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bleak cove in which or«nge rocks, perhaps evocative of
gigantic teeth, were set against a blue sky with clouus.
(These elements probably existed on the backc oth). One

has a glimpse of the peacock-blue Aegean and the black and

orange pirate ship moored in the bay between the rocks to
the left. These motifs were presumably executed on the
backcloth. Bakst's use of orange for the rock forms and

bUe for the sea and sky probably produced a strong <co'c-ur

contrast when seen on stage. Besides these mot -fs Bakst
also included paintt | leaping goats, off centre right, on

a cliff top ridiculously frozen in space and |lime which

seem as inappropriate as the fluttering swan seen in the
Swan Lake, Act Il ddcor, (Figure 2)- The overall impression
gained from the study of the Scene I ddcor for Daphn is...and
Chi0O8 is one of a freely painted, yet uninspired steno-

graph ic concept at odds with the equally wuninspired Scenes
I and 111 sets. It is no wonder that Fokine objected
strongly to Bakst's scenography and even accused Bakst of
re-using existing sets from Narc isse. 1 although, as stated,
this was not the case as is evident when the Narcis se
watercolour sketch, (Figure 109), is compared with the

Daphnis and Chlo" sketches, (Fig ires 142 and 143).

A discussion of the costumes jsed in Daphnis and Chloe
is problematical. This is due to the fact that only one
costume sketch by Bakst appears t<. remain, (Figure 144).
Other than thi sketch. Buckle state

some of the Boetian costumes from Narc isse,
not suited to the new production were wused.z

Buckle's statement ¢ hoes and confirms L(even's observation

that

during fh prep irat ions for Daphnis and Chi 08,
Fokin, was not given either enough time for
rehearsals or the necessary new costumes.
Therefore any attempt +to analyse or comment on the overall
costum concept in Daphnis and ChloS is severely hampered.

Various speculations could be formulated. The only remain-

ing costume sketch, (Figure 144), is drawn in a far less
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dynamic pose than those for NarUsse, 1=== Figures 1,0,

m and 112), yet the colouring and motifs employed by

Bakst would appear to harmonize with those designed lor

the Boetians in Narcisse. (Figure 111). The pose .tself

is almost identical to that used by Bakst in his L'

midi d'un Faune costume sketches, (see Figure 1i0).

fore if one aTTumes that the K a » se costumes were used ,n

Daphnis and (hi,, a certain unity of concept could possibly

have been apparent due to colour and motif employment, yet

the validity of re-using costumes within the same season

Is highly questionable. Further if any value judgement is

to be made about the costumes used in this ballet It can

only echo Buckle's statement that all the costumes, when

seen together on stage, "... were not suited to the produc-

tion-
They might appear similar in their respective watercolour

sketch forms, but Mr. Buckle, in a reply to the query

concerning their aesthetic validity, stated that

for the particular production they were
total ly wrong - neither complementing

noyn
keeping with the sets, scenario or

music.

Buckle also states that Daphnis was costumed 'n a plain

white pleated kilt and wore a wig of bobbed hair (also

similar, if not the same costume Nijinsky woic m

and the pirates wore, in contrast, smocks and ponchos

stencilled with bold patterns (the original Boetian peasant

costumes from Nan i sel.

therefore the costumes used in Daphnis and Ohlog cannot

really be adequately discussed or criticised, yet one may

assume that, since the costumes were purloined from

Narcisse, no particular aesthetic was in evidence in the

dressing of tills ballet.

Together with the rather unsuccessful settings the costumes

woulu probably have mad, no specific impact or comment on

the work as a whole. A unity of concept appears to have

been decidedly lacking In the scenography.
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Ibid. This aspectcreates 3 certain incongruity,
namely, if Thanuir retained its place in the
repetoire there should be more photographic
material available, yet it seems that once
Goncharova redesigned the work all previous
illustrated material for this ballet disappeared.
As will be shown in the discussion of the set for
L'AprSs-midi d'un Faune.

Nijinsky, R. Nij insky, page 125. The first
mention of Debussy's music in Diaghilev's note
book was in September 1910 (page 122). Information
from Diaghilev's note books - Victoria and Albert
Museum obtained November 1976.

Buckle, R. Nijinsky. page 165. Fokine's

lea lousy did result in his leaving the Ballet
Russe; however, he completed his scheduled
assignments first.

Nijinsky, R. Nijinsky, page 126.

An example being Les Sylph ides-

Nijinska, R. Eurly Memoirs, page 177-.
Grigoriev, S. The Diaghilev Ballet , page 77.

Scenario

summarized

from Grigoriev's description.

Ibid.

Ibid, page 78. Diaghilev <cited by Grigoriev.

Li even, p. The Birth of the Ballet Russe, page
150. Based on informat 1on from Pr inee Argus tins vy
Ibid.

Fokine, A. Memoirs of a Ballet Master, page 173.
Fokine was the chief antagonistof Nijinsky S
choreographic style.

Grigoriev, f The Diaghilev Ballet, page 182.
Kirsteln L. N ijinsky Dancing, page 125.

Ibid.

Grigoriev S The Diagh ilev Bal let, page 182.
The ballet is often revived wusing what can be
termed Nijinsky's original choreography “gathered
from the very full photographic records housed m
the Lincoln Centre) as well as Bakst's original
designs and interpretation.

Spencer, C.

Bak st, page i3’ .

Bablet, D. Revolutions in Twentieth Century Stade
Design, page W - BIKTtATUT rnnP "1 think of my
stage scenes as paintings in which I have not yet

painted in the

performer" now was refined to
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CHAPTER SEVEN : THE 19'3 BAIILT RUSSE SEASON

During 1913 there were three new works presented by the
Ballet Russe: Jeux - music by Debussy, designs by Bakst,
premidred 15 May; U Sacre du Printemps - music by Stravin-
sky, designed by Roerich, premiered 29 May; The Tragedy of
Salomf£ - music by Schmidt, designed by Soudeikin and

premidred 12 June 1913- 1 The 1913 Season included opera
as well as ha1let performances. Diaghilev presented singers
from The Imperial Theatrein the operas Boris Godunov? and

Khovansch ina.s As the singers could not arrive in Paris

before the 1sth May, the season opened with ballet.

Jeux was included in the first ballet progra- : on the 15th
May. Nijinsky had not completed the choreography hy the tin
he and Diaghilev arrived in Paris, and Diaghilev ordered him
to finish the work 'as quickly as possible = This nay
account for the general failure of Jeux. It was not well
received by the critics and there are many conflicting
reports as to its content as well as its presentation. A
further factor that may have attribi ted to a lack of cohesiv
ness in this work might have been the bizarre manner in whic
the scenario was worked out . According to Kir stein
Jacques-Emili Blanche desci ibed a luncheon at

the Savoy in London when Diaghi lev, Bakst and

Nijinsky sat conspiring on a "games':+ ballet, a

"cubist" piece — no corps de ballet, only girls and

boys in flannels, and rhythmic movements. One group

was to depict a fountain, and the game of tennis -

with licentious motifs * wa» to be Int w='tupted ny

the crashing of an aeroplane.
When presented the scenario only contained the idea o' (he
tennis game, but this too was changed by Nijinsky because
as he stated in his diaries;

I felt weak and could not go on composing the

ballet Jeux. It was a ballet about flirting
| started- ft well but then people began to hurry



me anJ | could not finish it properly. The story
in this ballet changed from the ridiculous,

Futurist ideas first formulated and was to now be
about three young men making love to each other.
.. | composed this ballet alone. Debussy wanted
the subject written down. | asked Diaghilev to
help me do this and with Bakst they wrote it down
on paper.

Diaghilev likes to say that he <created the ballet,
because he likes to be praised. I do not mind it
Diaghilev says that he composed the stories of
raune and Jeux, because when | created then I was
under the influence of "my life" with Diaghilev.
The Faune is me, and Jeux is the life of which
Diaghilev dreamed. He wanted to have two boys as
lovers. He often told me so, but I ret used.

In the ballet, the two girls represent the two
boys and the young man is Diagh lev. I changed the
characters, as Ilove between three men could not
be represented on the stage . I wanted people to
feel as disgusted with the idea of evil love as !
cid, but I could not finish the ballet success-
fully .’

It is because of these factors that the scenario of Jeux is

brief and confused. The extract from Nijinsky's diary also
points out the pressures , both artistic and personal to which
he was subjected too by Diaghilev. It seems no wonder that
he could not finish the ballet properly and even less sur-
prising that in four years he would be declared totally
insane. The scenario when completed was intended to suggest

an archtype for Nijinsky that would epitomise him as the
modern man. A Marxist might vt chosen the Mechanic but

this was destined for future works (.liter the Russian

Revolution). The lei sure-class sportsman was the image
chosen for this "modern man".? The revival of the Olympic
Games in the 1890's and their recent presentation in

Stockholm in 1912 gave fresh meanInr to the <idea of sports

on a semi -heroic level . Bakst, dcs gning the dc*coi, first
imagined Nijinsky is a soccer player, (Figure 135), but
this was too specific.”? Diaahl lev did not like the idea
of a soccer player ; therefore, in th< performance the

idea was changed to that of tennis pleyers.'4

It is not surprising with all the divergent sources from
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which the scenario for Jeux sprang that reports on the
ballet when performed were vague concerning its content.
It appears that Jeux was superficially about a game of
tennis and Jlove-making. The concern appears not to have
been with either sport or human feelings, but rather with
movement - the formal relationship between the dancers
appeared to over-ride ‘thematic content
The exact manner in which Nijinsky synthesized his
"stylized gesture" o. plastique, which was the name he
gave to the new form uf dancing, to Debussy's music will,
however, never be known , as all dance notations for the
work have been lost.' (Not surprisingly as the ballet

was only performed five times).

As with Nijinsky's <choreography I r L'Aprcs-mtd, JAujl
Faune Debussy did not approve of the dancing to his music

As Kirsteln relates:

Debussy did not |like Jeux a bit, "lor it gave
Nijinsky's perverse genius a ci.ance o1 ,ndu1lg-
ing in a peculiar kind of mathematics. This

fellow adds wup triple <crochets with his feet,
checks them on his arms, then suddenly, halt

paralysed, he stands angrily letting the sound
slip by. Its awful" . 4

Despite the general dislike of this work it would appear

from recorded accounts and the few photographic records

remaining that Jeux did present some interesting innova-
tions in the sphere of ballet performance. For instance,
the classical preferences in | >Apr -midi d'tm—”"3u_ne
(Greek fric/es and vase painting in low reliefs) were
replaced by more contemporary references. For example
Kirstein and Buckle claim that Nijinsky admired Gauguin
not for his South Sea chromatics, but foi

his self contained relaxed silhouet es, the

manner in which the bodies o0i his nudes adjusted

spatially to each other in the intimacy of

monumental contact. From photographs of Jg_ux.

we can now recover un aura ol sculptural yet

heroic domesticily.'

