °t Russe in their
Paris tyiu season began with the ballet sj l1e. It had
not been performed in Paris since it was ineed by Adel a
Cramf sgwa in 1868, The old romantic ba*let was conceived
by Thdophl ie Gaul ind Vernoy de Saint-Ge?”rgds as a vehicle
to show off the w ringi >f Carlotta Grisi's gifts,* and
also had a strong role for the leading male dancer. The
artist i p,rsonatinqg the village girl, Giselle, caret ree

and loving at the beginning of the ballet, had to go mad
and die when she found that her young suitor was a Count

in disguis and engaged to a Princess, When she re appeat oi
Ir Act Il as one of the sylphlike Willis, the dreaded dames
des bvis, she had to be technically strong enough to "dance
her lover to death, but also have the ability to convey a
feeling of love", * Count Albrecht had to be both ft ince
and Peasant. In th< ict he had to perform an
exhaust ing series of entrechats, cabrioles, pirouettes and
tour en l'air, ending in a fall to the ground, "giving

the impression of remorse and heartbreak". 1 The chore-

ography was in "period st

According to Richard Buckle Karsavina had little trouble in

performing the mime routines as origin.illy choreographed.?
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illustrated works are almost identical. The only real
difference between the two works can be found in the
composition. In Brueghell1® work the crag is on the right,
the river on the left whereas in Benois1 design the crag

and river are centrally focused. Thus the comparisons drawn
could be valid, due to the similarities in both works and
also because Benois, belonging to the St. Petersburg

Academy, was interested in the German and Flemish schools

of painting.’ Further the Mir Iskusstva group were dedicated
to the study of all German and Flemish Art movements in their

format ive years. ¢

The major point of the comparison made is that Benois based
his designs on the type of Ilandscapes as executed by Brueghel
and perhaps Broederlan. The similarities between these
artists' work show Benois1 ideals, especially in the designs
of Giselle - these being retrospective in impulse rather than

innovative in style.

A further difference between Brueghel's and Benois' work may

be noted in the use of paint texture. Brueghel was influ-
enced by the German Renaissance use of detail and smooth
paint textures whereas Benoi ' sketch, probably both because
it was a one or the Ilarger than

easel painting format of the stage, was looser in its paint
application (as has been previously noted in Benois' 1909
design for the set of Les Sylph ides). In fact the loose-

ne -s of the paint application could lead to a further

coir rison. If P. Bonnard's Dauphine Landscape, (Figure
83), is studied (circa 1905) - at the Ilime displayed in The
Hermitag- Museum in St. Petersburg - a similar looseness of

paint application, especially in the tree forms on the

right, may be noted. As in Benois1 design for Act | of
Giselle, (Figure 80), these were painted allowing a dark
background to .how through the foreground areas. Benois,

in elaborating on his technique, did acknowledge his use of

working from dirk to light. !

A further similarity |Is tha* Bonnard also employed a vista
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Stravinsky brought a beaut ilul cav on the
entrance of the Tsarevitch into the gat den

B;t | disapproved. I said "No, you must bring
him in like a tenor. Break the phrase where he
merely shows his head on his first intrusion.

Apoarently this spirit of collaboration was consistent

throughout the formation of the ballet.

Diaghilev had wanted Vrubel to design the ballet, but

according to Stravinsky, "Vrubel was dying or goirig mad
Diaghilev therefore chose Golovin instead.”? Benois felt
that: "Unfortunately Golovin, a wonderful colourist and a
lover of ancient Russian art, remained true only to him-
self ...'"".4

Golovin's association with the Ballet Russe before his

183

scenoqraphy for The Firebird had been rather Ilimited even

although he had had experience as a designer in Russia.
Golovin's designs were not well received by Benois who
felt that they did not illuminate the drama. In his
Reminiscences he stated that
a group of poisonous toadstools, not unlike
Hindu pagodas, symbolised Kastchei's residence:

beneath were layers and outlines of di ffere t
colours, suggesting overgrowth and thickets that

were oft, green, damp and close. There were
ilso the figures of knights, petrified by the
evil Kavtchei when they had attempted to rescue
tae captive princesses. It seemed like a huge
chequered carpet, blazing with colour but devoid
of any depth. No one could penetrat into such
a fore t - indeed it seemed scarcely .« forest at
all.5

Benois may hav been correct, but in studying the only

remaining fragment of the sketch for the backdrop it s

difficult to assess Benois' evaluation. Beno ' however

3

stated that The Firebird ddcor contained

a kind of archair point ill 1ste a semi-
representational mosail made up entirely of
green, gold and silver beetle

On tudying a fragment of the original sketch for the ddcor

9 (Figure 87) a definite looseness of

brush wo rk vy lie noted. From descriptions of the set it
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wou. sei that the [alettc was bright , 4 .here is nho hint
of + j1ver and gaid bet'ties’ refer d 10 by BenOis.  One
ma, sutnc that the pale111 Wwas not di iilar to that used

k erich it, the 3o1ovtsiin Dances f1 Pr (1909)

)r Bakst in Schth< azade (1910).

This is a fragment of the Jriginat skc:tCh, yet even in this
form the design seemS far inore rt 1iant n the princi pies of
broken surface textures, creat tig a t1ac decOrative statemer
Unfortunat e 1y, as there arie no other cOnterniporary de scrip-
tions of the set, a furthefl analysis impossible. This
fragment df the d<vor is a1l that rem3in In the 1ater

revival of The Fircb ird, Goncharova r®dvsiglaed the work.

Judging fmom the contemporary descrip tions of Ga10vin's
costume s i em they were very rich in coloul

Kastche i's servants and followers

were
elaborately att'red, but they were neither
frighten in nor repulsive ... The result was
that Fokine's choreographic ideas, performed
bv artists in working clothes at rehearsals,
seemed to be .xtremely fantastic and eerie,
but on stage everything was submerged in
uniform, sumptuous luxury : The Kikimoras
/Ithe female monsters of the Wizard's Court.
looked like pageboys, t Be 11yboshk ies /the
ma 1e ,n tcrs of the Court/ like Turkish
janissaries Zsoidiersy. even Kastche i /the

Wizard/ was hardly frightening,

n the surviving Jiack-and-wh ite photographs, (Figures 88

and
. . the designs, although

89
Hgt as frightening as Benois might have wished.3 illustrate
that Golovin had design'ed caricature monsters which seem
to comply with the scenario.4 The tabards and overskirts
of the four 'momssteéer-'' in the front of the pho®tograph are
ecorated *<{f{lp broken geometric motifs, (Figure 83). These

feeorations arc echoed in modified form in the gnomelike

masks and head-dress.a. The tigur behind wears no mask

and i possibly a Bel 1lyboshkl (taking Etkind's description

into aCtount). Kastchei is presented in the form of a
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wou 1d seem lhat the palette was bright, but there is no hint
of the 'si1ver and gold beet les' referred to by Benois. One
may assume ihat the palette was not dissimi 1ar to that used
by Roerich in the Polovtsian Dances from Prinee Igor (1909)

or Bakst in Sc razade (19 10).

This is a fragment of the or iginal sketch, yet even in this
form the design seems far more reliant on the principles ot
broken surface textures , creating a |l lat decorative statement
Unfortunately, as there areno other contemporary descrip-
tions (if the set, a fur the ianalysis is impossible. This
fragment of the d£cor is all that remains. In the later

revival of The Firebird, Goncharova redesigned the work.

Judging from the contemporary descriptions ol Golovin s
costumes it would seem they were very rich in colour.?

Etkind records from an interview with Benois that

Kastchei's servants and followers were

elaborately attired, but they were neither

frightening nor repulsive ... The result was
that Fokine's choreographic ideas, performed
by artists in woiking clothes at rehearsals,

seemed to be xtremely fantastic and eerie,
but on stage everything was submerged in
uniform, sumptuous luxury: The Kikimoras
Afthe female monsters of the Wizard's four
looked like pageboys,the Bel lyboshk ies /"the
mate monsters of the Court/ like Turkish
janissaries Z'sol1dier s Even Kastchci ,/lhe
Wizard?/ was hardly frightening.?

1in the surviving b1lack-and*white photogr aphs. (Figures c¢8 and
89) , showing the monsters and Kastc hei . the deslgns, though
not as erighten! ng as Benois might have wished,3 i1lust rate
that Golov in had de gned car icature monster® whict1 com

4 The1 tabards and overskirts

to comp 1y with the scenarlio.
of the four 1monsters1 in the front of the phot oG Oph are
decorated with brokcn geometric motifs, (Figure 88) These
decoral ion are echoed in modif led form in thi gnomel ike
mas ks and hcad-dres ses. The flgurc behind wear , no mask

and is possib1ly a Be1lyboshk i (toking It kind's description

into account ). Kastchei is present ed in the form of a
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The Evil Being, incarnated in Kastchei, the

magician, was more alive anu convincing

But Kastchei appeared too late and perished

too quickly.
Benois felt that Diaghilev1s stipulation th”t the ha1let
should las' no more than an hour had restricted Fokine and
Stravinsky, accelerated the act ion, and made tht drama
superficial.2 Whil' t ont H t admit that the story is

odd, it is hard to Imagine the ballet Ilonger , or to see

what could be gained by drawing the characters more pro-

foundly. As a pageant, a tape try, the ballet is satis-
fying. The innovation in the choreography consisted of
the Firebird having to perform her main dance - one of
the longest and most difficult solos ever conceived at
the very start of 3 Another innovation was
that there was no dance in the proves»ional finale
During rehearsal , of The Fifobird "it became clear that

Karsavina in the title role was going to be a success"4
cs the leading dancer in a new production. Diaghilev
would have preferred Nijinsky to have enjoyed this lonour.

He was to be given a similar leading role in the following

year | the ballet Le Dieu Bleu which Cocteau and Reynaldo
Hahn devised. Diaghilev stipulated that this ballet should
have an Oriental theme.”? It should have "ddcor and cos-

tumes by Bakst even more striking than those of Schdhdra de

Nijinsky was to have a role Ilike that of Karsavina in The
Fiiebird which would set him apart from, and above the oth
characters, a supernatural being who morcover would not have
to 1support 1 any ballerina and take serond plate to her.

In no new ballet by Fo1ine or himsel * would Ni jinsky ever

again support - in the sense of acting as a portcur - a
ballerina. In Le Spec tre dt Ila Rose he would support Kar-
savina in ait arabesque, but 1lift her very little. In

Petrushka it would be the Moor who supported the ballerina.
In the Greek ballets, because of the nature of their move -

ment, the question would not arise.

The East was in fashion as it had been in the early days of
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Bak?t1s later designs such a e Diuu Bleu)), 1 and
Siamese costumes Which were to be used i vanious forms
by Bakst in all his exotic bal 1 designs from Clhopatre
through Scheherazade and Li O0i Bleu.

The costume design sketch for Orlentalei (Figure 103),
is based on Siamese dance costi s, Bat st simplifying
certain elements su<h as the hi ditss ind shoulder pads
yet retained the general feel < tni costume type. 1f the

photograph of Nijinsky in this ostume, (Figure 104), is

studied it will be noticed that the sketch and the costume

are similar, thus illustrating how closely Bakst adhered to

his original design concepts. The added decorative elements
such as the chevron patterning on the legs and the greater
detail in the designs on the torso, arms and legs of this
costume were later additions. (These Ilight reflect! g
chevron, , achievedthrouah use of sem n are almost

identical to those used in the K bold costume, hinting

Mat Bakst most p I he tume for
Nij insky) .
Bakst designed a front curtain for the ball es Orienta es

(Figure 105), which was unrealised. The bold colours and

circle patterning show Bakst's predilection for painted,

arrarged in impossible

tXJt' 1'"J "1 " lu draped fabric is

fist iy executed folds. An mportant element in this sketch
is tf» technique Bakst use 1he paint is freely applied in
a series of vertica stroke-.1, which impart a freshness

unique in Bakstl1s s gncjgraphic endec vurs.