Besides working from Gauguin one could assume that






the concept of Ihe Three Graces. These figures are again
unified through compositional devices especially evident
in their forward thrusting arms. This composition is of
a far more dramatic nature,, however, than that shown in
the photograph, (Figure 1A7), from Jeux. When studying

Rodin's Eve, (Figure 1<49), the interlocking arms motif is

again noticed: a compositional device which contains the
figure within a closed form. This enclosing or, as in the
ase of The Three Graces, linking device brought about

through the interweaving of the upper Ilimbs seems to under-

line Nijinsky's choreographic formations in deux.

Juding from the recorded photographic evidence it would seem
that Jeux when seen in performance would probably incor-
porate the principles of interlocking forms in most of the
choreography. These choreographic motifs seem more
reminiscent of Rod n's work than, perhaps, that of Gauguin,1
although the works of both artists do depict a similar
monume ntality. The interesting factor concerning Nijinsky's
choreographic source for this ballet is that Jeux showed
that the influence of contemporary visual arts was to be
found in choreography and was not only confined to the

scenographic works of the Ballet Russe.

Bakst's dfcor was revealed for the first time at the dress

rehearsal.7 The backcloth showed heavy summer trees seen
at dusk with stylized patches of electric light and flower
beds painted on the floor cloth. Behind them Iloomed a big
white building with rows of little windows, (Figure 150).

Lady Caroline Otto line recalled that Bakst and Nijinsky

visited her Bloomsbury house in 1912 and that

Duncan Grant and some others were p aying

tennis in Bedford Square garden - they tBakst,
Nijinsky and Diaghilev) were so entranced by the
tall trees against the houses and the figures
flitting about playing tennis that they exclaimed
with delight: "Quel ddcor1” For years | was
puzzled by the house in the background of Bakst's
design for Nijinsky's ballet £eu_x, which was to be

put on in the following year. It was not like



269

a French coun Li; iiut:3¢c nor even with ils rows ot
small windows, like the Riviera Palace Hotel at
6eusol-i M ; it had a prison-like plainness, in
spite of the "dreaming garden trees"™ which half
concealed if. Suddenly | realised that the

architecture which had puzzled me was a version
of that of Bloonijbury Square, a reminiscence of
that summer afternoon 'n London. And perhaps
even the subject of the ballet was suggested by
ihe tennis party.’

there art no surviving photographs of the set but judging

;rom the watercolour sketch, (Figure 150), it seems that
ady Caroline Ottoline's reminiscence was correct. Jeux
was the first ballet to be set in a com mporary environ-
ment, yet Bakst's execution of the dfccr was not in any
ontemporary artistic style. Judging from the water-
.olour sketch it was reliant on his previous essays in
-,cenog raphy . The jf£cor contains many of the elements that

Are associated with Bakst's earlier work, such as that for

Narcisse, (Figure 109). In both Nar isse and Jeux Bakst
uses similar vast tree forms, painted in his sketches in a
similar style. In fact, the only contemporary element in

.he Jeux ddcor could be the facade of the building and even

this is slightly reminiscent, in its sketch form, of the
Greek temple a”* used in Dapnnis and Chloe (1912), as well
as the Egyptian temple in Cldopatre (1909). According to

Nijinska the set had a floorcloth which was painted green
with <circular flower beds. She thought that tne choreo-
graphy required a more confined space than that created by
Bakst in this set.3 Ind.ud, the three dancers would have
een dwarfed by the towering building and foliage. In a

dallet that required only three dancers Bakst's set does

eem overpowering and too immense, especially as the work
purported to represent an intimate situation. However,
judging from the scale figure in the watercolour sketch
this was Bakst's intention. Further the dancers would
presumably have been highliat’ied by stage lighting so
Chat 1hey would not have been lost in Bakst's overpowering

et mother reason why the set may bv considered
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unsuitable it that the scenario itiplled an inhabited
suburban setting and Bakst's watercoloui sketch, with its
heavy 'forest' of foliage, suggests a wooded estate in the

country.

The costumes used in Jeux on the other hand were revolution

ary. They were the first costumes designed for ballet that
were total’/ contemporary. Baxst's designs, (Figures 147
and 151), show a complete departure from all his and other
designers' previous ideas for ballnt costumes. The costumes

for Nijinsky, Karsavina and Scho11or were based on those of
the tennis gear of 1913, offering the contemporaneity that
the set lacked.
The costumes themselves, sports dress for tennis
made by Mai son Paquin, were good in their simpli-
city and contemporaneity.’'
Bakst hod previously changed the concept of ballet costumes
from those worn pi ior to 1900. He had abandoned the tutu
in favour of costumes such as those used in Sch<?hgrazade
and L'Aprds-midi d'un Faune, which complied with the
his orical context of the ballet as stated in the scenario.
With Jeux he introduced a dcs'‘gn format for costumes which
again ci plied with the scenario. These costumes were to
influence other designers. From 1913 to the present con-
temporary dress modes or 'modern’ ballet costumes have

often been used.

As seen in the photographs, (Figures 147 and 151), the
costumes for Jcux are simple in style, a complete depariuri
from Bakst's lavish designs for ballets such as U? Dieu Bleu
This simplicity of concept would 1ater lead to the use of
contemporary costume within certain ballets and to a greater
utilization of means with dancers dressed only in leotards
and tights - as had been inaugurated in the costumes foi
Nijinsky in Kobold (1911) as well as the Harlequin design
for Carnaval (1912).7?

At first Bakst designed a red wig, rolled-up sleeves, red

tie and knee length trousers with a red border held up bv
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red braces, and white stockings with red tops for Nijinsky”
(Figure 145). However, Diaghilev exclaimed that Nijinsky
looked ridiculous and Bakst was made to redesign the
costume.'7 The redesigned costume retained the red tie and
white iiirt but Bakst gave the dancer white trousers which
grew narrower below the knee and gt ipped the calf, "cut

like the black ones worn for (dancing) class, ending just
above the ankle".”? The girls were dressed in white dresses

with tight fitting bodices and knee-length skirts, (Figure

147?). It is clear from Bakst's original designs that
Nijinsky's costume w:s that of a football player. The ball

In the design at his feet is a football and not a tennis

ball. This costume must have been designed during the initial

discussions of the scenario when the idea of "games" was
suggested and not after the specific game of tennis was

decided upon.
Nijinsky stated in an article for Le Figaro that

the man | see foremost on stage is a contemporary
man. I imagine the costume, the plastic poses, the
movement that would be representative of our time.
By attentively studying polo, golf, football, 'ennis,
I have become convinced that sports are not only a
healthy pasttime but also create their own plastic
beauty.”?

It can therefore be claimed that Nijinsky and Bakst's major
concern in both design and chore graphy was that of portray-
ing a contemporary sporting environment and feel. It did
not seem to have mattered exactly what sporting activity
was being portrayed but only that
from studying different sporting activities |1
derive the hope that in the future this contem-
porary style (choreograph it. and scenographic) will

be considered a characteristic style as we now
consider those of the past.1

It was obviously the intention to project ballet from its

reliance on the past to an acceptance of the present - in
scenario, scenographic and choreographic content. This
ideal, although not thoroughly realised in the ballet Jeux,

is obviously of importance. It was the first ballet to
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explore and express the viewpoint of contemporary life even
although previous Ballet Russe productions had introduced
new and innovative choreographic and scenograph ic ideals.
Jeux may therefore be seen as the precursor of ballets
dealing with the contemporary milieu. Later ballets would

further explore the ideas of contemporary viewpoints.

These would, however, also be designed by avant-garde

artists using their technique to express images of society

and its habitats in an Innovative scenograph ic manner. The
most obvious example of such a work is Parade (1917), designed
by Picasso in a cubist style illustrating all the iconographic
images of that 'modern’' society such as skyscrapers and build-
ings p esented in abstracted form, thereby incorporating in
the scenography a contemporary environment, executed in an
avant-garde style which harmonized and vivified the scenario,
choreography and music. This did not occur in Jeux. The
work was received negatively and perhaps not even understood,

as can be noted in the following review from Le Figaro:

Debussy had not scorned to write the music
Even with such a childish libretto, one would
think that this haphazard essay in affectation
might provide something graceful or pretty to
look at. But the new art of which M. Nijinsky
is the prophet, manages to turn even the
insignificant to absurdity. What could be more
ungraceful than the meaningless, pretentious
contortions dreamt up by this nimble aesthete.
It goes without saying that modern dres, does
not enhance these poses inspired by Greek vase
paintings, with which L'Aprds-midi d'un Faune
took us by surprise last year. Fur the rmore,
this so-called reformed choreog ranhy employs
the most old-fashioned and conventional
gestures and mime, without any attempt to make
them less funny.

It was said that Nijinsky's intention was to
provide, in this ballet, an apologia in plastic
terms for the man of 1913. But it is annoying
that he should almost have succeeded, by some
evil spell, in turning these exquisite ballerinas.
Miles. Karsavina aid Sch8l lar, into stiff and
awkward puppets. *

When studying the photographs for the ballet it can be



surmised that the gestures may have had their precedent in
antiquity, as stated in Le Figaro, especially in their
formalization.1 Yet these types of gestures cannot be
related to only Greek vase paintings but to the formal i-
zation found in Greek, Etruscan, and even Indian sculptural

forms.

Jeux was nevertheless an important work in both costume
design and choreographic concept for it was the first
ballet by the Diaghilev company to portray contemporary
life and environment. It was the step that the Ballet
Russe took "towards representing the new man in a new age
in choreographic format“.2 This also paralleled Nijin-
sky's view on the ballet as seen in his article for |Ie

Figaro on May 14, 1913.A

Jeux was Diaghilev's first attempt to try totally to break
away from the exotic, the classical and the fairy-tale
elements in designs and themes of his previous productions.
In fact, it was the first modern ballet production. Even
after the negative reception of JeDiaghilev

continued *o place his trust in Niji sky and Il lowed him
to proceed with his choreography on the Stravinsky ballet

Lc Sacre du Printemps.