The front curtam and the three costumes for this ballet are

of interest oasica monly because they illustrate Bakst's

different mode of expression, as well as the furthering of
his aesthetic principles in stenography. It must be stated,
however, that this ballet did not ahere to any of the

principles of Gesamtkun .twerk (being designed by different

designers) , symbol ist pi in( ipies or even a development in

icenograph ic ainis.



192

As the production was designed by different artists there

was obviously no interest displayed towards the principles

01 Gesamtkunstwcrk, neither was there any particular

innovation in design in evidence, nor any apparent involve-

ment with symbolist principles.’

By t e end of the 1910 season Bakst, Stravinsky and Nijinsky

had emerged as the three great assets to the Ballet Russe.

Bakst in paiticular established himself as a major sceno-

grapher. This was due to his deigns for Scheherazade where

he achieved a uni tied,aesthetic stage picture. So successful

were these de igns that they were acquired by the Mus€e <es

— Pecora tits, and Josef Peladan the "half-crazed Symbolist

tounher o * the Salon de Ila Rose-Croix, acclaimed Bakst as

the Delacroix ot the costume". - As a result Bakst was feted

by the haute- tgnde alongside Diagh ilev and Nijinsky.

The productions, mounted in the 1910 season showed that a

uniformity of design principles could extend from that of

ease! painting to the stage. The p. esentat ior, heightened

the audience respon.es to the production, by involving the

spectator through evocative imagery, thus forming in some

cases an express ive decorative scenographic concept. These

design and colour principles were derived from and influ-

enced by Russia", trench and German paintings. The produc-

tions ot the 1910 season ..-roveu that a 'renaissance' had

been achieved in theatre design.4 For the most part the

painted backcloth, set and costumes were no longer separate

entities. They were integrated and executed with vibrant,
exciting colour. This was a far cry from the monochromatic
designs of previous centuries. Not onl, were the colour and
disign presentations Innova' ive but, because of their very

nature they 'egatcd the false illusion ot depth so beloved

by previous theatre craftsmen. This was achieved through

colour. Hot colours were used on the backcloths, causing

tfiein to exist on a plane that enhanced the decorative,

express ive nature of the stage picture as well as partially

negating depth. More important when the designers of the
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Ballet Russe suggested a per- tiv< depth they generally
did not use a vanishing point stage level ahad been
the practice prior to 1900, but higher up above the per
formers' height. At times they reverted to the Eastern
and pre-Rena issance i hod o it ion wh we re
)Jnv apove amother. Such device h<1ped f1atten

Jcke 1dths, treat ing a stage setting that n<gver

bein@3 anything other than a Picto"ia1 statement.

This de n ae )thetic, of a decorat ive -expressive, sy mbolist
stage p u'e, was avhleved during the 1910 season. In the
product ions that he

developed fur the
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FOUR : FOOTNOTES

Grigo lev, S, The Oiaghi lev Ballet, pages 104-5.

Ibid. Summarized from Grigoriev's reproduced
programme s.

Discussed in Chapter One takirq Aurier's definition
into account, page 13- 14.

The Gesamtkunstwerk theory is discussed in Chapter
One, pages J[-7.

L'cven s P* of the Ballet Russe, page 106.

Ibid.

Ibid.

The 1iUj d5:or design concepts are discussed
m Chapter One, pages 1-18.

As had seldom been the case prior to the Ballet R sse

seasons - discussed in Chapter On<, pages 1-18.

It r.st be stressed that the performer was always

i feature in Ballet Russe productions. The perfor-
mers were highlighted through the use of stage
ightmg. This was necessary as their costume

design, and those of th~ set wen oft n integrated
through designed motifs and colour).

Grigoriev, S. The Diagh iley Bal let 1909-1929,
page 68.

Larionov, M. Oiaghilev ;i Met Russe,
page 116.

Ibid.

Ibid., page 117.

Benois, A. Reminiscences, page 313.
Ibid.

Karsavina vk Theatre Streei , page 96.
Benois, A Op-1iJ+, page 314.

Ibid.

lbid. page 315s.
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Grigoriev, S
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p.153:8 Rimsky-Korsdkov, N. My Musical Life , page 44 1.

9 Benoib, A. Op.cit., page 314.

1c Judg.ng from Rimsky-Kor kov 's comments on Ouncan
and the manner in which Fokine choreographed the

work, as well as Benois ' reworking of the scenario
1 Stravinsky | Chro le of My Life , page 128.

Judging from their com ents recorded in Buckle. R
Diagh!lev, oaqes 141-1

p.154:1 For example, Ashton', Month in the Country to the
orchestrated music of Cliopin, M2AIfTTlan wTth nis
£o_L_£Qfm* from, amongst others, Tchaikovsky for
Anastas_la and Robb Ir1 * more abstract works using
the music of iravinsky, Chopin, etc. (example,

oct'r ai a Gathering)

Benois, A. arly Menoirs ot Diaghilev, page 28.
3 |
age “i.
ikov, N imcit., page 412.

p.155:1 Be aumont okine and his Ballets.

page 54.

Fokine. Ear Iv m< Jf2. page 137 Parts of the

annotate ire are luded in this wt'rk.

aa e, page 110.
p. 156:1 Buckle. R Niji
. . pa vs 1377139 Complete

ufline of brut

Haskell, A. Dlamhi 4 . Q{ijs Artj si ic and Private

Leff, page 937

, A. The -
A History

Levi son, A. IbTo. , page 215 A 5prncor, C. Bakst,

page 43.
p. 157: 1 Svetlov, V. The Art of Bakst, page 18

Ibid. Although i backcloth wag §t”'|l| used it did

not span the entire back tage area.

Ibid.

Bi. k st pag’]

Oensl 51age Design, page 197.

Spencer, C fIL 1+ pnge 43. Which he had seen

on his ext ive tours of the Middle East md

n
Greece in 1900-1906.
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Pe157:7 The same colouring as Bakst used in his d£fcor.

8 As usuallyfound in all ballet design prior to
Jchtth ra/ud* - formal* in that the settingswere

usual ly st ructured and did not appear as amorphous
as did the Schdhdrazade scc-’ouraphy.
p. 158:1 Spencer, C. Bakst, pages 70 and 71.

7 Ibid. As well as Bakst having used the same
colouring in his ddcor for Schdhdrazade and his
painting Oajjn/ rs on the Lidol fAtgure 66).

Osborne, H. The Oxford Companion to Art. naot A2

A Spencer, C. Op.cit., page 71.

Ibid. The use of colour in this painting has a
similar intensity to that employed by the Fauves
as well as using colour in thi negation of a
feeling of depth.

Lake, C. Dictionary of Modern Painti hg page 125
Examples being Braque's La Ciotat (1906), Dufy'

Country Ball at Falaise (1906) , and Derain's Le
Faub (jury, Collioure (1905).

P''59 -1 bright and Rainwater: The Dimensions of Aesthetic
Ex*eMjence » Psychology~and th

j Vernon, M. D. The Psychology of Perception, pages
p. 160:1 Certain motifs within the stenography are directly
linked with those used in Russian ethnic art.
2 This argument is presented despite the fact that in
all the literaturi on the designers for the Ballet
Russe, avani iardc French influenc: s jgnored,
The Prince Igor sccnoqrnphy i 3.3|ysized exten*
sively in Chapter Three.
. Buckle, R. Nij insky, page 139.
P-161:1 Spencer, C. Bakst, page 2 1.
Buckle, R. Diaghi lev, p.ige 144. These colour

combinations hacf, however, been used in the Far and
near East.

"bid. And not Nij nsky as according to Beaumont,
C. In Michel Fok ine ,nd His Ballets, page 58.

A 6rigorie v. lhe Diagh i1evBalletigng-ig;q
page 46. A e
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p.165:1
D" 166 : 1

16 7:1
p.168:1
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To be analysed in detail wher, di ,cussing I;_APT 6s-
midi d'un Faune.

Spencer, C Bakst, paqge 12
Spencer, ( Bakst, page 12
Mayer, C. Bakst , page Li.

As can be noted if Rac inet's book is studied,
especial 1y pages 3 ~ *3-

As is evident if any of the more literal symboliSt
paintings are studied (Moreau’s Satomd; Khnophs

Medusa or Thv Ca'esses) of their egu 1_ lent in
1itera ture (Wi lciT's Sal o ;'@ or Maeterlinck s

Pel leas et Me1isandeTT

Gordie, 0. E. Catal ,gue of Parisian Fxhibitions

1895-1914, page 4%.

1 accord with Nietzche1$ philosoohv on dr mit 1vism,
to be aiscusse(j further when dealing with the

ba1let Nalciswe.

A feature often found in Ballet N well as
other) designs for Ballet costui

Spencer , u Op
The symbol 1s de d in Chapter One.
detail in Chapter fwo?

Varnod. Andrd eintres et les Ballets

, Re .Mus1c<) paae 81. (Translated
A. McKris) .
Bablet, 0. Esttret iqui G(tisrale, page )6,
Clark, M. and Crisp, C. fe ,iqn Jot Ba11ej_, page 72.

Ibid.

The work of avant-garde art 1 ts worstng f°F the

Billet Russe is dlscu -*d in the nclusion of
this dlsserlal ion.

Stravinsky. The Observer, London, 31 August 1958
Spunccr, C. Bakst , page 70.

White, P. Floret, page 83.

Ibid, pages 84-86.

Mayer , C. Bakst , p. je 10.
Reade, B. Ballet Design and lustrations i581-1940 ,
page 49
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Spencer, C. Bak st , pages 42.48.
Le Figaro 11)us tr<5, page 14 .

Spencer, C. Bakst, page 49-

Such as Misia Sort, Cocteau and Appo11inare, a seen
in thfir comments page > 01, 172, 89.

Chujoy, A. Fok i ne Memoirs, pagi

bid.
bid, page 55
bid.

bid, page 64

bid.

Fokine A. Memoir of a Ballet Master, page
134-135.

ur 1gor dev < The Ballet Russe, page 71.
Ibid.

Buckle, R. Nij insl y, page 132.

Ibid.

Mayer c. Bak m: \age 32. Descr ipt ions of

colours used obta in<@ from M3ytris wiitinQs*

Having written to Mr. R. Buck1t* (June 1979) and Mr.
C Spencer (June 1979). both forwarded replies
stating that to the best of their knowledge the

set deign,, in sketched form, no longer exist.
Noted i ie Terem Palai stairway dota_j, (Figure
20), and the ei (Figu rr 2°77*

Fok 'no, M. 0f£ .cit

Fok 'ne, M Memo ii sf a Bi11vt Master , page 139.
Oetails of the seen ir.

Ros1av11V3 V. Era of the Russian Ballet , page 48.
Co four tcscriptiow (Tel *v'e7 fiom Roslavleva' , writing
1bid.

R de B Ba11ei »11n md Illustration , page /I
ea , .

As (an 1c seen ifl Eigure 7/ is studioil.

Ra iney , A. Ldon B
dor Ilved from Wiincy

1bid, payi 64 .

As Bakst had IR Rig designs toi le Fee do Pot-pee
ian7
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Cocteau, J My Contemporar ies, page 9' -
eleven, P. The Birth of the BaJ let Russe, P*ge
Ibid. The 11
Ibid, page

Sion im, M. Rus&ian Thea(re from the tmpj_ e

the Soviet page 34.