Stravinsky's score for Le Sacre du Printemps was to break
fresn ground in the sphere of ballet music. Firstly it
was innovative in its use of rhythm. Stravinsky overthrew
the whole rhythmic system used for previous dance scores
and "invented new ones”.”? In bar after bar there was a

different time signature. The composer himself "was
oaf fled as to how to write out the final Danse Sacrale".”?
Secondly the ballet was new in its orchestration, using
both strings and woodwinds in extreme registers thus
producing new sounds, and at Diaghilev's specific request
it was scored for an exceptionally large orchestra.? A

peculiarity was the accur n of special instrumental
effects - such as the use J-'monies col legno, flutter-

tonguing on the flute and campane11a in aria on the French
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Nijinsky's stupendous task wa> to parallel or find an
equivalent for this titanic composition in choreographic
terms. He had "new things he wanted to do".A The

quest ion was to what extent his new choreographic format -
the chief novelty of which was that it had been "con-
ceived as much from a sculptor's and dramatist's point

of view as from a ballet master's”",3 - could be wedded

to the composer's intentions. He had ti imagine new kinds
of poses, of movements, of groupings devoid of classical
virtuosity, but which could be difficult enough to execute
accurately in order that only ballet dancers would be able
to perform them. 1 Then he had, as i L'Aprds-midi d'un
Faune but only more so, to overcome th reluctant minds
and recalcitrant bodies of the-f >ncers tained to think,

count and move so differently f he classical ballets.?

The scenario of the ballet was devised by Stravinsky and

Roerich, (the scenograoher).

fhe new ballet will depict several scenes of a
sacred night of the ancient Slavs. At the start
of the ballet it is a winter night, and it ends
with the sunrise, with the first rays of the sun.
Strictly speaking the choreographic part comprises

the ritual dances . This will be the first attempt
to reproduce antiquity without any explicit
story. &

The only narrative element that can be found in the scenario

is that of the sacrifice of a virgin to the birih of Spring.

Roerich, not surprisingly, was chosen to design the oallet,
for as Nijinska recalls:
Vaslav often talked to me about his friendship

with Roerich whom he sometimes referred to as
"Professor" because of his studies of the Stone

Age, which art of scientific importance. In his
numerous excavations and cave explorations he has
discovered vestiges of primeval ages. The beauty
of the tinted stones and the wall painting of the

cave dwellers have inspired his own art
"Bron ia, you must remember some of Roerich's paint-
ings that we saw together at the Art Exhibition by
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Mir |skust tva I recall how we had both admired
not only the magnificent beauty of the colors but
also the spirit ot ancient Russia so well captured
in Roerich's paintings, depicting the life and
ritual of those ancient ¢tribes. "Now I'm working
on Sacre Vaslav went on, "Roerich's art inspires

me as much as does Stravinsky's powerful music -
his paintings, especially 'Battle in Heaven’,
(Figure 153), do you remember it, with its land-

scape and heavy cloud forms. Roerich has talked
to me at length about this work, and describes it
as the awakening of the spirit of Spring. In
Sacre | want to emulate this spirit".1

Unfortunately there are few remaining records of this work.

The only illustrations available are some costume designs

and a few photographs of the dancers. Of the settings only

descriptions by various critics, and a later sketch by

Beaumont remain.? The first scene is purported to have

represented a hilly fandscape with a lake and birch trees

beneath a cloudy sky |j In a photograph showing a group
of girls from Scene I, (Fioure 154), a very small section
of the backdrop can be seen. If this fragment is compared

with the oil painting py Roerich, Bitt1e in Heaven. (Figure

153), specifically mentioned by both Nijinsky and Nij nsko,

certain similarities may be noticed. Perhaps some idea of

the appeararre of the set for Scene | can be gauged from

the Roerich painting although it is not the ideal manner

of reconstructing an idea of the set. An element that

seems to be similar in both is Roerich's use of the

multiple layer of cloud banks. The painting is, or seems

to be, more detailed than the illustrated fragment of
d(*cor, but both works possibly executed within the span
of a year are comparable. The painting and the fragment

of the stage des.gn utilized a simplified landscape which

moved, compositionally, in parallel planes across the

format. These landscape elements in both works were

complemented by a more detailed rendition of cloud
The

banks which also moved along parallel planes.

inclusion of compijx surface areas such as the cloud

banks in the painting seem to have recurred in the
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scenoyraphy tor Le Sacre du Printemps. as Nij jjtar
recal Is:
As | danced | could see above me the dark massed

clouds in a stormy sky, much the same as |
remembered them in Roerich's painting |

'l his ? -i-*ce '9«r set, Battle in Heal/en painting, and the

fragments of Le Sacre du Prinfemps are compared it can be

noted that Roerich's use of pervasive paint texture, colour

landscape and cloud depiction remained constant .

There were two settings for Lc Sacre du Printemps. Scene |
of hills, sky and clouds, and Scene Il which is purported
to have shown the sacrificial hill topped by a primitive

structure of sticks and animal skulls.2 There are no

visual records of Scene 1Il, but Kirstein states that
"hi'e the setting of the ballet was ostensibly
centra Asian steppe, Nicolas Roerich's d<?cor

fo?k W ' ?.'CtUreSque than the scenery for previous
tolk or.st.t pageants with which the” Russian Ballet

had triumphed Roerich's landscapes tended
towards the conceptual and monochromatic, a
yellowish foreground and a violet distance.3

Whatever theoretical assumptions made concerning the

appearance of the ddcor it neither seemed to create as

great an Impact as had Roe.,ch's Prirce Igor set nor,

taking Kirstein's comment into consideration, was it

particularly memorable.

The ddcor for Le Sacre du Pr intemps was not nearly as

A2" t"garde in style as that of the musical score by

Stravinsky but it was executed in a simplified manner

ond this simplification was not out of keeping with

contemporary art. Yet fundamentally Roerich's work,

especially Battlc in Heaven, is reliant on the type of

landscapes that were prevalent during the Romantic period

of the 1850's. This is especially noticeably in the dark,
formations and their painterly

do exhibit a subtle

heavy, dramatic cloud
execution. The painting and the set

shift in tonalities that have a certain atmospheric quality



yet are not avant-garde bjt rather retrospective in

mpulse. It similar cloud forms were used in the sceno-
graphy as in the Battle in Heaven painting it could have
presented a dramatic scenic element in the design -

especially if well lighted.

In Roerich' 3 costume designs for Le Sacre du Prin temps

the ethnic feeling was wel' captured. If the costumes
are studied, (Figure 155), and compared tothose he had
executed for Prince Igor in 1909, (Figures 59 ind 60),
a similarity in the style of design s evident. The designs

tor fj__i_nc(—LSLSLL and kg__Sccre du Pr intemps are virtually the
same, both illustrating the clothing of Russian ethnic
groups. The same design motifs are u,ed in both sets of
costumes - those of broad bands of colour and the use of
Itnes, dots and zig-zag forms. Another common element in
these ballet costume designs is the dark outline used to
contain the figures. Roerich used this in the sketches

’or the Prjnce Igor costumes as well as in those for |_e
Sacre du Prin temps with its possible derivation from the
similar outline and colour used by Gauguin.1 As Kirstein

states

for the Polovts U- dances from Prince Igor,
Roerich had invented synthetic ethnic costumes
that were derived from practical Ya'ut and
Kirghiz dress; for Le Sacre du Printemns he
further adapted these'motifs.% ~

Thus it may be supposed that Roerich's costumes for Le

du prin temps were a continuation of his costume

design style as employed in Pri nee lIgor.
In the photographs of the costumes, (Figures 154 and 156),

it can be seen how Roerich's original design concepts were

realised. The costumes differ very slightly from their

sketched form only in fact as far as the outline is con-

cerned, otherwise the elements and motifs are virtually

the same. All the designed costumes illustrated here

show use of the motifs beloved by Roerich and derived

from his study of ancient Muscovy textiles at Abramtsevo.3
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In the first two figures on the right, (Figure 156),

showing two male dancers the motifs are clearly seen on

the skirts and sleeve decorations. In the two female

f gures on the left these motifs are clearly represented

on the skirt And sleeve borders.

Although in Le Sacre du Prin temps new and revolutionary

concepts in the music and choreographic contents were
to.mu lated. This did

scenography. Roerich's designs were

not extend as successfully to the

.erely an extension

of his previou- works. As an artist he was not avant-

Aar*e when he was involved in the scenograph ic process.

As only a small fragment of the original set for Le

Sacre du Prin temps remains it is insufficient to evaluate

the set within any type of critical framework. The only

can be presupposed was that it was not
designs, judging

judgement that

particularly innovative. Thus Roerich's

‘rom the Ilimited visually recorded evidence, were less

revolutionary th in the music and choreography and as such

attracted little attention. The music and choreography

caused an uproar,' dividing the Parisian audience into

and police had to be called

factions. There were riots
out to quieten the crowd.2 However, one critic, Jacques
Riviere, in the Nouvelle Revue Franca Ise. November 1913,

summed up the unique aspects of the work:

In Nijinsky's ballets, dancers were disposed in
symmetrical groups: this was not the absurd

symmetry of the Opera, but there was a regular
distribution of masses this equilibrium did

not apply only to static poses; it was carried
through the movements of the dance no matter
how abandoned that dance might be ... 3

f-very pattern

response of give and take. The dancers seized on a gesture

and "passed it continually backwards and forwards from one

to the other like a ball".f No group moved except in
response to the movement of the opposite group. Nijinsky

formulated a new choreographic style by taking each group

separately and "studying its cellular format ion".5

was conceived according to the principle of the



The dancing of each group consisted of movements formulated

in isolation.1 Absolute symmetry reigned throughout Le

Sacre du Prin temps and seemed to be the very essence of

the work.
There was no lack of composition; on the contrary

there was the subtlest composition imaginable in
the encounters, the challenges, the frays and the

conflicts of the strange battalions. Composition

did not take precedence over detail nor conditioned
it; it made the best use of diverse elements. The
imp;ess ion of unity was likened o the sensation of

watching inhabitants of a given state moving about,
passing, accosting and parting from each other,
each intent on his own business.?

If ballet and dance could be disassociated from the symmetry

and arabesgues of classical ballet then a different type of

grace could be found everywhere in Le Sacre du Prin temps;

in the profiled heads contrasted with bodies full-on,
the horizontal fore-

in

the elbows hugged into the waist, in

arms, in the stiff open hands,

in the wave like vibration which ran through the
dancers from head to foot, in the minimal and

mysterious parade of brooding girls in the second
scene; one even found it in the dance of the Chosen

Virgin, in her guick awkward convulsions, in her
confusion, in her constrained twisted bearing and
in the arm raised stiffly skvwards above her
head .3

This was an organically conceived ballet. It was the dance

of the most primitive man. Stravinsky claimed that he wanted

the surge of spring.'4 But this was not the

sang. The ballet and music showed

to portray
spring of which poets
nothing but the harsh struggle of growth, "the panic
terror from the rising of the sap, the fearful regrouping
of the cells lhe ballet was Spring seen from inside

with its violence, its spasms and its fissions.

Nijinsky's choreography represented a complete break with

the style evolved by Fokinc. In his work for the 1910,

1911 and 1912 seasons Fokine found no other way of being

original except to vary the subject and properties. For



the golden apples of F rcbird he substituted daggers

and shepherds' crooks in Thamar and Daphnis and Chloe. 1

With Nijinsky's choreography a new concept was realised -

in movement as well as in the structures of the formal

dance groupinos.

There were only four performances of Le Sacre du Prin-
temps in Paris. In the last three audience response was
not as dramatic "only a few cat-calls were heard".?

The third programme of the 1913 season consisted of
Mussorgsky s opera, Khovanschina, with the Russian singer
Chaliapine. Since Diaghilev was not satisfied with all of
Rimsky-Kor sakov1s orchestration of the Mussorgsky score

parts of this opera were re-orchestrated by Stravinsky

and Ravel.?

The Moscow painter , Fedorovsky, was scenographer and it
appears that the work was not dissimilar in its designed

concept from Kolovin's and Golovin's Boris Godunov of 1909.

There are, however, no existing illustrations of this work

and one has to rely on various descriptions as source

material. For instance Grigoriev described it thus:

The sets of Feodar Fedorovsky for Khovanschina -
the exterior of the church of St. Basil the
Blessed, whose turbanned towers look threaten-
ingly over the street hillside of the Sireltzy
quarter , the interior of Prin-e Khovansky 1s
palace and the wooden monastery ot the Old

Believers - were far mo-e rama ic than Yuon's,
Korovin and Golovin's ror Boris, and they were

cal ed magnii icent by the press --- considerable
success ... a page of history that breathes

through its settings the soul of a country.5

Judging from Grigoriev's comments it could ue assumed
Khovan sch ina, although purported to be more dramatic in
setting than Boris Godunov, did contain some reference
to the ea-lier presentation of Mussorgsky's Boris Godunov
of 1909 in its scenograph iccontent - scenography which
presented a colourful recreation of Muscovy history

reminiscent in style of Russian icons and ethnic art.



At least Khovanschi na unlike Boris Godunov was designed
ay one stenographer. | As there are no surviving i1lus-
iial ions of the designs recon ction, a sound critical

issessnen- of the work is impossible.

he third new hallet of the season was La Tragfdie de Salomd
o the music of Florent Schmitt, choreography by Boris
Romanov with dfcor by Sergei Soudeikine. It was a ha1llet

*

1 specially created for Karsavina”

ia Tragddie de Salonu5 wa * net the story of Herod, | rodias,
Salom<? and the Baptist in choreographic terms. St. John's
head was present on a pedestal but Salomf was the only
character apart from some negroes and executioners.” The
Princess was supposed to be performing her f antic dance
of expiation in limbo. After some preliminary dancing by
the negroes, Salomf made her entrance down a flight of
steps. As she descended an endless olack and gold train
"nrc1led behind her. Then followed her solo, and that was
theeni of the work.*4 As only a few performanceswere
given of La Traggdie de Salomd it can be urmised it was

not a successful product ion.5

Judging from the scenario the work had obvious symbol 1st
references - Salomd being a favourite character with

his group.?

Ilflustrations of the production are again scarce. Oae

ohotograph of Karsavina in costume agaii.t a portion of

hr- sci remains, (Figure 157). Reade recalls that
iudelkine had made st. lk-ng designs in purple,
black and silver, very much influenced by
Aubrey Beardsley ... Tamara /*karsavina7 wore
long, false eyelashes (an adornment she claimed
10 have invented), her breasts covered by the
flimsiest gauze, appeared almost bare, and a
glittering train.7

it this description is compared with the photograph of

Karsavina in the role, (Figure 157), one can agree with

Reade ihal Beardsley's influence is in evidence. This



1s Especially discernible in the designs of the cloak.

In the photograph it seems that the vertical patterned

drop behind Karsavina is actually part of the cloak

pinned on to an upright structure for the photograph.

The cloak was presumably detachable and possibly Jefv

on the staircase, thus covering it and forming part o
the dfcor. *

Th" elaborate head-dress (a wig with ostrich feathers;

also evokes Beardsley's Salomt* illustration in its designed

format. To the right of the figure a fragment of a panel ,

presumably part of the set, is to be seen. This too is

reminiscent of Art Nouveau patterns, especially the flower

torms which are not dissimilar to those found in William

Morris's wallpapers. Besides referring to the obvious Ar

Nouveau influence this work cannot ue discussed owing to

the scarcity of visual documentation. Reade's assessmen.

"a tentative ballet, and proved unsuccess-
the fact that

that this was
ful -may be noted and possibly accounts for

the scenography is no longer extant .

Three new ballets, all given in one year, therefore seen,

reception with the public and the
into their creation,

to have failed in their

press. After all the work that had gone

particularly into Le Sacre du Printemps, this proved a great:

disappointment for Diaghilev.

While the public and critical reception of the ballets in

Paris was rather negative, critical response to some of the

works was even more hostile when the Ballet Russe commenced

their London season of 1913. The London season, however,

opened with a successful production of the opera Boris

Godunov on 'he 24th June, and both the composer Mussrgsky

and the baritone Chaliapine were acclaimed by a new public,

presented by Diaghilev seemed to attract positive
the critics

The operas
icism, whilst the ballets appeared to mystify
wrote of Boris Godunov in The Times that

crit
Huntley Carter

Each scene was so absorbing that one was immediately
caught In the spirit of the thing; it was intensely



redl and even the distressingly long pauses between
the scenes and the ineptitude of an audience who
would insist upon applauding as soon as the curtain
fell and before the music was finished did not
betray the sense of reality.

*1 '5 difficult to say how tar Mussorgsky, how far
the extraordinary powerful acting of M Chaliapine

and the othrr principals, the fine singing, the
natural action of the crowds, or th*» auty of the
scenery were responsible for the el They were
all fused together 1r the total resu .. 1

Carter's review do>s not only point to the success of the

performance but also reflects a contemporary realisation

of the use of the Wagnerian
criterion - this despite the fact that

principles of Gesamtkunstwerk

as an evaluative
Boris Godunov had been designed by a number of artists

such as Yuon, Benois, Korovin and Golovin.2

On the second night Jeux (called Playtime in England) was

performed.’ An anonymous review in the Morning Post

stated:

It works out as a highly impressionistic business
in front of a weird green and red back-

enacted

ground with round splotches of white here and
'here to represent the electric lights ... Their
(the dancers) actions are of the quaintest. They
suggest that they are suffering from "tennis
wrist™ a11 over. They move with the angularity
of clockwork figures. Everything is at an angle.
The only thing with a curve in it is the lost
baM <<« All ... is expressed by angles, obtuse,

acute, right angle and, of course, triangle.

The business is conceived in the vein of the

Cubists. It is a triumph of angularity. It fits
M. Debussy's music very well and the music is
wholly suited to it ... The cumulative rhythms -
wholly meaningless - are suited with action of
similar character. Miles. Karsavina and SchBllar
and M. Nijinsky turn themselves very successfully
into clockwork figures. The absence of the doll-
like costume as found in Petrushka spoils a good
deal of the effect for, in a country like this

where tennis is understood, the ridiculous charac-

ter of the whole thing is perfectly clear. Th«
audience first laughed and then applauded.4
Tl » use of the term 'cubist' is concerned only with the



choreography and not with the scenography in this review.

could be considered vaguely
but

As has been noted the set
because of the paint application,

Impressionistic
factors in the dfcor. How-

there are no other .nnovac've

ever, 'or the tnglish M press lonlsm was radically modern.

Although they had been exposed

the work of the Futurists by 1913, critics
not respond to such avant-garde

to some extent to Cubism

and and the

public gene.ally did
the arts, as witnessed by Roger Fry's lack

the work of avant-garde

movements in
of success in his presentation of
artists in 1912.

Despite some negative reviews the London season was a

financial success .1

« 'ortnight later the company left for South America. It

was on this tour that Nijinsky married thereby severing his
connection with Oiaghilev. This break came about because a
relationship had existed between the two of them

homosexual
The new productions of the 1913 season did not offer any

great innovations in the stage and costume design format.

8ak,t designed for a contemporary ballet but the set was

The costumes, however, did incorporate

eot in a new style.

contemporary d ess for the first time on the ballet stage.

The other works of the 1913 season could also be seen as

reactionary in their stenographic impulse.

evidence makes it impossible to form

regards these ballets. Whether

The lack of visual

any solid critical stance as
they complied with the Wagnerian Gesamtkunsliwerk theory

whether there was an) form of unity between scenario, music,

choreography and scenography. or If indeed they presented

any symbolist or decorative expressive statement when
performed cannot be stated with any degree of certainty
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SEVEN : FOOTNOTES

Nijinska, B. Early Memoir . pages 464-471
Programmes cited by Nijinska and summarized.

Boris Godunov was performed in the same set and

costumes as used in the 1908 Paris production.
Khovan sch ina was designed by Fedorovsky.
Nijinska, B. Pp., it., page 471.

Kirstem, L. Nijinsky Dane ing. page 1)7.
Kirstein, L., citing Nijinsky's Diary : Nijinsky
Dane inq, page 137. —J L
Ibid.

Kirstem, L. lbid. The costumes will be discussed
on pages 270-271.

lbid. the ideal of a tennis player is still specific
yet as none of the dancers even suggested that they
were playing any type of game, as well as the concept

of having female soccer players did not concur with
the brief scenario, Diaghilev changed the specifica-

tions to he idea of a tennis game’.

Buckle, R Nij insky, page 291. ) All sources

Nij inska, Early Memoirs, page 470. stipulate thi

Kirstein. Nijinsky Dancing, page this is the

) content of th

scenario of
the ballet

Nij inska, Opecit., page 448.

Kirstein, Op.cit.. page 138.

Kirstein, Nijinsky Dancing, page 138 (iting

Debussy .

Kirstein, Ibid, page 137.

Duek le, R Diaghilev page 248, where Buckle

stales that Nijinsky worked with a volume of
Gauguin reprod .ct ions be for, him whilst choreo-
graphing Jeux .