Lieven P The Birth of the Ballet Ru3se
Ibid, page
Ibid. Cue t 1 their reaction mo Gis*
Beaumon t Michel Fokine an,I his Ba1llets
Ib i,i, page
Lieven, P. The Birth the Ba11
inig.
lbid.
Ibid.
Buck le Nijinsky, page U Diaghilev. oag
Beaumo Jiagn aqe

1le tomania, pac 125.
Stravinsky Conversat ions, page 96. An
interest ing rvation which under | ines the
rev iou ' as rtat i nade, that of Vrubel being
zne of the source of inspiration to the
designers f r fhe Ballet Russes highl iyhte
by the fact t Diaghilev wished to commi
him for T Firobird enography.
Li even. P, Op.cit., page 146.
Benois A Kcm nisconces (1441 ! page 06 20
Vrubel, i1 he had ui one i) the work wou
have beeéen imitarly criticised by Benoi
lbid.
Etkind M Alexander Benois 1870-1960. page

Ibid, pag. 107.
Ibid, pig 147 .

Benois,, A Memo ir , page 82.
Fokin* , A Scenario, The Firebiid, page
Buckle, f Diaghilev, page 19-

|
There are few visual records JT any kind

first product ion’ mainly because ol the negat 'vt
responses it rece VvVed, as Lievet’ stales

from th,’

1v
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Spencer , G, Bakst , page 56.
Lifar s. His tory of the Russian Ballet, page 48.

To be cISCU ed when ana 1ysing le Dieu Bleu
in detai1l.

Spencei inc1udes an iMust rat ion hy Bakst that
was purmport ed 1y the des!gn for the set used in
Les Or enta 1es. Howeve r, this sketch is so similar

to Baklt's Schdh<ra/ade setting (executed for the
same sPasonT~that it Ts highly unlikely that Spencer

is cor eel in citing it as the Les Orientales ddcor.
Furthc -, having written to Mr. R. Buckle questioning
the va idit of the use of this et (May 1932) , the
reply sta1:d "... it was hard1y 1likely™".

Spence r, C. Op.ci‘., page 73 -

Ibid.

Lieven , P. Op.cit. page 23.

The theory of Wwsrn cdlours which visually move
forward as op i cool and cc>1d colour which

tend
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1911 BALLET RUSSE SEASON
CHAPTER FIVE THE
®’,e season it was
In the discussion o 19 10 Bat1
. h<?hd razadc and
observuo that in pro .
. . hit of design concept
Carnaval, a ainteriy, at !
was rea 1 By 1911 Diag

for the modern painter 11 i_'§ﬁ8,r,‘99r.aa$'hyyv

represented what the fresco haj_ ?se: :zr the
painter of the Renaissance, anjf t: R s _ rap
medium suited the temperament 2 e Russian

artist to perfection 1
uch like that
The seenograp t had
set and proper
of a painting .
uch as Lieven
ties were in’

argui ng that

inaugurated a

uh choreographic and musical
With the 191"
for the most part the designs
ideas cont ini
, f ideas formulated during
produced wer<

the 1910 sea

to q development o
An interest!
i or Petrushka,
scenographic ncip1c wer1 lesion

It was with Petrushka that Bonols tina”v broke with the

| ISM rad it ions of the St. Peter
reprcsentatlona »
b Acad d a style that was his own - a
urg cademy an

b f hot h Petersburg traditions and that
combination

of the Moscow Group o' arl 1

Richard Buckﬂf prakes an interesting t on the nature of
the 1911 season He cl tha
Dlaghit follows dead-end t< the ballet ol local

co 10itr > d the evocatiom of past peri °ds or, distant

d h& has a prejudice against stones and
lands , ¢ . .
drama if >allet. Fokinc, bFfilliantly abetted by
. nd Bakst, had comjured up Versailles and
Benols -« he had ade an E tian, a
the Rom. Nt 1c era ad m gyp ,

. ; and a Russian ba'lfet with the
Polovtsian, @ Persian
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help of Bakst , Roerich and Golovin. What had these
fairy tales to say to people of a world which was
beginning to realise it was -modern"? Better than
evoke past eras would surely be to re-interpret them
or even to speak of your own. Diaghilev felt the

stirring of a new spirit which was moving artists
throughout Europe to seek new forms with which to
greet a new age.
Although Diaghilev stated these intentions in 1911. it was
not until 1913 when he permitted Nijinsky to choreograph

Jeu x using a con temporal Vv theme, environment and costumes,
H

that he began to instigate t "new form with which to
greet a new age'"l* Nor did scenographic endeavours of
the Ballet Russe express the new ideals in a contemporary
painterly manner until L Apr midi d1un Faune (1912),
Concharovals Le Cog d'Or 119 , and Picasso’'s designs for

Parade in 1917.47

The 1911 Season consisted ot e presentations of the follow-
ing new ballets in Monte Car Paris and London: Le Spectre
de la Rose on i9 April 1 p f the opera Sauko on 6 June;
Petrushka on 13 June;: a swan Lake oh 30 November (which was
performed in London oniy Diagh i16v also presented an
entr'ace in his 1911 Ra This was The Battle of
Kerzfenez from the Rimsk era Grand Kitezh.

In 1911 Diaghilev decide | to make Monte Carlo his "home
base" and this move all awed him more time to negotiate
for seasons abroad and t3 extend the seasons in Paris as

he did not have to arrr Je all details from Russia

The premidres of Le Spectre de la Rove and Narcis se were given
in Monte Carlo.? Thereafter the company travelled tc Rome

for the World Exhibition where they performed Le Pavi11on

d'Armide.

In Paris performances by the Ballet Russe became an annual
event; its position had been e lab lished and consolidated.
It was this firmly established reputation which could explain
the invitation to the Ballet Russe in 1911 to take part in
the coronal ion performance at coven | Garden. The programme

performed to introduce the company was the Gobelins tapestry
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" Le Pavilion d'Armide, a truncated performance of
scene fro1.

c from Prince lgor. Later

Swan LJke , arnaval and the dance
Le Spectre de la Rose, Les Sylph id, Sch<?hdra/ade and
Cldop.it rcs we o this London programme
Diaghi lev's Swan Lake premiered at Covent Garden
in 1911 with Kschessinska and Nijinsky was in two
acts beginning with Act 2, then presenting Act 3
with an epilogue in which Siegfried rushed to the
lake for a last meeting with Odette and confront-
ation with Rothbart. Grigoriev, Diaghilev's
regisseur, says in his book on tha company that
the cuts were made because Diaghilev found some
of the choreography dull and repetitive. If so,
it must have been the first scene (which repea is
nothing) that he found dull, and presumably the
Swa n .sembles at the beginning of Act 4 repet 1-
live* An ton Dolin told me that the last scene,
con t ling with nointerval, beganwith only the
,als and the corps de ballet arrived for
ing by the had time to change their
e ailso sa | that he found that
which he d iced later, very satisfying,
ta 1n 1ni 11 r of the bal’et in an
ractivi1
|t tion ever to be seen outside
RU rague during Tchaikovsky's
I ik. scene which was,

a somewnha ftsmy ashy Jlandscape, pinkish mauve,
with fir tree in th for round and bare hills
beyond the lal Fo the Prince's companions Golovin
had created si v, c* gant "Carpaccio" costumes in
velvet and suede with short capes. The court
scene by Golovin medieval Russian palace,
motley golden wi wide flat arch through which
was seen an apse adorned with a coat-of-arm- '

. o go info detail about the Swan Lake ddcor
There S no nee
as it was borro 1 fr >m The Imperial Theatre and had been
designed in 1901. The only interesting features of this
ballet's presentation wer that its designs were by Golovin
ind Korovin, the first painterly designers from the Abramt
Jevo colony, as well as 4he fact that it was Diaghilev who
introduced this c'!assie ballet to a wider (Furopean) audience

I I'n R* 3 th* t now holds a prominent position in
every major ballet company's repdr t<3ire Thus it may be
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from her first ball, supposedly "dreaming of love".1 She

sat down in the armchair, took a rose from her bosom, sm

it and went to sleep letting the rose tall to the dm nd

The Spirit of the Rose then leapt in at the window and

danced about the room raised thn sleeping girl to her
feet and danced with her He finally returned her to her
chair and disappeared ou > the window. The girl awoke,

found the rose on the floor and pressed it to her heart.

. bedroom— was desifned as a simpi& box set
The young gir
(Figure 106". Accor Illqa to Spencer the colours were mainiy

blue and white, although in recent revivals of the ballet

purportedly derived from Bakst's design, there appears to

f pink, as stir n th< Tm Nijinsky a

well as the Festival Bal]let pr.v setion.? As can be noted

in the photograph of the original production, Figure 1061,

there was an alcove stage left with tulle hangings, five

Umple pieces of furniture and properties, and two large

French windows used for the entrance and exit of "the rose"

The box set also contained a ceiling which, together with

the walls, was patterned with a flowered wallpaper. Bakst'
set was unusual with its. wallpaper, curtained bed in an
a'cove, open French windows, d j table with an urn of

flowers, sota, dressing table. bird-cage and embroidery

frame (as seen in k& Bhstagraph). It appeared more ike

a settle for a play than a Russian ballet. This type of

set was unusual because it must be remembered that ballet

. . e Spectre de la Rose, in order to give
settings prior

the dancers the maximum amount of floor space for movement,

were generally uncluttered by furniture and properties.

Furniture and properties were obviously used In previous

of

an alcove with bed, table and chair, and C,irnavaj_ used

two Bled meyer couches. These were, however, isolated

examples, and because at most there were only three items

on stage they hardly promoted the apparent fullness of

environment found in t£ - Sgec_nre”_jle—Il_a__"os£. " Although

the furniture still occupied the outer environs of the
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dancing space thus leaving a large tioor atea virtually
uncluttered foi the dancer the impression perceived,
as judged from the photograph, is ot a tully decorated ro i

area which was wunusual for ballet scenography at the time.

Besides this use of furniture and properties the et i
decidedly innovative in its concept, The pox set format
was perhaps derived from the realist theatre tradition in
its arrange ment of the stage space.’ As a ballet set it
is in direct contrast to other Ballet Russe designs, for
example the 1910 production of Schdhdrazade. In Le Spectre
de la Rose the scenographic presentation is architectonic
a structured although simplified architectural tramework.
The motifs used are simplified rectangular forms, unusually
simple for the period, which can be compared to certain
elements used by Charles Rennie Mackintosh. The simple
uprights, the window forms, even the foot ot the bed in
the alcove are similar to those employed by Mackintosh in
his architectural and furniture designs * tor example, his
Glasgow Tea Room.2 The simplicity of the set and furniture 3
possibly acted as a foil for the romantic elements af tne
music, and also orovidcd an ideal background *vr the trans
cenden tal nature of the rose - a 1dream1 inhabiting an
'ordinary1 environment. This entire stenographic concept
formed a total contrast with thr amorphouse and flamboyantly
colourful designs Bakst uted for Schdhdrazade in 1910.
Thus, although thi stenography for le Spectre de Ila Rose
mai shjrc some conmon ground with Carnaval such as the usr
of Biedermeyer period furniture and costumes, it does
pro/ide a totally new awareness of ballet stage design

the structured room as opposed to the sty! ized use ot flats

and drapes as found in arnaval. *

A simple white Biedermeyer gown was the costume for the

girl, play by Karsavina, with a minimum of flounces and
decoration, (Figure 107).% In contrast Nijinsky's costu e
(Figure 107), was different as can be seen if the illustra-

tions are studied * one the sketch design by Bakst, (Figure

-L



............................. e other Showing the costumes in a photograph of
108), and th

lhl'las de deux between Nijinsky and Karsavina, (rigure
107). The rose’s costume stresses the asexuality of the
Nijinsky character. The androgynous sexual quality of the
rose is of interest. A suggestion may be advanced that it

was required that the rose represent a sign of the trans-

cendental symbolist image of a rose (the sexual significance

being apparent - of the rose having been given to the g.r

therefore, in her ‘'dream’', it transcends Its being and

becomes a personification ol her desires). in ijakst

original sketch for the costume, (Figure 108), it is

obvious that he had no intention of disguising the maleness

of the rose. The sketch shows a man in a body-fitting

uni card decorated with stencilled designs. When executed,

the shape of the costume became more amorphous camouflaging

sex as well as contour. This Bakst achieved by dyeing and

sewing to the pink-purple unitard silk petals of pink, reds

and purples which merged into each other and thus camouflaged

contour Iline as well as the sex of the dancer.’ It is

interes-ing to speculate as to how and why this change |In

concept occurred. According to tne original scenario the

rose was the symbol of a love token,-

probably d - -d rl.e costume us

therefore Bakst
a masculine interpretation
of th use. Nijinsky may have had much to do with the

negating of the masculine image, especially when studying

his as ell as his sister's diaries. here one continually

encounters references to "... an asexual creature'" or as

Nijinsky described his mak'-uy

a rose. His mouth was Ilike rose petals.

u is interesting that in thl. description the third person

is used by Nijinsky thus designating the part he was playing

as interpretative and not personalized. Still he seemed

cognisant of the maleness of the rose referring to the

character as hel/his. Thus the asexuality of -he character
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eai 3 and ta 5 Th< represented Bakst's ideal of
Mrits .1 The idea, however, of
my t ho 1ug ica wood 131

having creatures app r on the stage had already proved

a mistake in the production ne irebird, reducing

the mi elements in the ba 1 to those of pantomime.

This appeared iua11Y ridicu in Le Uieu Bleu (1912).

The stage was at times occupied bv. a party of Boetian

Pomona 3
ne *sants who celebrated tin i it
Th t Je si Ny hs or Baccanites and
e costume e si

BovVians in Narc repr I a hiql foint in Bakst's
re illustrated

Greek costume de

tor di po1vius,

choreography of
(Figur.
the ba
rted arat r.ever again achieved
. i/lmphs and Boetians
the dynamism nf the si P
In tl.ese watercolour
in Narci~> j1, qu
t fulcrum centred in
costume sket
' "‘ms to emanate convey
the groin fr a a
. if eroticism. The inclusion of under-arm
itig a curren
. . f the female figures heightened their
hair in man
ity# The Dionysian frenzy and earthiness of the

nymph's, (Figure 110), may have rt fleeted Bakst's assimi-
1at ion of various ideas of such Rut an Symbolist writers
as V Ivanov who a Serted th at the return to a primitiv

. :rcome "the superstructure of rational
condition would ov

and individualisti ideas created by Western man and
. M 6
reach the put » ess -ftce of reality
Bakst may also have | ™ awar of, or lInfluenced by,
Nie t zche ohilosophleal i nv igation into the spirituf

background of Greek tragedy a> (_-xroressed in rhe Birth of

7 A discussion of Nietzche's art criticism by
Tragedy

ihestov had appeared in Mir tVa in 1902.

. eem to echo Nietzche's concept of Dionysus
These designs sef P y

. far cr from the "calr sim licit
They are certainly a y tmptretty

and noble ordnd Ur o1 traditic + i.nrU1»manin No-
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a sensational success nor a triumph for Nijinsky, Bakst

. The ballet did not retain its place ;n the
or Fokine
repertdire for Ilong ,2The choreography was too static,

the set too heavy, a lack of integration between set and

costume was apparent, and the plot was too thin. The

costumes, however, were wonderful evocations by Bakst

of the archaic Greek period.
The ballet Petru-.hk.i. which followed Naf isse, was In its

final stages of completion when the Ballet ftusse performed

in Rome during 1911 3 Thir h211let which both Buckle and
Li even considered a thi liniltdt ion o he Mir IsKusstva

movement#¥ had been designed by Benois in St. Petersburg,

the city in which the story was set. The music was com-

posed by Stravinsky. Petrushka was finished and choreo-

graphed in Rome. Diaghilev, Benois and Stravinsky

considered Petrushka to be the culmination ot the Mj_r

Iskusstva's ideals because the designs for this ballet

"resented an evocation of the Russian cultural image that

Diaghilev wished to present to Europe.s These ideals

were the illusionist presentation within the stage space

deriving from the St. Petersburg academic traditions to

be seen in Th,- Shrove Tide Fair scenes 6, and the peasant

art and ethnic Muscovy influence in the use o' the

decorative motifs and primary colours as studied at the

Abramt sevo colony (particularly noticeable in the scenes

involving the puppet cells).7 A combination cf elements
from both these art movements was to be seen in the false
proscenium arch where the primary colours of ethnic
Russial art are used. However, the design of this arch
incorpo ates neo-classical elements such as the window
frames as well as peasant design motif- such as the
stylized sun in the reveal, (Figure |Ilk). In this manner

Petrushka transposed Russian folk traditions and legends

into a contemporary context.8 The composer and designer

worked out the scenario together and Benois assisted

Fokine with aspects of the chor Ve Benois'



own
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the Charlatan with a flute, (Figure 117) This sketch shows
Benois' drawing of the original curtain a he remembe red it

in 1936.1 The black and white wash sketch illustrates

Benois' concept of the Charlatan with flute resting on

clouds framed by curtains and with a sickle moon behind his

head. The idea for this curtain, even in sketch

form, is
not exciting. This judgement is made because it this
design was enlarged to the size required tor a front

curtain, the sheer scale of this figure would be too over-
powering. The Charlatan plays an important part m the
production as the deux ex machina but surely ’his front

curtain overstates his importance. This frontcloth was

only used during the performance of the 191" season.2

It was replaced by Benois the following year with a

tar
more effective curtain, (Figure 118), which showed the
night sky above the city of St. Petersburg, swarming
with demons. The illustrated watercolour design for
the curtain shows demon forms moving in diagonal lines
from bottom right to top left against a dark blue sky.

The sky with its spiky stars and sickle mocn echo the

same use of these motifs encountered in the interior of

Petrushka's cell. The view of St. Petersburg below

with the Admiralty spire on the left |is almost

identical
to that used on the backcloth in Scenes | and 1V, This
curtain was nore successful than the previous one as it
formed a strong visual link between the front drop and
the settings behind it. When it was raised the audience
was confronted with The Shrov [Tide Festivitie Th
occurred w:thin thm f.i' nroscenium. The fair was

11 1us ioni st icaIIy51 represented »» a square off the

Admiralty Building in St. Petersburg , (figure 119).
In Scenes | and IV of Petrushka the French audience were

shown a picture, according the scenario of the Russian

winter the day before the Lenten Fast.4 The period was

the 1820 's and Nicholas |, the younger brother of

Napoleon's enemy, Alexander, was on th< throne. Ovei
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the boothb and flags of the Fair rose Sokorov's1 attenu-
ated golden spire of the Admiralty, beyond which lay the
frozen Neva River. On either side of the stage were the
Balagni or temporary wooden theatres with tlit-ir painted
signs. The left Balagan had a yellow balcony from which
the OIlId Man or Father of the Fair would dangle his long
false beard.% Red and grey striped curtains were seen
below this balcony, these being "some of the colourful
additions Benois added to his otherwise grey setting".3
To the right of this booth and half hidden behind the
puppet theatre, which was centre stage, was a real merry-
go-round under a helter-skelter. The booth was curta ned
with fabric in tones of grey contrasting with the brightly
coloured interiors which were shown when these curtains
were drawn apart. A sign above the right hand side of the

puppet booth showed a devil pi— h-forking Petrushka into

hell.

In the first scene Fokine organized the crowd so that they

would look 'nmatural’ in their movement.That is he tried

not to organize the choreography into ay special formalized

structure. Behind this crowd the sails of a constructed
windmill revolved like a big wheel and children rode the
carousel. Benois wrote that

tf s merry-go-round was a genuine manage de
che.au. de bois of the time of Napoleon |III A
which w had contrived to acquire at some fair.
Once the crowd scene reached their climax with siteet
dancers competing for applause, the Charlatan (played by
Cecchettl) appeared from the puppet booth/’ He was
dressed in a cloak with uppliqudd symbols and a somewhat
papal head-dress, (Figure 120), wh.ch hinted, according
to Benois, at his moral tyranny over the puppets whom he
was able to imbue with life.7 This watercolour costume
sketch along with the sketch of the first front curtain,
(Figure 117) shows the costume of the Charlatan as a

magician. In the bottom right hand corner of the costume
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sketch, (Figure 120), he is represented as he appeared m

Scene 1V.

Benois designed the main Charlatan costume so that it gave

the impress ion of the fantastic, as opposed to the relative-

ly ordinary wear of the people in the crowd ’cL'nc - A

watercolour sketch, (Figure 121) . shows a woman who formed
part of the general crowd scene . She i» drested irn the
garb of a Russian peasant. This design was based on the

types of garment worn by peasants in St. Pete burg.1 An
interesting aspect of this costume is the full skirt with
ethnic flore | patterning. Thi was the first time it was
encountered in Benois' designs although Bakst and Roerich
had previous incoroorate ( mo11fs in their work.
Another factor observed in this and other costumes
designed by Benois for Petrushka was that it was the first
me he utilized historically correct modes of dres in a
ha 11et On looking at his work pri©Ff to Petrushka, such
as Le Pavilion d1Am id< (1909) and Giselle (1910). he
usually designed for productions that were of a romant.c
nature and therefore did not use everyday costumes but
rather those of the romanticised past. The Petrushka.

costumes form a close parallel with those designed ty

Bakst for Fdc des Poupees, (Figure 39).3

Once the Charlatan made his appearance, "subduing the crowd

by his terrifying aspect",4 he drew back the curtains of
the booth revealing the three puppets held up by meta.

supports under their arrs. He touched them each in turn

with his 'magic' flute. As the pulsing clockwork rhythm
in Stravinsky's music broke forth the puppets' legs were
galvanized Into life and they performed an animated hee’
toe dance.% To the left was the figure of the black-faced

turbanned Moor, his emerald giecn velvet tunic decorated

with gold frogging. In the centre was the Ballerina Doll,

played by Karsavina, rosy-cheeked with doll's eyelashes

(painted on her face), in a fur-edged crimson tam-o-shanter,

crimson bodice, white skirt and lace-trimmed pantaloons,
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(Figure 122). On che right was Petrushka (Nijinsky)

with chalky feature-.
.1ike painted wood, a scar let and white bonnet ,
a white-belted smock with floppy Pierrot collar,
checkered red and green trousers, helpless brack,
mittened hands and awkwardly turned-in, black-
booted feet , (figure 123).

In Benoi s+ designs for the costumes of the puppets he

utilized the colour theories previously used by Bakst

in 1910 in Schfhdrazade .y This was the use of primary
and complementary colour to create the strongest and
most vibrant impart and tensity. Thus the red and
green colour ranges toun in the costumes of the Moor,

the Ballerina Dol1 and P rushka mu?t have been visually
stunning when the boot h rtains opened, especially as

they contrasted with the ostly grey surrounding scene

of The Shrove Tiactivities, use of colour and
shape not only brought about an t icing of the aes-
thet 1c stage picture but also con >ed an emotive
ambience, thus creating a strong | »cora tive-expressive

stateme nt.