S publishing his letters in defense @f Nijimsky's
'!h!°r!0_?:t"hy.fof; L,APf"s-mi(_ii d'un Faune. as well
the exis ence Ob the portraits ,y Rodin of Nijinsky
in his (Rodin's) gstudio.
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p.272 : 1

Ibid.

The intertwining nature of these rhythms
evokes those of Indian sculpture which also
influenced Gauguin.

Whilst Rodin's sculptures seem an obvious point of
Terence it must be remembered that painters and
ulptors have, throughout the ages,used gesture

ond 'near rhythms as a way of creating compositional

hd nnony - as Nijinsky appears to have done with Jeux.

Further, other sculptural sources for his choreo-

oraohy can be noted. For example in the photograph

showing Nijinsky with upraised forearm and left hand
tlcnched tightly to his chest, (Figure 151), a com-
parison could be made with one of the small Etruscan
bronzes of warriors with spears and shields except

that the dancer's head is bent rather than held

back in defiance. Another photograph of Nijinsky

taking the weight placed on hme3 left leg and his

fist he'd to his forehead, also recalls sculptures

of Roman athletes , (Figure 152).

Nij.nska, B. Early Memoirs, page 467.

®uck'e' R- Nijinsky, page 287. Citing Lady

Ottolme. From the sketch of the set the forms
appear to be flower beds and not electric liqht
patterns. e

N'jinska, B. Early Memoirs, page 467. No electric

light patterns are apparent as stated by Buckle
(Nijinsky, page 285).

Ibid.

ji »Ka, o. tarly Memo #rs, page 467

Nijinsky wore consisted of leotar

Where the costumes
shape

an' 11?7 * thus abstracting general costume
revealing body contours.

®UCkle’ R- Dia9hi le*. Page 246. Diagh ilev when
he saw the costume said: "No, no, it's quite
impossible"”, referring back to Foocnote p.265*4

of this Chapter.

Ibid.
Ibid.

No. 134, May 14, ,9,3. It should be
noted that the motif of sport was often found in
avant-garde paintings of the period; examples are

the work ol Pica, so, Delauney and the Futurists.

Ibid.

Le Figaro, 17 May 1913.
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A confusion in the review is evident. This is
illustrated by the equating of the choreography
to Greek vase painting, which formed the basis

For L'Apr&s-midi d'un Faune and not for Jeux (as
explained Tn text) - tliis points out the confusion
ex istant in the review.

Buckle, R. Diaghilev, page 250-

Buckle, R. Nij insky, page 162. This also may be equa-
ted with Nij insky’s article in Le Figaro (notes 271:4
and 271:5).

Stravinsky, |I. Memoi rs , page 172.

Ibid.

Stravinsky, . Chronicle of My Life, page 196.

Ibid.

Nijinsky, B. Op.cit., page 450.

Ibid. Againparalleling his ideas for the Jeux
choreography. e

Ibid.

Ibid.

St. Petersburg Gazette. August 23, 1910, page 12.

Nij inska, B. Early Memoirs, page 448-449.
Beaumont, C. Five Centuries of Ballet Design,
page 82. However, the pencil sketch Ts rough

and gives hardly any impression of the setting.
This sketch was executed in approximately 1922,
which may account for its lack of definition.

Nij inska, B. Op.cit.

Ibid, page 450.
Beaumont, C. Op.cit.

Kirstein, L. Nijinsky Dane inq, page 143.

Roerich's costume designs for Prince Igor are analvseH
when describing this ballet. ~ e

Kirstein, C. Nijinsky Dancing, page 132.
Ibid.

Riviere, J. Le Sacre du Printempts, page 28.

As can be noted in any work written on Le Sacre du
Prin temps' opening performance, e.g. Buckle, fT =~
Oiaghilev, pages 253 -254, "People shouted insults
there was slapping and punching ... riot police
were called"”, etc.
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Riviere, J. Ibid.

Nouvelle Rcvuc Franchise, 12 November 1913, page 11.
Ibid.

Nijinska, B. Op.cit., page 470.

Ibid, page 472.
Ibid, page 472.

Ibid.

Ibid.

Nijinsky, V. Noiebooks, page 283

Kirstein, L. Nijinsky Dancing, page 27.

Kochno, B. D'aghilev and The Ballet Russe, page 91
Buckle, R. Diaghilev, page 255.

Ibid.

Grigoriev, S. Op.cit., page 255.

With its many designers - as discussed when
analysing the opera in Chapter Three.

Roslav leva, N. Era of the Russian Ballet, page 127
Ibid.

Ibid. Scenario taken from Roslavileva's description

Seen in the works of Beardsley, (especially his
illustrations for Oscar Wilde's Salomf), Moreau, etc

Peade, B. Ballet Designs and Illustrations, paae
8 6

No ballet dancer could possibly have danced in such
an enormous cloak, thus it must have been detachable

As can be noted if Beardsley's illustrations for
Wilde's Salnm;< are compared to Figure 157.

Ibid.

Haskell, A. Diaghileff, page 174.

The Timet, 25th June 1913* page 14.

Discussed in Chapter Three, when analysing the
opera Boris Godunov.

Haskell, A. Op.cit., page 157.
The Morning Post, 26th June 1913, page 18.



It is interesting to note that the English public
were as disconcerted by Le Sacre du Prin temps as
the French audiences. The first night of Le
Sacre du Prin temps on 11th July was described in
The Times:

London takes both its pleasures and its pains
more quietly than Paris. When Le Sacre du
PArintemps, the latest joint product of Nijinsky
and Stravi nsl.y, was produced for the first time
in England last night at Drury Lane, the
applause was measured, but not the cries of
disapproval®”. (page 17).

Nijinska, B. Op.cit., page 486.



CHAPTER EIGHT : THE 1914 BALLET RUSSE SEASON

During the 1914 Ballet Russe season five new works were

introduced into the existing repertoire. Two of these
works were innovative: Rin,sky-Korsakov 's opera Le Cog
d_20r, whi i, was produced as an opera-ba 1let, 1 designed

by Goncharova, premi6red on 24 th May; and Stravinsky's

opera with ballet, Le Rossignol 1, designed by Benois,

premidred on the 26th May.2 The other new works in 1914

were: Pap i1lons, music by Schumann, set designedby
Doboujinsky with costumes by Bakst, premiered on 16th
April; The Legend of Joseph, music by Richard Strauss,

set by Sert® and costumes by Pakst, premiered on 17th May;
and Midas, music by Steinberg, designed by Dobouj insky

premiered on 2nd June 1914. Rimsky-Korsakov's opera

Ma.y~N'ght had also been prepared, and was performed .*

The ballet by Tcherepn ine The Red Masks was to be included;

however, the score was not completed in time.6

This repertory for the Ballet Russe 1914 Season, performed

both in Paris and London, was their first without Nijinsky.

Because of Nijinsky's departure, Fokine was asked to rejoin

the Ballet Russe as resident choreographer.

Fokine, who had wanted to produce Rimsky-KorsakoviLe Cog
-!-91 as 3 ballet suite for Pavlova in 1912 but did not do

so as the ballerina had thought it not suitable,7 suggest-

ed to Diaghilev that Le Cog d'Or should replace Tcherep-
ine's ballet, and Diaghilev decided to produce the work as

an opera-bal1let.?

Benois' influence in the production of Le Cog d'Or was
considerable lor not only did he persuade Diaghilev to

commission Goncharova to design the set and costumes but

he also stated that he "had ideas of his own about the

methods of producing this opera"/’ Opera as 'spectacle'
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had never satisfied him and he considered it impossible

to attain a unified artistic impression by conventional

methods. The appearance of the singers,
... their lack of dramatic ability, the restric-
tions of conductor and prompter, all this was

offensive in opera and yet seemed unavoidabl3.

Benois had wanted to produce l.e Coe; d10r since he had
heard it in 1909, and he had the idea of removing the
singers from the stage and having dancers mime the
action.2 His ideas were adopted by Diaghl lev and also
by Fokine, who was to claim them as his own.? There
would, however, not be enough room for the soloists and
chorus of the Bolshoi Opera in the orchestra pit, so
Benois decided to range them, identically cos turned, in
tiers on either side of the stage.’ In this manner he
successfully accommodated the singers v.ithin the produc-

tion, vet retaining (for him) a visually pleasing perfor-

ance situation.

The libretto of Le Cog d'Or is often interpreted as a

comic opera, telling the story of a foolish kind, Dodon,

and his vish for a golden cockerel in order to warn him
of attack from his enemies. An astrologer grants him
his wish, announcing that he will claim his reward at a
later stage. The cockerel warns the king of an attack
on his frontiers. The king sends his two sons, Guidon
and Aphron, to counter-attack. In following them he

discovers that during the battle,in thick mist,his sons
have mistakenly slain each other . He is soon distracted

from his grief by the appearance of fhemakha, the Queen

of the Wind, to whom he promptly proposes marriage. She
accepts. Back in his city the astrologer appear claimirg
h:, reward, Shemakha. The king refuses. The Queen and

the astrologer then laughingly disappear together |leaving
the king dead. The astrologer reappears claiming that
all that one sees is not as it appears, as it is after

all a fairy-tale in which he and the Queen are the only



'real' people. 1

Although basically comic the opera does have another

layer of meaning. According ,o0 Lleven, if piayed on

only the comlc level

The firs, Performance of le Cog d'Or h, d been intended for

from Russia

May ,h<!' "rival of the costumes
del<,ydd and ‘he Premiire took place four days later on
a Sunday. fokine gives the date of the prAmiere as the

""UI' hC apparently forgo, the postponement.? Grigoriev
gives the date as the 24th.

the Queen of Shemahansk (sung by Dobro-

Karsavina danced
(sung by Petrov);

Bulgakov danced King Oodon

VO ska);
(sung by Altchevsky)-

Cecchetti mimed the Astrologer
n;rolne va sang the Cockerel, and Max Frohman and Grigoriev

rnimed the two princes,
Scenograph ica,ly UJot, d'Or was the most important work
a Rayonis, artist

° ,he 19,1 “ dson. Goncharova,
Rayonism'was

worked for Diaghilev for the first time.

by Michel Larionov and began In Russia In ,909

Schdhdrarade. This production

was well acquainted with the

rreated’

t e year before Bakst's
" interest because Baks,
Co-Rayon 1st
them through Mir Iskusstva 6

worler, Goncharova

works o, Larionov and his

'oe ,0 his connections with

of the Rayon,s.s had “en formulated

By the time the ideas
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Rayoni sf ideas.

IS 2"

relationship to otheis.

he Rayon Ists were baaicaUy abstract artists.