The rest of Scene | was taken up b the puppets’ dance in
which it became obviou, that Petru ika was in love with
the Ballerina Doll. Sne, howeverT; preferred the richly
costumed Moor. Kelt le-drums iii.taiaed musical con-
tinuity during the change to Scene I1I, (r 19U1e 11 AN
This showed Petrushka's cell or the box in which he was
flung by the OIld Magician between hi performances. The
dark blue 'walls' of this cel 14 on whi1:'" a few spiky star;
were pained,were placed at an angle to the audience and
had a border of white clouds at the top. The cell was
‘guarded* by devils painted on the doors. In colour, a
cold ftue, "Petrushka's cell presented a vision of an
Arctic hell™.? On the right-hand wall ot the cell was
a portrait of the Charlatan, the ruler of this domain and
its occupant. In the moving of the sets to Paris from

Russia the portrait was damaged. As BeNOis was ill hi
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could not re-touch it so Diaghilev commissioned Bakst to

do the work ' When Bcnois saw the result, now more

expressive, "he was furious".2 The portrait, (seen in

Figure 115), however, created the right fee 11 ,g of menace.
Petrushka (the Slav Pierrot)< was left alone and danced

out his frustration, darting

around his prison until the
Ballerina Doll entered. She was scared off by his violent
movement. To wild fanfares in the music, Petrushka flayed

his arms, broke a hole in the

‘paper' wall of his cell and
fell headlong through it. He hung Ilimply half in and half
out of his cell.#

Scene 11l showed the Moor's apartment, (Figure 1i6). The

setting was also angled but its decoration, deliberately

contrasted strongly with that used in Petrushka's

The walls with stylized green

cell.

cocoanut palms against a

vermiliion sky, and white rabbits on the grass beneath,

immediately evoke Matisse's interiors of 1908-1910, such

as his 1908 painting of The Dinner Table, (Figure 124).

This also shows the importance of flat coloured surfaces.

In tne red version the table is as flat as the wallpaper,

and the surface of the work is decorated with floral

motifs not unlike those utilized by Benois in the Moor's

cell.5 However , Matisse's subtle spice-colour tensions

seen in The O nn.r TabU are not evident In Benois'

patterned surfaces in the Moor's cell Mats. in a recon-

struction of this scene executed by Benois for The

Royal
Ballet production, (Figure 125), showing the Ballerina
Doll (Nerina), Petrushka (Grant), and the Moor (Crosson)
in his cell, a direct reference to the original 1911

decorative panels may be observed. However, it is

obvious that reductive abstractions have taken place.

Decorative motifs arc simplified, and colour applied in

larger flat areas th n those seen in the original sketch,

(Figure 116). In Benois' set the use of pattern evokes

the work of Matisse, yet the actual motifs employed may

be seen to be ultimately dependent on ethnic Russian
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designs. The floral motif has as its source the type of
owe ,Se A " Russian ethnic carvings such as a detail
, , hdow s ! ,n, \FiyU zl) nd the Ter em Palacf
e wax -ji. s eflgv - 20) A1 though Benols has abstrac-
hess tihni: mo: , he general shape and character
owe anr -eavi -imMa Benoiii was not the only
Auss a, 3r 3 -mpioy hese particular motifs in sceno-
aph ej <c .iletsov had used similar ones in his
6 lac rla’ ti-slgr o. Snequroshka in 1882 ,1 Roerich in
- Po(ovtsiar. Dane, {rom Prince Igor (on the prosceniu:

es Figure 51): and Gonchorova in her designs
i.,e iboq d:0Or 'r. 19 Hi, (although she abstracted their

e shsp. o e far greater extent than did Benols),

. h« Moo. 3 -corpora ted teal furniture, such at. the
I>hioned * van whe the cushions were patterned, this
iould n obab-y have 1Id to a furthering of integration, and

.tlghi underplaying of the separation of the three

,men<ionai "urniture from the flat decorative panels.

IAge. in this parallels Matisse's The Dinner TabJ_e whce

the table is as flat as the wallpaper, and
-he eporgnes with fruit no more solid than the
flower motifs which cover tablecloth and wall.

In this colourful cell the Moor's choreographic movements

consisted of dancing with knees bent and wide apart, arms

always held up as if in childish astonishment.

1 This
scene was interrupted by an episode, inserte: at Fokine's
request, in which the Moor on hearing the milk inside a

cocoanut with which he was toying, attacked it with h,s

scimitar.5 Having failed to make an impression on the
cocoanut he then knell down and worshipped it . s One
may thus deduce that the painted fruit on the panels
represents cocoanuts. The Ballerina Doll entered, with
a cornet to her lips and danced a stiff vivandierie. 7
The Moor joined her in dance which was interrupted by
the entrance of Petrushka. The Ballerina Doll staged a
provocative faint; the Moor then drove Petrushka out

hi .rim:tar and .eated himself on the divan with



8cgRe WV hReverted to The Shrove Tide Faj_£. Th:s time
the crowd pas joined by masked revellers. These masks
had elonga :ed necks and represented "the Goat, the Crane
and a Devi|'2 The crowd stamped around and did not seem
aware that the curtains of the booth were being agitated
by the Moor's pursuit of Petrushka. The letter's shriek
was hcard from the orchestra and he shot from the booth,
runni ng on tiptoe, hands clasped between his legs, with
the armed Moor in pursuit. The Ballerina had her hands
over her e@fs in terror as Petrushka was struck down,

The ¢ . gathered around to watch his brief death scene.

A wa t chman w<nt to fetch the Magician, who appeared L*

hat 114d thiS time (as seen in the right-hand corner of

. ), from a refreshment stall. There were a
Figur

tew
threetienir restores from the crowd. 1h Magician lifted
the uppet which had by now replaced Nijinsky, as
Petrijshka, who had run off to the right under cover of the
cfowd, ant h rk i; to “how that it was nothing but wood
and sawdm’t' The crowd dispersed. The Magician, left

,sed slowly across to the left of the stage

drag*ging >t. Suddenly Petrushka's squeaking fan-
fare was j Nijinsky, as the puppet's ghost, appeared
menacingl iver the booth with waving arms. The terrified
Mag ician ,nk ()f f The 'ghost' of Petrushka fell forward
and hung h swinging arms over the top of the booth s
Beno is de ,ed considerable pleasure from the two perfor-
mances of etrushka he had seen.' Stravinsky, however,
a:ways th ,ht thTT Fokine had arranged the ballet wrongly
and that 10is had designed the wrong .ort ol costume for
the Chari »ho M(nr s At the time Fokine never

real 1y ap ihe mus i 7 Benois, on the other hand,
con .idere ion of this ballet to be
perfects sets and costumes). He designed
set'. and .ubsequent productions (in

Leningrat
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confined in a cell that is cold, dark and bleak, whereas

the exuberant Moor occupied a vivid, garish, tropical

paradise. Further Fokine had choreographed movements for

the characters which stressed their individual natures

Petrushka with his turned-,h feet and jerky arm movements,

the Moor stamping about wish movements which were bold,

crude, decisive and executed with turned-out feet, and

the Ballerina Doll with her movements executed in staccato
point work.' The costumes, especially as seen in the Royal
Ballet production of 1958, (Figure 125,, also illustrate
how Bends' design concepts for set and costumes were
integrated in their use of colour - both with the set and
with the character portrayed by the dancers - the Moor
being richly dressed in black, gold and green, Petrushka
in his jagged Pierrot blouse and gold and red checkered
trousers, the Ballerina Doll in her decorated tutu and

frilly bloomers.2 Finally, Stravinsky's music delineated

each of the major characters

thematically, thus formulating
instantly recognizable leitmotifs for Petrushka, the Moor,
the Ballerina Doll, the Charlatan, as well as lor the
general crowd scenes. Considering these aspects it is

clear that the ballet Petrushka was conceived as a totally

unified production. The ballet could b. considered

decorative-expressive because the settings and costumes

corresponded to the scenario in their design and colour
usage. This is particularly evident in the two cell scenes
so contrary to one another in colour. Finally, Petrushka

may be seen to be a symbolist ballet in that o,e finds a

correspondence in the actions of the puppets who are
Imbued with a life force of their own, existing ,n a
world parallel to the 'real' world of the Shrove Tide

Festivities.

From this ballet onwards Benois' stenography developed

alor g the path which Petrushka had initiated. He always

retained a certain structuring of depth in his ddcor,

particularly on backcloths. His later colour usage was

to retain the values and subtlety of colour and shape
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CHAPTER FIVE : FOOTNOTES

p.203:1

p. 204:1

p.2U5:

As ooposed tc the pre-1900's ballet design concepts
wher although there were a few designs that did
give a feeling for 'period' and 'place', the unity
of conceot, was for the most part absent, i.e.

that of set and costume forming an aesthetic,
integrated unit (as discussed in the Introduc-
lion and Chapter One) .

Haskell, A. The Ballet Russe, page 95.

L;even, P. The Birth of the Bal let Russe, page 23.
confirming Bakst's comment concerning his sets as
paintings in which the figures moved.

Found in the works of artists such as Maliavin
Vrube 1 and Mussatov, as discussed in Chapter

3

Two.

Buckle, R. Nijinsky, page 162.
Ibid .

Although Jeux was planned in a contemporary set,
this was TtTTl executed by Bakst in a manner which
was similar to his earlier stenographic exercises.

As will be discussed when analysing Jeux in
detail.

Kirstein, L. Ni jinsky Dane ing, page 26.
Grigoriev, S. The Diaghilcv Ballet, page 72.
lhid.

Lieven, P. The Birth of the Bal let Rus_se, page
63.

Ibid.

Sorrel, W Th_ e Dance Through the Ages, page 141.

Percival. J. What happened in Swan Lake? page 25 ;
Dance and DartcTs, October 1982.

Ibid.

Buckle, R. Nijin ky, page 210.

Ibid. Another reason is that illustrations ot these
ddcors cannot be traced. Having written to the

Victoria and Al he M Museum (April 1980) and the
McjnTe C,.rlo Theatre Museum (May +1980), the replies
we ii as thi
sketches, have probably been destroyed - all that
remains are photographs of the dancers, reproduced

38-309.
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P-206:1 fFT Sniping Prjn*el.
(NOT Thiv Sleeping Beauty).
2 Grigoriev, S. The Diaghiiev Balj_ett page 89.
M i 0t i i H i f
Of this curtain has been received.
5 Le Spectre de la Rose had been premi&red in Monte
Carlo earlier.
1at ion J. Ralston).
7 Ibid.
8 Spencer, C. Bakst, page 80.
p.207:1 Spencer , C. Ibid, page 83.
2 Spencer, C. Ibid, scenario summarized from
Spencer's account.
first performances.
p.208:1 As previously noted when discussing the realist

theatre tradition, pages 18-39.

Bakst could have been using h.s work as reference.

hirnnue?.rvs”?'in

Chanter Two.



p.208:3

p.209:

1
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Spencer, C. Bakbt , page 84, claim-- correctly
that the furniture and costumes in Carnava 1
were of the bois etui t Biedermeyer period.

In Carnava 1 a room was suggested by stylized?
flats with a heavy painted dado, see pages 172-1 75
for discussion on the ballet.

The costume is a simplified version of the Bieder-

meyer period. Bakst took basic shape and outline
of costumes of the period. lhis can be seen if
Black and Garland's Illistory of Fashion, page 272,

is studied in comparison to figure 107.

A further observation can be made in that in some
photographs of Karsavina in this role she appears
to b, wearing a patterned ‘'overgow ,1. The question
as to whether this addition was used during per-
formances is not clearly answered by consultation

of various sources and persons. For example,
Buck 1e in reply to the question of the use ofthis
overgown answered: "I'm not certain it was ever
used in performance" (November 1987?) ,

Spencer , C. Bakst, page s 2.

Beaumont, C. Five centurics of Ballet Design,
page 72.

Nijinsky, B. Early Memoi rs, page 93 -

Nijinsky, R. Diaries, page 11:2.

Kirstein, L. Nijinsky Dancing, page 113.

Vrubel's work and the interest displayed by the
Mir Iskusstva group in his pain, ings is discussed
on pages 66 - 7o .

Also Bakst had already acknowledged Vrube1 s
influence on his Schfhfra/ade scenography, as noted
when analysing the scenography for this ballet.

Sorrel, W. The Dance through the Ages, page 19?
Buckle, R. Diaghilev, page 173.

Ibid.

Ibid.

Stravinsky, I Chronlr le of My 1ife, page 89.
Mayei, C. Bakst, pay 2 2.

Benois, A. Op.cit.

Kirstein, L Op.cit., page 123.

Spencer, C. Bakst , page 87. Echo only repeated
the last steps shown to her by Narcissus but never

joining him in a pas do deux.



p.213 :

p.214:

p.215:

—
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Ibid.

As will be shown when analysing the Le Dieu Bleu
scenography .

Spencer . C. Op-c it.. page s&s.
Author's observation - as no record remains of the
choreography. Ye. the style of Bakst's sketches and

their dynami m is such that they must have been
influenced by the choreography or vice versa (not
that Fokine would ever admit to it).

Bakst had already included underarm hair in his
representations of Odalisques, (Figure 71), for
Schf£hdrazade, probably for the same reasons - to
heighten the carnal ity.

Mayer , C. Bakst, pages 10-15.

Spencer, C. Bakst, page 37. Published 18/2 and
read widely in Russian.

Mir Iskusstva volume 1IIl (1902), pages 18-24.
Osborne, H. The Oxford Compani-. to Art, page 768.
Bakst, /. Mew Path of Classicism in Art (19009.
In translation ihe‘artide could alsobe titled

Mew Thoughts on CJ wmsical Art

Ibid. Bakst's ideals paralleled Nietzcht-'s
thoughts on classical art.

Ibid.

Buckle, R. Diughilev, page 84.

Ibid. Unfortunately no definite illustration is
available of Karsavina's costume. I have contacted
Richard Buckle (January 1981) as well as Sotheby's
(February 198 1) and in replies from both parties

no sketch or photograph of this costume can he
traced.

Licven, P. The Birth ol the Bi1l#®t Russe , pages
155-156.

Kirstein, L. Nijinsky, page 123.

Ibid.

Ibid, page 182.

Ibid.

Buckle. R. Nijinsky, page 133. Lleven The
Birth o[ J hc BRTTTtRWsse , page 159-

McQuillan, Painters and the Ballet, page s 1.

Ibid.
Ibid
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pP.2181:1
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p.219:1
2
3
4
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6
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Stravinsky, l. Conversations with |Igor

Straving
sky, page 89.
Fokinc, A. Prot iv Techn iya, page 63.
Ibid.
McQuillan, M Op.cit., page 82.

One is not claiming that Benois consciously

gesture of using the proscenium arch as a decorative,
functiona: eiement.

Kirstcin, L. Nijinsky Dancing, page 1:3 " a
suggestion of the colours used in the set

seen in Figure 119

may be

Taking Auric,'s definition as stated in

into account, as well as noting that the boundary
between the 'theatrical ' and 'reality was a major
tennet of the symbolist theatre tradition.

Chapter One

Li even, P. The Birth of the Ballet Russe, page 61.
Ibid., page 63.
I,l us ion ism - pertaining to a representational

manner employed in scenography, as discussed in
Chapter One.

Benois, A. Memo irs, page 126.

So.Jrov was a Russian architect.
Buckle , R. Nijinsky, page 84.
Ibid.

Fokine, A. Memoirsof a Bal.et Ma“er , page 72.

Benois, A. Memoi rs. page 164.

Buckle . R. Op.cit. - entire scenario
from Buckle's description.

summarized

Benois, A. Op-cit.

As can be noted if contemporary sketches in
Onassis' In the Russian Style are compared to this
design, pages 178 -2bo.

Ethnic motif usage has been thoroughly annotated

and analysed in the e°xenography of Prijtce I”or , by

Roerich, as well as Bakst's designs for Schghgrazade
and C1<opatrc.

If a comparison is made between Bakst's designs for
Le F<<e d,s Poupees, (Figure 35), and Benois costume

similarity of source materials may be noted.

paralleled
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p.220:4 Buckle, R. Nijinsky, page 87.
5 Ibid - scenario summarized from Buckle's account.
p.22 1:1 Ll even, P. Op.fit., pages 130-1i53. Details and
) ) description from the scenario, summarized fron
Lieven's writing.

2 Bakst's colour theories are discussed in Chapter
Three, pages 122-126.

3
such as Schdhdrazade - in green, black and gold.
(See Figure~T9) .

Ibid.
Ibid.
D222 Kochno, 6. Diaohilev and The Ballet Ruj*e, page 48.

2 Ibid.

3 i P. Birth of the Ballet Russe, page 13 5.
claims "the tr.TTTTTonTT ' TfusTTTrTljuTg no1 Petrushka was
different from the Petrushka of the ballet. He was a

!!m
the Slav Pierrot". The Royal Ballet production uses
a similar reconstruction of the choreography and
scenario (as used in the original production)

u (.1d. Scenario summarized from Lieven's account.

5 Levey , M. Western Art, page 313. An interest ing
supposition is that although it is possible that
with Aubergines (1912, Lyon Museum) is compared w.th
the Moor 1s“cel1l scene.

223 :1 In Petrushka a comparison is made with the 'loral

P- ’ mot— — Ton the Tcrcm Pa,a e stairway (Figure
20). Hawever, the winciow-sill detail, (Figure 21),
and the floral pattern on the Terem Palace stair
column are also Very similar.
When the Le®» Cog d'0O[ stenography i_' analy.sed the
aspect of abstract lon of motifs will be illustrated
in detail.

3 Levey M. Wes in Art, page 313.

4 Fokine. A Ballet Master page 112.

5 Ibid., page 113.

6 Ibid.

7 The Ballerina Doll's choreographic movement echoing

hi r Character, as HI trussed on page 226.
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Beaumont, C. The Diaqhilev Ballet, page n-
exocm.v, 0 Diagh i 1lev and the G,l'!eu RusS: 0as G
okine A Memoirs of : Ballet Master, page 1if7
leno ' - Reminiscences pegs 335

Sura"insky Memorie, pages 33-34

ibid

fokine A Op.cit., page 184.

fiano !'s A Reminiscences, page 337.

"okirc A Memoirs of a Ballet Master, page 112

he integration of set andcostumes forPet rushke
?c been discussed earlierin the analysis dealing
I; the Dal let

“h designs for Lv Rossiqnol will be discussed when
'Sealing with this ballet !n Chapter Eight.

isp, C and Clark, M Design for Ballot,
231 -23<

pages

4 s ated in Chapter Three when discussing [he
oird, page 147. Parisian audiences expected
Diayhilev's productions to be du vrai

Russe .
Legal, P Ballet Rus ,i , page 143.
Ibid.
ibid.. page 144.

"aving written to Hr. C. Spencer who Published this
Must rat ion, the reply received (Marcn 1982 ) was
that there was no recorded evidence that this

costume
vas for the 19 11 production [as the work is dated
1917) - it must have been designed for a later praduc-
,ior. and not for this work as recorded by Lev ison, A.
in The Story of Bakst ' Life, page 54.

The three designs executed by Bakst tor TheFjrebitM
(the Prince, the lea 1 Princess anv the firebird) have
been discussed on pages 165-188. In these costumes
;t has been noted that Bak t, as in his Sea Honj”liL!.
costume used a distorted figure representation as

veil as the sources from which this type of distortion
v.v, obtained - mainly those of Russian icons, Russian
.ihn lc art, and some of the work' of Gustav Klimt
(especially his Water Serpents, (Figure 90).

Clarke, M. and Crisp, C. Design for Ba 1tj*t,

page
110.
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CHAPTER SIX : THE 19U_ BAJAETA*jJSJAEJjASCN
C A k
In '912 the Ballet Russe preyen'eo sever, fie'/ we r
Paris: on 13 MAY U Dieu Blcn,, music by Hahn, chor.og.aph
by Fokine and design by Bakst; Thamar n,, 2U M,y n si

Brlakirev, choreography by Fokme, de,ign, by ... ) I..AEjL

h h b
midi dun Faune on 29 May, mu.ic by Debussy, choreography y
. by Bakst; and on the 5th June Daf hrLLs_anc.
Nijinsky, design

Ch106, music by Ravel, choreogra"phy by Foki .e design

il

Jkb

R Id Hah
1912 was the year when the French compo rs eyno ° ahn
first composed music for the Ballet Russ
Debussy and ave

It was also the year that Nijinsky made his debut as a

choreographer, which resulted in Fokine leaving thu Ballet

Russe.% Bakst designed a11 the new works presented oy

the Ballet Russe during the 1912 season. Thesr were m the

style in which Bakst excelled, especially noticeable in h,s

I"A;irs s-midi d'ur Faune .

] Hrwever, at i ,mts
designs for

IT oattern and colour is, if anything, over
Bakst*s use
exuberant. This may be seen in a work like le j>ieu_Bleu.

In 1912 Oiaghiley wanted to present the Ballet Russe in St.

Petersburg but the Theatre, the

Narodn”J OmM. was burnt to
the ground on 20 January o< tﬁ'gt’ }’%a!: so the Ballet Russe
mcelled.3 Diaghilev had signed on Mata Han

sea son wos

for whom he wished to create the role of Goddess In Le

Dieu Bleu. « Because of this contract Diaghiley managed

,0 suust itute this proposed Russian season with bookings

in Dresden, Vienna ana Budapest.

,n January 1911 Emile Jacgues Dalcroze, the .n.entor of

Eurythmics and friend of Apple, gave a demon,trat -. with

the aid of his pupils in St. Petersburg. ' This was no

doubt the occasion when Diaghiley and Nijinsky became

interested in his choreographic system. While In Dresden



Oiaghilev and Nijinsky visited Da,croze's School of Euryt.

,iCs in the suburb of Hcllerau.1 This provided Inspiration

for Nijinsky who subsequently explored new dance modes which

were incorporated in | "Aprils-midi d'un Faune.' For this
ballet Da,croze's influence on Nijinsky's choreography was
crucial. Point shoes and a certain <classical siylc of

vocabulary would no longer be as important as it had been

prior to the pc.formance of L'AprDs-midi d'un Faune.

concept of Modern Dance, as opposed to Ballet was initiated
a new interpretive style was evolved. There had, of course,
been incidences of the Dance being used in performance prior

to 1912, especially by exponents such as sadora Duncan and

L8is Fuller.3 Even in some of Fokine's works there were

elements of Dance as opposed to the <classical steps charac-

teristic of ballet.t However, 1 '"apras-"~_ilun_Faune was

unique for the entire choreography was based on the Dance.
in Nijinsky's choreography the human figure was dehumanized.

The dancers were ,0 be part of an ove-all composition - the

moving elements in a 'painting' devised by Nijinsky and

Bakst. When Fokine heard of Nijinsky's choreographic debut

with L'Aprds-midi d'un Faune he was furious.' This was

exacerbated when Fokine realised his ballet Daphnis and

Chios, which he had hoped would

embody all his ideals of
Classical Greece was to take second place to Nijinsky's
Greek ballet, L'"Apr&s-midl d'un Faune. Daphnis and
Chloe had meant o much to Fokine,' not least because he
considered himself as its originator having planned a
scenario on the subject as early as ,90k.8 Ravel had
taken so long over the composition? that Narclsse, also

a Greek subject, had replaced Daphnis and Chloe which was

to have been produced during the 1911 Season. Fokine

falsely maintained that Bakst had wused his Oa”“hni*and

Chlol ddcor for Narclsse.'S8 thus ruining the effect 0,

the postponed and, to him more Important work. It is
at least true that there are statues of gods as well as
a flock of sheep In both designs. Ye, on studying these
designs. (Figures 109 and 1k2), it may be seen that they



238

are totally different. Because of Fokine's busy schedule
choreographing Le Dieu B'_vu, Daphnis and Chloe was to be
prepared last and presented only in the final programme,

shortly before the end of the Paris season. After a long
and bitter discussion with Diaghilev, Fokine decided to

resign as soon as Daphnis and Chloe had been produced.