.sion =, abstract, non-representa,,or.art has

Di

subject context"
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after lecturer given in Moscow by the Futurist

Marinetti. The theory was that a Rayonisi
painting should appear to float outside time
and space in some fourth dimension. This was
to be achieved b* projecting |lines

parallel or contrasting colour into space,
representing 1ines of force and attract ion.
The movement was an important step in the
direction of abstractionism.

Lake and Mail lard A Dictionary of Modern Painting,
page 304 . Rayon 1st manifcsTo pub 1ished 1912.

The mo-ement was begun by Mikhail Larionov in
Moscow (Luc ism in Russian):

Seems partly originated in Futurism although
Larionov has denied this. However, the mani-
festo was only published in 1912-19 13- 11 't on-_
reads that a Rayon 1stcanvas must give the
impression of glidingout ot time and space to

convey a feeling of afourth dimension, and that
to achieve this end the painter must resort to
parallel or crossed beams of colour. The canvases

of Larionov and Goncharova are among the first
really abstract wc'ks painted in this century,
without any reminiscences of traditional reality.
(Vide: Larionov and Goncharova).

Bakst's colour theory ideas in the sections
analysing Scheherazade, Cldopatre and Thamar echo
these Rayon 1st principles of colour construction.

3 That is negating the idea that Bakst, Benoi s and
Roerich could be termed contentious artists.

4 Lake and Mai |l lard. Opmcit., pane 4.

5 The motifs used were those of stylized flower
orms (as used by the Russian artists in their
ddcor designs for Thc Snow MaiTcn, Schihdrazade and
The Firebird- as dTVcussed ind analysed In Chapters
Three, Four and Five).

pP,294:1 Haskell, A. The Ballet Russa, page 82.

2 The folk lore and ethnic .ounces found in The Fire-
bird and Petrushka have been analysed when these
hal1ets were discTissed.

p.295:1 Analysed when Bakst's Roerich's and Benois' work
for Schdhdrazade, Prince Igor and Petrushka were
discu sed in context.

2 Roerich's motif usage has been noted when analysing
both Prince Igor and ie Sucre ki Printemps in the
body oT thTs dl ,serta11oh"!
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Benois used similar floral forms in Petrushka

but these were not as abstracted. Roerich aTso
used these forms in hi'. Prince Ijor proscenium
yet they were not as colourful, and, therefore,

did not make as strong a statement.

Clearly discernible in the photograph of
Karsavina of Figure 161.

Benois, A. Reminiscences or the Russian Ballet,
page 167.

Benois, A. Hemo ii s, page 273. There are,
unfortunately, no existing illustrations of these
costumes. The author hus written to both Sotheby's
London, as well as the Be.iois Family Trust , and
they state that all ex'at in- work has been lost

(March 1979).

This decorative abstraction could be eauated to
Cubistic principles of picture construction;
however, the grid-l1 ike structures of the trees -

the distortion apparent in the table - are not
really evolved from Cubism but reliant on P.imiti-
vism - hardly new in 1911, - but, perhaps, connected

with a pre-Renaissance ideal of representation,
where similar motif representation may be discerned

It must also be remembered that the Art Thea es
had contemplated use of con 'ete abstraction \%
1914, for example Kandinsky's Sounds. (The ureen

Souod and Block “nd White, 1909, and The Violet
Sound , 1913 n

In a recent revival of the ballet by The Festival
Ballet, Goncharova's original designs were used
(April 1982). They do not have appeared to have
been altered extensively and on viewing the ballet
the author found them as exciting aapparently did
the audience of the 1914 production.

As may be appended if th-se illustrations, (Figures
158, 159, 161 and 162), are studied and compared.

The door in the backcloth is too obviously placed
in painted form and too detailed not to have been
functionally used lor entrances and exits in the
ba1let/opera.

Bill bine contributed to the design, for Diaghilev's
production o1 Boris Godunov in the 1908 Paris
season. There fore, R7 had "worked with D aghilev
before and was cognisant of the sources from which
the stenographers of the Ballet Russo derived their
inspiration.
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Unold Haskell claimed that

hackneyed as it was to become.

158 and 159).
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exaggerated patterning of the floral elements that the
costumes are unique. In the female chorus costume, (Figure
158), it nay be noted that instead of the small border
patterns of stylized flowers and leaves as found in Bakst s,
Roerich's and Benoi >1 designs. Goncharova has emphasized
these elements by making them much larger so that they can
no longer be considered border designs bus< rather all-over
patterns and are therefore dominant. She also used primary
colours such red and yellow as the prominent scheme in this
costume. The use of form and colour emphasizes the decora
tive nature of the designs - giving them a tar greater
importance than had previously been the case in Ballet Russe
costume designs. This may be especially noted in the peasant
female figure, (Figure 158), where the three tiers of her
skirts are decorated with abstracted horizontal floral
motifs. Further the decorative elements are continued in
the costume's bolero and on the upper sleeves. Roerich had
used similar motifs (derived from Muscovy peasant art) in
his Prince Igor and Le Sacre du Pr intemps designs, but
neither with the same colour intensity nor the scale tha
Goncharova employed. What seems to have occur 1ed in
Goncharova's design is that pattern and colour, because

of their intensity and sca11, make a major statement.

This focus on dominant pattern and colour emphasizes the
artificial ity of the scenography in accordance with the
ideal? of the Ballet Russe, and iake no attempt to
suggest that the audience wa , confronted by realistic
fragment of the environment. Goncharova's stage and cos-
tume designs were meant to be seen as artificial, and
although one has encountered decorative motifs func-
tioning in this way in Bakst's and Bcnois' scenograph ic
works, Goncharova extends and develops these motifs.
Goncharova's use of these prominent motifs also adheres
to the symbolist theatre dictum, as stated by Aurier,

that motifs function as symbolic references to histori-

cal and geographical locations - in Le Cog d'Or the



decorative symbols evoke the ancient Muscovian period.

The same evaluation may be applied to the male chorus
costumes, (Figure 159). It is evident that the Russian
peasant dress has been utl1ized as a basic form. The loose
trousers and peasant shirt are obviously based on existent
prototypes. The patterning is much bolder and the
simplified floral forms are dominant. This use of pattern
removes th: costume from a faithfully copied rendition to

that of an innovative statement.

Karsavina as the Queen Shemakha was costumed in a long
belted tunic, (Figure 161), under which she wore dark
harem pants. 1 The tunic was in white with a wide border
decorated with peasant floral motifs. A unity of costume
style was thus established through the repetition of
pattern on various costumes. Karsavina's costume in its
general outline could be compared to those designed by
Bakst for Schdhd razade , especially in the use of harem
pants. fhe large simplified floral motifs were, however,
never employed by Bakst. Whilst Goncharova was reliant
on the earlier costume designs her dramatization of
pattern was innovative. The floral pattern employed in
the costumes echoed those used in the set, notably Scene
I, (Figure 163) , thus establishing a certain wunity in

visual relationships between cos umes and settings.

The front cloth, (Figure 162), consisted of abstracted
tree forms and a 'stylized* table with cloth and dishes.
The chorus of singers were placed on either side of the
stage in front of this cloth standing on pyramidal shaped
rostra.2 According to Benois their "high necked costumes
made the chorus stand out magnificently against the general
colourful scenic background".”? The front cloth, (Figure
162), and the set for Scene | (seen as a watercolour
sketch in Figure 163) were the most exciting scenographic

statements to emerge in Ballet Russe design since Bakst's

L'Apr&s-midi d'un Faune, (Figure 138).



In the front-cloth, as we11 as the rest of the designs for
Le Coq d'Or, it may be noted that the whole concept of
scenographic convention has altered. In the watercolour
sketch for the cloth, (Figure 162), all the motifs have been
formalized and abstracted. This may ba discerned in the
floral motifs, the windows with stylized figures, the table
with its multi-level viewpoint - the top of the table with

its dishes being seen simultaneously in pro! Me and the

bottles in prof Me next to the 'plan'‘ot the plates tit
abstracted gr'd-like trees and bird forms and the flowers -
off centre right ano left with their curious, tube-like
petals. The use of these motifs introduced a level of
decorative abstraction not previously encountered in any
scenography for commercial venues.1 These forms existed

in a stage space that at times suggest an overlapping of
planes, such as noticed in the border representation which
defined as well as framed the central yellow landscape
consisting of an abstracted grid of tree forms. There
appesrs to be a disparate conglomeration of styles present
n this front-c'.oth, yet the generalization of form and
colour tend to integrate visually. The prominent motifs
those of the gigantic floral forms - have as their precedent
similar, abstracted flower shapes used in ethnic Russian
artifacts (see Figures 21 and 22). Goncharova utilized
these elements but she formalized them so that they existed
as areas constructed from line, colour and shading, detailed
through the use of coloured dots oithin the form. These
ethnic motifs as used hy Gunchirova are, however, not
innovative as they had be n previously used by Vasnetsov

in his ddcor for T'.e Sue, Maiden, (Figure 19), and later

by Benois in the Moor's cell scene in Retrushka, (Figure
116). These previous scenographic endeavours illustrated

a simplification from a basic ethnic source - for example the
floral detail from a window-sill, (Figure 21). Goncharova,

however, abstracted these motifs,common to Russian ethnic
art,further so that the/ formed an integrated unit with the

rest of her scenography. This floral motif was obviously



the dominant element which was used to link all the s

and costumes in the original Le_Coq_d”0r design. This

use of motifs is also discernible in Act | Scene |, ‘gule

,63), showing the carnival scene. On stage left is a huge

flowered tree with King Codon's bed at its base. The Moral

motifs found in the tree are similar to those used by Gon-

charova on both the costumes (Figures 158, 159 and 161), as

well as the front-cloth. (Figure 162).2 In the watercolour

sketch for Scene I, (Figure 163), it appears obvious that

the set was to represent a series of borders, a constructed

tree and a backcloth with functional gateway in the centre.

The buildings painted on the backcloth are shown as Mat

and angular. The spatial representation of the backcloth

appears to be reliant on a pre-Ren ssance convention of

the piling up of forms. These forms employ depth, vet

there is only a general focus on perspective, eve

some r. ferences to the perspective,

., although

system are discernible.

These, however, are inconsistent. The space represented

on the backcloth Is generally negated through Goncharova s

use of colour. The colour, a dominant yellow, operates

against the creation of any sensation of depth. This use

0f yellow establishes a flatness of surface. The colour

utilized throughout the Act | Scene | set forms a harmonious

relationship with the frente loth and costumes, due to its

similarity of tone. Tne space within the stage format was

created by the constructed legs, borders and tree lorm.