On the opening night, 13 May 1912, at the Chatelet Theatre
the programme included The Firebird, Le Spectre de la Rose,

Prince Igor and the new ballet by Cocteau Le Dieu Bleu..

In the scenario for Le Dieu Bleu Cocteau did not incorporate
that "modernity of spirit and transfiguration of the every-
day"4 which typified his work . The scenario told of a
Young Man studying to bea priest whowas imprisoned because
ofhis love for a Temple Dancer. The Temple Dancer and the
Young Man were then condemned to death :n a snake pit.

two lovers were eventually saved by the "blue" god [Nijinsky)
and the "gold" goddess (Mata Hari). The music was by

Reynaldo Hahn

the most witty and poetical composer of songs
which embodied the very spirit of boulevards and
drawing-rooms of Paris.
His score for the ballet was, however, unsuccessful for m

writing for an Oriental drama, "the music turned out to be

derivative and reminiscent of a mixture of Massenet and

Delibes". 7

According to Buckle,Fokine's choreographic invention and
the performance of his dancers were "bound to be hampered
by the pseudo-Hindu-Siamese idiom-" s Bakst's scenog.aphy,
however, must have been overpowering, (Figure 17?/). The
sketch for the set showed a sacred place in a clett between
two vast cliffs - the steep cliff to the left was in shadow

and between it and the sun-streaked orange mountain on the

right of the stage, the sky descended into an azure V, at

the base of which could be seen a distant horned pagoda .

The right-hand side of the backcloth represented painted
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sculptural heads that protruded from a painted rock

formation.

These sculptural heads were derived from the colossal
sculptures at Angor Watt in Cambodia. These heads
emerged from painted foliage from which sprung, to the
right in exaggerated perspective, two poles from which
monstrous snakes hung in looped forms. The fault with this
set was that it was overpowering in scale. This is

especially evident when examining Bakst's watercolour of

the proposed set, (Figure 127). The human figures painted
to scale in this illustration are totally dwarfed by the
huge orange rock forms. The set showed the excesses of which
Bakst was capable. Besides this overpowering use of scale in
the dfcor. further elements that Illustrate a dichotomy in

visual wunity are to be found ¢ such as the use of the Cambodian
influence in the (painted) carved heads on the centre right,
the Indian sculptural forms at the side of the doorway on

the left and the distant horned pagoda of Chinese or Japanese
origins in the centre. All these elements are Eastern and
purport to promote the exotic location of the ballet, yet they
are derived from vastly different cultural sources. Added to
this the costumes were based on a mixture of Indian and
Persian dress. The stage picture presented lacked a unity
of historical and geographical source materials, although
they may have supported the ideal of a Gesamtkunst werk in that
they were suited to the melodramatic scenario and pseudo-

oriental music.

his vast scale im even more unacceptable because of the
iure saturated colour Bakst used. The blue sky contrasts
00 strongly with the orange cliffs and the brilliant green
hrubbery. The costumes were predominantly white with

pl iqudd patches, lozenges , zig-zag in magenta, yellow and
reen. There had

never been such an elaboration of gold and pearl
embroidery, such luxui iously twined or towering
turbans, hung as they were with yards of pleated
gauze or festooned witn Deans and pearls.-’



The Temple Dancers' costume, (Figure 128), is described in
the Sotheby's Catalogue

The basic garment is a transparent skirt over

pants, with transparent elbow-length sleeves.

The upper part of this costume incorporates

pagoda wing shou'der pads, a high pearl neckband,

joined to a colossal winged turban; all embroidered

in mother-of-pearl shells and including an ename 1 led

triangular waist-band.”?
The transparent sleeves were made from moirtF s+11k with lozenges
of silver, blue and ochre braid with shell embroidery; the
skirt split at the centre and was cut as a circle 0' trans-
parent silk bordered with blue triangular braid and shells?
with the front triangular panel of silk decorated with
rectangles of shell embroidery. Under the skirt the dancer
wore trousers which were seen through the transparent si lk
skirt and were decorated from knee to waist with diamond
appliquid design motifs in blue, black and brown. From knee
to ankle these trousers were made from translucent silk
decorated with drop-pearis.? Pearls were also used in

strings connecting the large winged turban to the high

col +ar . A

It can be seen from this illustration that besides the

exotic design of the costume, the materials used in its
construction were of an expensive nature taking no cog-
nisance of cost nor the effect that could be achieved on

stage by using substitute materials of a cheaper quality.

Nijinsky's costume as the Blue God, (Figure 129), though

actually green in the illustration consisted of a

short-sleeved skirted Oriental costume in

yellow watered ilk, appliqudd with a pi inted
cotton in violet, blue and white, also with white
satin; with bands of green velvet studded with

green stones, embroidered in green , blue, yellow,
black and gold, pink and white stones around the
hem of the skirt . Yellow woollen pantaloons with
an embroidered white border. Head-dress of gold
gauze on a wire base, with pearls and an embroider-
ed rose . *?

All other costumes for Le Dieu Bleu were of an equally exotic

mm *L



241

nature. The Girl, played by Karsavina, (Figure 130), was
again dressed in silk - transparent for the sleeve veils,

opaque for the cut-out bodice, underskirt and trousers

The overskirt was ired for a stiffened silhouette, as
can be seen in thl illustration. Thi, skirt sprang from
the hips. The des gn mot ifs of chevrons ind lozenge shapes

were appliqudd on a pear 1-studded blue background”. #
Pearls were again sed for the neckband , on the turban
head-dress , the ar bracelets and the decorative elements

on the bodice.

Even the relatively minor characters in the ballet, such as

the Priest and the Danse Sacrde, (Figures 131 and 132), were

as exotical ly and expensively costumed. In these illustra-
tions the full cut of the garment again itilized the stiffen-
ed overskirt format. This stiffened cost jme outline had been
used b in Sch5hd raza Yet in ihe costumes for

le Dieu Bleu they are more exaggerated and iL may be surmised

that it would be extremely difficult to dance in them. They
are hardly functional. No matter how original in concept
and beautiful in presentation, the very nature and activity

of the dance or ballet would have been hindered rather than
helped by these opulent and very full costumes. When com-
bined with the overpowering setting these costumes would

have presented a stage picture that must have been too

opulent. However, even if the stenography formed a Gesamt-
kunstwerk with the other el< he ballet the designs
were not jeeessful . Thi'y ilso seemed t > have pandered to

the more decade ni aspects of the symbolist movement without

taking into consideration the subtler ambiguities used by Bakst

in his earlier works (such a Carnaval and even Scheherazade) .
The ballet was moderate 1y successful even though, or perhaps

because it was so excessive. A. Kir stein claims;

Le Dieu Bleu was conceived a still another exotic
frame capitalising on the oriental , it appeared
just when this vein of audience appeal had been
exhausted. However, the pageantry of India, the
splendours of the British Raj permeated the sets.
Because of this the work, although net great ,






The painter who knows how to make use of this the
director of the orchestra who can put with one

movement of the baton all this in motion, without
crossing them, who can let flow the thousand tones

end ot his stick without making a mistake,

from the
emotion he

can craw from the spectator the exact
wants him to feel.

an essential decorative-expressive

symbolise themes

Colour was for Bakst

dramatic element through which he could

that created a visual equivalent of the drama.
The decor for Thamar contains the trade mark of Bakst's

designs - it was monumental and incorporated exotic

decorative elements. The two side walls obviously acted

as the legs to the set. The sheer size of the set

gauged from the seated figure against the right-hand wall.

The floor was covered with a green floor cloth with a

carpet. 2 It would seem that Bakst attempted to

painted
'he rising walls by introducing

counteract the angularity ot
contrast of red and

circular wall patterns. The strong
green on the floor-cloth may well also have served to
counteract the strong vertical emphasis of the set. The

floor-cloth echoed the back green wall. On
which

mostly green
painted a rising zig-zag pattern
Because

this back wall was
staircase to an upper door.3

staircase it is an oddity

denoted a climbing

of the extreme distortion of this

’n an otherwise fairly ilJusionist ic set.

It Is not possible to ascertain whether the costumes would

powerful enough to counter-

have created a foil sufficiently

act the dominance of the set. Only one black and white
photograph of Karsavina and Bolm has been traced. This
photograph illustrates that the costumes, (Figure 134), are
typical of Baksts designs - especially that for the male

lead (Bolml with its 'ichiy embossed overskirt with lozenge

pattern app'iqud. These costumes purport to be of Georgian

judging from this photograph, although some

origin ye
elements may be apparent, they are not
in their genera, outline and

Georgian unlike those

Bakst designed for Le_D,cu_Bleu

pattern. According to Lieven

may be
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Thamar had the greatest success in 1912. It was
given thirty-four times during the year. The
success ot Thamar, however, is not to be explained
by its artistlc Td”cor, costumes and choreography)
importance. The one and only thi ,g in it which s
of real value is Balakriev's music.'

Thus Lieven rightly criticised the apparert faults of the

ballet, yet claimed that.

Thamar kept its place ia the repertoire for man/

\ears, even although there was nothing new, no
special brilliant inspiration in it - that is

Goncharova redesigned it in the mid 1920"'s .2

until

In comparison to Bakst's designs Goncharova's set, (Figure

>35), is much more exciting. It is more powerful in its

starkness than that executed by Bakst because of her use

of reductive abstraction in the motifs (the constructed

castle, legs and borders, and the painted backcloth depict-

ing a mountain landscape). Her set also appears more

visually integrated than that designed by Bakst .

The most success ul ballet presented during the 1912 season

w L'"AprSs-midi d'un Faune. The trcngth of the ballet
lies in the tact that it presented a unified, decorative-
expressive statement. Furthermore Bakst's designs for this

ballet were excellent examples of his capabilities as a

scenographer. Net only did his designs further the ideals

of the painterly school of scenographers but brought them

into closer proximity with the ideals of the plastic school

of scenography.3
The musical score for this work was Debussy 's Prelude S

11Aprds-m1di d'un Faune, inspired by Mallarme's poem and

composed nearly twenty years before.4 The ballet was

conceived in 1911 but not performed until the following

year. According to Buckle, the reasons for this were

that
with Fokine's and Tcherepr Ine1g Narc isse on the

stocks, there was already one new baTlet on a Greek
subject to be presented; but the chief reason that
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Thamar had the greatest success in 1912, w
given thirty-four times during the year. The
success of Thamar , however, is net to be exp aincc
by its art isti-"7 d<?cor, costumes ind choreography)
importance. one and on'y thing m it which is

of reai value is Balakriev s music.

Thus Lieven rightly criticised the apparent faults of the

ballet, yet claimed that.

Thamar kept its place in the repertoire for many
year's? even although there was noth ng new, no

special brilliant inspiration in it - that is unit
Goncharova redesigned it in the mid 1920 s.
In comparison to Bakst's designs Goncharova's set, (Figure
135), is much more exciting. It is more powerful in its

starkness than that executed by Bakst because of her use
of reductive abstraction in the motifs (the constructed
castle, legs and borders, and the painted backcloth depict-
ing a mountain landscape). Her set also appears more

visually integrated than that designed by Bakst,

The most successful ballet presented during the 1912

season
was L'Aprfes-midi d'un Faune. The strength of the ballet
lies in the fact that it presented a unified, decorative-
expressive statement. Furthermore Bakst's design-- tor this
ballet were excellent examples of his capab litie as a
scenographer. Not only did his designs further the ideals

of the painterly school of scenographers but brought them

into closer proximity with the ideals of the plastic school

of scenography?