These elements defined the stage space and establish.d

rhythmic pattern which were carried through by the decorated

legs up to the painted borders. This existing spatial,ty

which would be dominated by the dancers had as its focus the

construe.ed tree. This formed a focal area of interest,
and was centralized. The tree contrasts with the general
set In the use of a darker colour range. This colour s

more intense than that used on the backcloth, thus high-

lighting its importance. It therefore formed the primary

area of interest, along with the functional door in the

backcloth acting as a secondary focal point. The floral
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borders repeated the motif used in the tree form as well as

ihose encountered on the front cloth. When studying the
watercolour sketch for Scene |, (Figure 183), it i ke
observed that it is vivid, colourful, and expressive - a

unified scenographic statement that combined perfectly
with ihe scenario, choreography and music. The scenography,
as was the case with Rimsky-Korsakov*s music, was reliant

on the ethnic Russian heritage, deriving its inspiration

from the early Russian cultures - Muscovy motifs and rhythmic
musical sources based on ethnii tunes and timbres.

The study of ethnic sources was not only limited to Russia.
All European artistic oeuvres employed u similar research

of ethnic cultures. This reference to an historic past was

manifested in a revival of the post-Renaissance world view
as well as an interest in the art of Persia, China, Japan
and Africa. In all avant-garde worxs of the petiod, between
1890 and 1914, there is evidence of the use of these sources
the Chinese and Japanese influence on the Impressionists, the
influence of Egyptian art on Gaugun and the effect of
Africen .culpt-ire on Picasso, to mention but e few examples.
In the Le Cog d'Or production these sources can again be
recognized. Scenographical1ly Goncharova was utilizing
ethnic sources. In the music, choreography and scenography
there was a self-conscious attempt to realise and retain the
Russian national heritage. Yet the presentation of the work
was decidedly 'modern’'. The colours ar | forms of the
scenography, Rimsky-Korsakov'a melodic yet at times dis-
cordant music, the abstracted concepts both in the choreo-
graphy and scenog-aphy were all avant-garde in spirit even
although the sources for the work were retrospective. When
presented the production must have formed a visually as well
as aurally exciting and dynamically unified concept in a

contemporary idiom.

It is interesting to compare Goncharova's Town Sguare
watercoloui sketch for Le Cog d'Or, (Figure 164), with that

designed for the opera at The Imperial Theatre in Moscow by



Ivan Biliblne in 1909, (Figure 165)," Both

and Goncharova acknowledged that their

o.libinc

design inspirations

for Le Cog d'Or were derived from Russian icons as well as

Russian primitive peasant art.2 It is, however, notice-

able that the two artists used their primary sources .n

very different ways producing scenographic concepts that

illustrate opposite extremes. Bilibine's watercolour

sketch of the set uses simplification of means - areas

of flat colour, regular perspective and decorative

e'ements such as the foliage and cloud forms ton the top

borders). Goncharova, on the other hand, uses distorted

shapes, a flattened perspective backcloth and decorat,ve

elements such a, the floral forms which de-emphasize shape

as they cover all surface areas and thus present the

impression of an abstracted stage environment. Bilibine,

because of his use of perspective, presents a set that

occupies the 'real' stage area.

Other comparisons may be observed, namely: The foliage

forms In both Bilibine's and Goncharova's works are

simplified and exaggerated, yet whereas Bilibine uses

these as occupying an allotted space, Goncharova utilizes

floral forms as decorative elements whichcover and

disguise the architectural members ,nthe set. Further

Bilibine's borders are heavy stylized cloud representa-

tions, whilst Goncharo/' uses stylized drapery, again

covered with the Integrating floral motifs, thus creating

unified p'e oriel statement. In this comparison it can

be noted that Goncharova's set is far more abstract,

vibrant and colourful, whilst Bilibine's appears staid and

unimaginative. It Is obvious that both artists used

similar source material, yet Goncharova extended this

inspirational source so that it became a vibrant, innova-

tive work of art. Bilibine, however, utilized the source,

rendering a rather pedantic copy.

Goncharova used flats to represent cut-out building

backed by a backcloth in which

shape-,

forms are piled up one on
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top of the other. In Goncharova's design that which is

seen, such as the river and building beyond, are painted

one on top of the other and do net recede into the picture-

p.ane space of the backcloth. This effectively flattens

out the representational stage format - offering, as is

done in ihe frontclotn, mult pie view point . Although

the illustration of the Goncharova set is in black and

white one expects that the colour she used would be

similar to that wused in cene |.

Goncharova's design for the Town Square scene continues

her design intentions, and if compared with her front-

cloth and the Act | Scene | watercolour sketch this

similarity can be seen. In her scenography for Le Cof

d'0Or an equivalent, motif usage is evident. The same

floral form is used which literally covers all surlace

structures a comparable flattening of the perspective!

system is apparent and a comparative use of decorative

borders is evident. Goncharova's stage designs for W
Coq d'Or illustrate the ideal of the heights reached by
the painterly school of desit, rs ¢ it presents a vivid

painted stage picture within the frame of the proscenl.m

arch. Not only is it an exciting and innovative work

but it goes much furthe.r than the other works executed

by the stenographic artists of the Ballet Russe. It

succeeds in flattening the backcloth, thus complying

with Apple's idea that this cloth should not present

the "unreal measure of the stage picture format".

Roerich achieved this, although Iles* successfully, in

his Prince Igor ddcor (19*9) and later Bakst obtained

similar results with the Carnavaj and Scheherazade

(1910) settings. Although these designs formed a unified

stage picture, the climax of a painted stage pictorial

statement before the advent of LejCo”tTOr was reached in

i_e coq d'Or designs the old type ol monochromatic

illusionist, inconstant aesthetic stage picture format



was no longer in evidence it had been replaced by

vibrant, exciting visual concept.

It is not surprising that the mos. academi o ihe -':s
artists Benois criticised Goncharova's 9
She /"Goncharovsz had performed her task splencn
from the point of view of an easel artist, bul
her work was perhaps not so fine from the purely
theatrical point of view.
J lIging by the illustrations shown here Benois stateme
seems a bit absurd. Even his more successful works,

as the designs for Petrushka (1911), were created withi

framework that presented a spatially illusionist stage

picture. In a contemporary review Buckle states that
Le Coq d:0r was
the real hit of the 1914 Paris Season, due

to Goncharova's designs, though critical opin.on
was divided as to its success as a new way o

pr.scntinq opera. In Coq d'Or another ™x»rvel
from Russia was given to the world, it was ¢ es_|
trogv Ini i!
Th hu i rpg d10r designs maf considered the peal
achievement of the scenographcr ir the Ballet kusse.
It presented a culmination c¢1 n the design principle:
previously employed by the Russian designers. It was

unified decorative work, using expressive shapes and

colours that were innovative yet perfectly in keeping ,With
the other elements of the opera*ba1tlet . It was a ta:
Gesamtkunstwerk. It convin< the audience, as can be note
from Buckle's quotation, of a colourful theatrical painted
picture in perfect harmony with the other elements of the
work, while in no way trying to disguise its method of
presentation. It created an alternative world - a wor 'd
of a vibrant, contemporary paintirg. It was in tact a

work of art presented on the stage in conjunction with the
kinetic aspects of the performer movement as we 11 as the
aural timbre and tones of mus(i:c. It ecu ld be termed a

"total theatre"™ presentation.



The other productions for the 1914 Season were rather
unexciting in their design content. They were merely
extending the ideas of the previous season and, unlike
Goncharova's work, introduced no innovative ideals in

stage design concepts.

Of the last two ballets of the 1914 Season Le RosslignoU,
an opera with ballet, was premiSred on 26th May 1914 and
Midas, which was thought to be an "ab urd work", on 2nd
June. As for the rest of the 1914 Season, especially as
far as the scenography of these productions was concerned,
one may agree with Lieven that:
The 1914 production. La LrSgende de Joseph, Les
Papil1llons, Midas and Le Rossignol | ... none of
these ballets proved imp< rtrnt and they did not
remain long in the repertoires.’
Le Ross ignol1 was designed in a style which, it may be
argued, was too it dul gent in its use of chinorserree¢
Benois' designs, two of whKh survive, are amongst his
least inspired. The frontcloth, (Figure 166), was based
on a Chinese painting.3 t presents a rather staid
academic copy of Chinese painting which, when enlarged
to the proportions of the stage format, must have seemed
far too cumbersome for a derived art form which relies on

delicacy of line and colour for its effect.

The interior court-hall scene, (Figure 167), tare' a little
better with its My lized false proscenium drape ies, cut
a curvilinear pattern and painted in tones of red, gold and
biUe.* Here the too-detailed room beyond these My 11 zed

forms was at variance with the flat pattern framing

curtain.

In Petrushka the ideas that Beuoi formulated, of a
stylized proscenium and Illusiorlstic Shrove Tide Fail
scene behind it, worked exceedingly well mainly because

of his use of the connecting theme (in colour and design)
of the Puppet Booth and Cells. In Le Rossignol1 this was

negated by the Ulus ionistlc representation of the room,



with very detailed throne, canopy and painted statuary

the ba )th. Unlike in Petrushka, the combination of the

Hi usion,,tic setting and the formal flat patterning of the

false proscenium does not form a cohesive whole.

The dScor for the production of Le_Rossignoljl was seldom

used and Diaghilev had the production re-designed by

Matisse in 1920 as a one jet ballet, called Le Chant__du

Rossigno1l.

The designs executed by Benois, it is argued, would not

relate to Stravinsky's innovative musical composition.

As David Hockney who re-designed the work in 1982 for the

Metropolitan Opera in New York stated:

Stravinsky's shimmering music embodies the
elegance and refinement of the Chinese
emperors' court. The music's transparent
quality brings to mind delicate porcelain
glazes, not the Chinese painting found m
Benois' original concepts. These original
designs did not vivify the scenes when the
music suddenly goes soft using undulating
rhythms, and then abruptly changes to harsh
angles. I want to capture the jagged lines
of the music.1

In his evaluation of Stravinsky's musical structure for

.»,S Opera and its relation to a design concept Hockney

appears to be far more pciceptive than

Benois. His
criticism of Benois' original designs for the work seems
to be correct. They do appear dull and unrelated to the

innovative musical composition by Stravinsky.
The production which followed le RossignoH was Le LAgende

de Joseph. U Ltfgqgende de Joseph had a score commissioned

by Diaghilev from Richard Strauss. Diaghilev attributed

great importance to the score, with the composer conducting

his own music at the preml&re. The score had been

commissioned in anticipation of the Ballet Russe's Berlin

Season in October 1914, but the First World War prevented

the giving of any performances in Germany and the ballet

was produced only in Paris and London .