The musical score for this work was Debussy's Prel1ude_a

1'"Aprds-mid i d'un Faune, inspired by Mallarme’s poem and
composed nearly twenty years before.'4 The ballet was
conceived in 1911 but not performed unH 1 the following
year. According to Buckle, the reasons for this were
that
with Fokine's and Tchereprine' Narcissc on the
stock., there was already one new ballet on a Greek
subject to be presented; but the chief reason ihat

I1'"Aprds-mldl d'un Faune was postponed was Dlagh ilev s



an.i Nijinsky's fear that Fokine would walk out (for

j( 10UsS reas s) without completing his ballets
necessary fo. their ne; . season.
Bakst had been working with Nijinsky during 1911 on L'Apres-
midi d'un Faune on the idea of the Greek frieze. 2 Fokine

had choreographed ballets without bravura steps. s but in

this ballet created by Nijinsky there wasto be nothing but

at De of walking which was revolutionary for the time.
There was one jump but this was done with the torso full A
on to the audience and the head, arms and legs in profile.

This type of movement was partly the Dalcroze influence on

Nijinsky's choreography.
The scenario was simple, telling of seven nymphs dancing in

a frieze like procession. They were interrupted by a Faune,

frightening them away, taking a scarf which one had dropped

and then simulating copulation on it. This final movement

of the ballet caused consternation and outcry as it was con-

sidered to be beyond the bounds of propriety. s Historians

disagree about the exact nature of Nijinsky's final erotic

movements, which were slightly modified after the first

performance. s Grigoriev makes it clear that this erotic

movement was shown at the last rehearsals exactly as given

at the premiere and Diaghilev, although warne” 'hat it was

shocking, refused to have it changed. : Li even suggested

that 'the movement' was an accident on the <+ rst night

caused by the breaking of one of a bunch of glass grapes

attached to Nijinsky's tight- o This is nonsense as a

spray of leaves covering the genital 2zone was attached to

Nijins'y's tights. There were no glass grapes on the

costume, (see Figures 7135 and 137).

Parisian audiences were familiar with the music of L'Apr?*

midi d'un Faune and Diaghilev and his colleagues expected

that some critics and members of the public would resent

an attempt at dancing to the familiar score. Nijinsky s
revolutionary choreography, which some people claimed was

not dancing -t allo led to further anxiety as Diaghilev



expected a hostile reaction to this as well.1 The

reaction
to the ballet was, in fact , even more severely critical than
was expected. Musicians objected to the use of this music

In the ballet because, as Kirstein states

Nijinsky was not constrained by conventional
conceptions of movements which would be suitable
for accompanying distinguished music ... I* any
thing, in using a score as a dynamic soundtrack or
aural tapestry, Nijinsky worked contrarily, finding
excitement in gaps between the music's languors and
the rigours of sharply accented turns and reversed
processional files. Debussy's sonorities flowed in
waves. Nijinsky's tableaux were disparate, lodged
in contrary broken inscriptions of punctual shift and
backtrack.”*

Balletomane, objected to the revolutionary choreography

because

although many stylistic antecedents could be
listed for Faune, not alone from Fokine but also
from Petipa and Alexander Gorsky, who had used
"Egyptian" profiling, Nijinsky's choreography was

a genuine rupture in essential concepts. He was
inventing a new alphabet that could be used to
develop many new languages. In addition, he exposed

a novel psychological sensibility, freighted with
cool sensuality and intimately connected with the
psychological experience of ordinary people when
they were divested of gentility in their covert
behaviour. Aesthetically Faune presented a new
dialectic of contrasts : movement against music,
ratic actions against svmpnonic turbulence, extreme
angularity of decoration against Iluscious curvature.
The structuring of the steps was self-contained,
coherent, applicable only to .he ballet's brief
duration and limiting space.-

Finally mo-t o Vh audienc were shocked by the leek of
propriety, especial |, di played in the ballet's final

moment.4 However, despite critical condemnation the

ballet eventually received he acclaim it deserved and is

-till popular as a performance piece today.
he D,J,Ifc p." ents the most singular example of Bakst
ompo ing h scenogiaphy, >;ienting his lines, building

-i iorirv: . and noot ing motif, and colours lor his costumes

lv- menr in ihe ballet the scene would
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present a perfect visual unity for that frame in the
continually moving painting that Bakst equated with theatre
design. 1 Although Bakst believed that all the divergent
elements of a ballet (the ddcor and costumes, music and
choreography) should be integrated to ci«at1 <« unifit. J
Gesamtkunstwerk, he also realised that ballet made particular

demands on the ddcor, ;pee ia1 1/ the real ion of free

space for dancing.

In Li1Aprds-nidi d'un Faune the backdrop is the dominant
feature. Elaborating upon the theories of scene-In-relief
as expounded by such scenic designers as Appia or Peter
gehr. ,s (1869 -1940) , s Bakst attempted to put the dancers
in reli f by detaching them from the conventional <rame-
work of an i1lusionist .c ddcor. (see Figure 138). Nijinsky

choreography kept the dancers on a two-d iMensiona: plane so

that their linear movements p rmed in front of the back -
drop's painted landscape made m appear to be in relief -
specially as th« rom the wings.

Although Bakst attempted to translate le so-called impress ion
ism of Debussy's score for L'Apr&s”mj d'un  Faune into Its

visual complement,5 Nijinsky was not satisfied with the

scenery because it failed for him to "form a harmonious

part with the music or the dancing".”? The set, (Figure

138), was a much less literal representation o< a landscape
than his designs for Narc i ,«, (Figure .09), or Daphnis and
Chloi?, (Figure 142). Bakst designed a mottled, speckled,
deliguescent composition in greys, russet and green The

set epitomised the successful use of the painted ~loti
consisting of simplified shapes in large painted areas
which left the bottom third of the cloth virtually wun. ut
ed. The advantage of this format was to highlight th

moving figures without the background becoming intrusive
In this ddcor more than in any other of Bakst's work, an
evocation of the paintings of the Nabi's is encountered
For instance in Bakst's scenography there is an overal

1

flatness of design motifs. s Similarly somn depth
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achieved through the piling up of planes, one above thi
other ; however, there is no rec on into spai ,een in

Bakst's backcloth for this work.

1in the foreground of Bak
Faunc, (Figure 138) , the

rock or 1ostrum is the o dimensiona:
element on the stage. Behind and to the ri , above the
rock and scale-size figu p*is, are a

waterfa 11 and 1ake which are represented as a flat rising

area of brown s1ashed w1 h darker brown and yellow. In
Bak backc 10 th the fo iage of the trees 1is represented
A13 t These motifs are arranged to form
pat tern which contrast nd balance one another through
the ir co 1our ing and p1lac ment. The rhythms of yellow, for
instance, are c1ear1y di cernible. The reiteration of
colour across the surfac of the backcloth facilitates
pictorial integration. Such pictorial te< es find their
precedent in Nab! paintings- and are har< revol tionary
in the context of Art History. As far as scenograt for

the commercial stage is concerned, however, they are
innovative. No commercial theatrical enterprise had, by
1912, employed this manner of pictorial representation in
ballet scenography or for that matter in any of the othei
genres of "popular” entertainme nt. (In the area of the
Art Theatre productions it must, however, be remembered
that artists were already e <perimenting with abstraction

In scenography , for example Kandinsky's Sounds of 1911) -

The per formanc irf*a in L r&s-midi d'un Faune was

tie1 iberate1y restrie ted to a narrow stri p in front of the
backcloth A11 [he reguired action of the baMet took
place in the narmw zone bet ween the backc loth, set for-
ward on he 1ine of the sccond of the four Wiigs, and the
curtain 1line Within thi pace the dancCrs' movement

in para 11e+ 1ine "consisted more of wa+king in paralei
grooves (han of 9aneion,3 Bakst incorporated a f 100 r-
cloth. biack In thn fnronround unt i+ i1 reachcd the

1A
Faunc 's rock snd green in the area bchind this rostrum.
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However, if these sketches are

showing the actual performance,

"hat Bakst modified the cut of

free. Nevertheless the designs

constant In comparison to
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court They wore very little

ev ilThitish-pink, like

Faune , (Figure 136), consisted
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4e wore a woven cap of
. . -
vine leave around his midrit*.

golden hair like the nymphs but W|th two gold horns lying

flat on eith iide so that tiey forr j a kind of circlet,
n in the photograph
All these design elements can be
L . . ]1"7), If the costume
of the original production, iqun
. . . . . 1 with that of the
illustration, (Figure 136), i u->mpai
iced that the design
photograph, (Figure 137" . 1
0 Dd» 1 original concept,
when executed was verv simi
1di < D Faune was enhanced
Nijinsky's costume or L1AprA

by the effect created by hi make-up

tterl h d th t
His facial make-up ¢/ Yy ¢hangde e apparen

t t £ hi t He underlined the obliquity
structure o is oco,
of his eyes, and this PTOU M oW Anc 9ave &
slumberous expression, . A
nature he made heavier lere also was an infinite
’ mlis face, ith its
1anguour and a bestial , C1ti admirably Vtvcl) the
high cheek-bones, lent it >*H | ted o
transformation. His ea v elongate with
flesh-coloured wa and made the O:)]Ln:ne:relllkebr;:oz(:
of a horse He d not imitate v broug
out the im.pression of ver animal which might

almost be human.

feet |/ with the concept of the set,
The costumes blended perit

. vith the other projecting the
the ohe in perfect harmor
. scenography for this work
idea of an Attic idvlil. Bakst s
ideal that was symbolic in its represen-
created a des'an
ation and ,t was visually exciting. Ais was due to his

of the backcloth as an abstracted landscape in which

. Bakst's
svmbols had to be deciphered by the audience
. i leled the
scenography for IAAprf sMnidi i'un  Faune para
. . . in that the audience
ideals of the symbolist designe
ive role but rather - because
could no longer play a pas<
(I t ithi th
they were required to Interpret ments within €
became active participants.) Because
scenography - they
. f Bakst'
of this L1Apres-midi d'un Faune i” one o akst's most
lccessful decorative-expressive endeavours.
L Aprr idi d'un Faune can thus be taken os a goo<
rk which answe rei he ideal of a
example of Bakst s wo

; rk included
scenographic statement, because the wo
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lake with reflected clouds not dissimilar in its painted
appearance to Mussatov's The Reservoir, (Figure 30), and
a further bank of rocks and foliage at the top of the
backcloth. It seems that in this backcloth Bakst was
again attempting to flatten out the Ilandscape present Lion
as he had in L'Apr&s-midi d'un Faunc, Howe ver, in the
Daphn s and Chlor watercolour sketch for Scene | this s
not successfully achieved because the scene is presented
as an illusionisticilly painted backcloth and the piling
up of Ilandscape elements such as the lake and further bau&
does not work as it appears to conflict with the more

il lusionistlc design elements. This is especially notice-
able if the temple's perspective is studied. The vanish-
ing point of this structure is on a downward axis which
conflicts witlt the rising scale of the lake and bank
behind it. This type of landscape representation could
possibly only alienate the audience's perception of the
scenographic content and not promote an active participa-
tion mode as had the more abstract cloth for L'Apr&s-midi
d'un Faune. In addition the style in which the sketch
of the set is presented is much more academic in its

rendition of motifs than was the L'Aprf.-midi d'un Faune

d6écor. This style of presentation also appears to con-
flict with Bakst's rendition of Scene Il from the same
ballet, (Figure 143). If the Siene Il sketch is compared
with the Scenes | and 111 ketch. , (Figure 143), then it
may be noted that Scene 11 is much more loosely painted

employing a co'vent lonal representation of depth without
resorting to a piling up of planes (as occurs in Scenes

I and 111). Then-fore if the sets for Daphnis and Chios
were faithfully onstrui c¢cd a ter B.k,t1s watercolour
sketches there would be a lick of vi.ual wunity between the
two scenes - Scene | with its attempt to flatten out the
st age-pic tore format, yci using Hlusionistic me,,ns of
presentation and Scene Il with il > looser paint textures

and conventional spatial representation.

In its watercolour sketch iormat th- second cene showed a
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