Sert designed the ddcor and Bakst was in charge of the
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costume conceptualization.' Fokine, reinstated as resident

choreographer for th- Ballet Russe, was responsible for the

choreography.2 The setting was purportedly inspired b/

Venetian paintings of the late Renaissance, particularly

the works of Tintore to and Veronese. A strong influence

of the work of Tin to tto can bo seen in the use of the

Solomonic .olumns pa nt d on the backcloth, (Figure 168)

similar to those he ed in his Christ in the Temple/Christ

healing the Blind Man tapestry, cartoons and paintings.

A difference found in the backcloth painting compared with

the works of Tintoretto is that the painting of the columns,

for example, is of a much looser nature relying on broad
areas of paint as can he expected by the designers working
for the Ballet Russe by ihis tage. The set appears, from

the photography. (Figure 163), to be reliant on the use

of an overwhelming scale of proportion possibly reflecting

the grandeur of a recreated Renaissance spectacle. How-

ever. visually the individual components of Serfs de'cor

seem to be rather disparate. For example, the Baroque

columns have loose p inted surfaces in conjunction with

the linear illusionistical ly painted plinth structure.

The arches exist on the same surface on the stonework.

This grandiose i1lusionistlc setting relates direct I" to

the type of design found on the stages of European opera

houses prior to 1900. It is therefore a reversion to the

manner of design to which the Ballet Russe appeared to be

opposed. This is especially the case if Serfs design is
compared to Goncharova' . for Le Cog d'Or during the same
season. Goncharova's set exemplified the revolution in

the painted scenographic context, whereas Serfs ddcor

appears to revert to a formula that is distinctly retro-

gressive. The only innovation ’'hat could possibly be found

in Sert's work was the looseness of paint in certain areas

and this had already been achieved by Roerich in his 1909

scenography for Prince Igo_r, (figure 51).

Bakst’s costumes for this work, (Figure 169), appear



incongruous if compared with the set. The only similarities

appear to be the top heavy nature of the costumes as well as

Bakst's reliance on line as an important decorative element.

The costume sketches appear to present a lavish version of

late Renaissance costume types. However, they are cari-
catured in their presented form. This almost absurd quality
in the drawn figures may well have been transferred to the

counterparts on the stage. If the costumes had been made in

accordance with the Bakst designs they may have appeared

somewhat comical, because of the top heavy elements of the
design - such as the heavily padded shoulders - as well as
the feathers in the head-dress with their oddly angled

positions. Unfortunately no costumes or photographs appear

to have survived.

The colours and fabrics used in these costumes were sumptuous

but not vi ually as exciting as Bakst's designs for Schdhgra?

zade or L'Ap, ,-mlwi d'un Faune; they appear to have been

far too cumbersome and because of their bu1 it would

probably have been very difficult to dance in them.

Le Lggende de Joseph was not a success. 1in |hL mimed

of Potiphar's wife the singer, Maria Kuznetsova, "dis- A

appointed the public mainly due to her stylized movement'.

As for Massine, wno portrayed Joseph,his success, according

to Kochno, Buckle and Lieven, was because of "his physique,

the Byzart ine beauty of hi face, and the suppleness of his
body" . #
There were, however,

a few favourable reviews for this work.

One critic, Alfred Brucon, wrote:

With his good taste M. Michel Fok ine brings back
to the Russian Ballet all the graceful attitudes
and harmonious gestures which M. Nijinsky, w.th
his grotesque Ideas, sought t > abolish.

Besides Brucon's review the work was generally not well

received/4 and the scenography was neither esciting nor

appears to have presented a unified concept- judging from

the existing photograph and Bakst's costume sketches.
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The ballet which followed was Les Papilions which was

con
. 1
ceived as a segue1 to Carnaval!. It represented the
. . t was
departure of the guests after a social evening,
generally given as a curtain raiser.’ The music, as in
Carnaval, was by Schumann.

lakst design ed the costumes but they w re so reliant on

those he had previously e ecu ted for Carnaval that Lieven

states: "Even the costum , weie taken from Carnavaifl.
From the photograph of Karsavina, f19uUré 170), for this
ballet this could appear to be true, even though Kochno
states that : "Bakst drew on the Bieder er style;  he
worked from German fashion engravings o he 1830°s™.3
Bdkst did n however* $ ¢ Jjse the Carnaval costume
executed in 10, as is e t by studying the sketches
for the Les Papilions cos » Which are dated by Bakst
as 1912, LFigures 1/1 and Yet they are certainly
very similar, as can be s f figures 171 and t72 are
compared with figures 7o, nd 78 from Carnaval. They
offered nothing new in Bn design concept but only
regurgitated a previous s utilized by himself.

The ddcor was designed b> young Russian painter
Doboujinsky.4 Dobouji’ , original design has been
lost but Il.ieven described it as showing

two arbour with a representation ot a
fountain betwe-n them. This was very charming
ana p' °*ical in its conception.”
As no visual records se M to remain of this ddcor, besides
a later remembered rough sketch in Beaumont's "rive

Centeri e. of Ballet Dt ign",’ no evaluation ol the scene

can be made .

The fourth new ballet presented in 191« was Midas with
iuslC by Rimsky-Kor akov's son-in-law, Steinberg, and
scenery and costumes "in tho style of Mantegn by Dobou

jinsky".A Nothing appears to remain of this work;
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CONCLUSI ON

The stenographers of the Ballet Russe's productions during

the 1909-1914 seasons in Paris brought about innovative

changes in all aspects of set and costume design. Before

the advent of the Ballet Russe. ballet scenography tended

to be merely functional,1 but inconsistent in its use of

settings, costumes and properties. There was no real

concern with the visual integration between sets and

costumes. Further there was no visual unity because of

the di fft r.'nt craftsmen at work on various aspects of

production, without an overall concept governing their

individual efforts. Designs in ballet production pr.or

to 1900 were executed for the sole purpose of decorating

the stage areas with backcloths, legs and borders. These

decorated elements were often In conflict wi n one another,

and alien to the scenario of the work. At most times there

was little or no relation between the scenario, setting,

costumes, choreography and music in the presented work.

It was because of this inconstancy that this period came

to be termed "that era of decline in ballet presentation’

The most successful works by the Ballet Russe designers

reflected a change in approach to set and costume dcs g

Generally a greater concern with integration was to be

5een in these works. A visual unity was achieved, as well

, a compliance with the scenario, music and choreography.

In these productions this concern with unity undoubtedly

reflects a conscious attempt to create a Gesamtkunstwerk.

This was clearly Indicated in Benois's writings:

ing to The World of Art magazine to see the
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fulfilment of all aesthetic units on the ballet
stage.’'

Most of the works performed by the Ballet Russe presentee

a unity or entity: that of settings - usually painted

cloths, wings and borders - costumes, properties, scenario,

music and choreography.
A brief examination of the ballets as a whole reveal that,

it anything, innovations in musical scores were, at times,

more advanced than the designs that accompanied them.

This is evident in the study of such a work as Le Sacre du

Printemps .3 When existing musical scores were adapted

for specific ballets,4 a unified concept which harmonized

with the scenography , choreography and scenario was also

at times in evidence, examples being Scheherazade, L'Apre?*

midi d'un Faune and Cieopatre. Thus, although the emphasis

has been placed on the works of the stenographers for the

Ballet Russe, consideration has also been 91vt n 1° thc

accompanying the works in accordance with its relevance to

the Gesamtkunstwi rk theory , as may be seen in the produc-

tion! analysed as well as Bcnois' earlier statement. The

Gesamtkunstwerk theory was of primary importance in the

evaluation of the work presented by the Ballet Russe during

the 1909-1914 period. It is of great significance to the

history of scenography that the Ballet Russe commissioned

artists rather than craftsmen to design the productions.

The fundamental traditional values of pictorial integration

and harmony in the visual arts, not surprisingly, was

extended to encourage many of the agists commissioned by

the ballet Russe to work in the traditions of

painterly
stage format. Not only were fundamental pictorial values
now introduced into scenography but techniques used in

painting influenced the execution of the backdrops, front

curtains, etc. A very much more painter'y technique
evolved, this being due to the influence of stylistic
developments in painting in the late nineteenth century.

The term painterly school of scenography has thus been



used by numerous scholars1 with reference to the Ballet
Russe designers of this period (1909-1914). This is

particularly appropriate with reference to the works of
Bakst, Benois, Roerich and Goncharova. (See for example

Bakst's backdrop for L'Apr6s*midi d1un F.iune) .

As has been stated in the text the artists who worked on
the scenography for the Ballet Russe also worked together,
prior to their scenographic endeavours, on the arts

magazine Mir iskusstva.

Before Diaghi lev's arrival, Benois was the leader of M_r
Iskusstva , earlier vailed The Nevsky Pickwickians. Later

Benois was given the title of "Artistic Director of the

Diaghilev Company", as well as being the curator of the
Hermitage Museum. Ir his theoretical aims Benois admitted
four important influences on his, as well as the other

scenographers for the Ballet Russe's works:

FIRSTLY, the dancers Virginia Zucchi and Isadora
Duncan, who, by the expressiveness of their
dancing, convinced him that ballet could be taken
as a serious art.°

SECONDLY, the painters Korovin and Golovin-5 who
first designed scenery an' costumes for the
theatrical seasons of Savva Mamontov's Private
Opera Company in Moscow. Benois also notes that
Korovin and Golovin made use of freer paint appli-
cation in their early set designs (for Mamontov;
and that this technique influenced him (as seen
in his Petrushka scenography), as well as
corresponding to his ideal that ddc.or should
have artistic values instead of being merely
crafted objects.”?

THIRDLY, the influence brought about by the study
of contemporary European artist ¢ modes under-
taken by all members of the Mir Iskusstva group.
Benois notes that the artists belonging to this
group were influenced by the JungenstTl as well
as the Fauves, as clearly can be seen in his

use of colour and motifs In the Moor's cell

scene from Pcti tshka.

FOURTHLY, the siccessful ensemble playing of the
Meiningen Company under Chroneqgk (visiting St.
Petersburg in 1885 and 1890), the Moscow Arts
Theatre under Stanislavsky and the work presented
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Benois - a technique that could not have been achieved had
Benois not come into contact with Bakst, the Abramtsevo
colony's works, the artists Vrubel and Mussatov, nor been
part of Mir I*kusstva, with their interest in both con-
l.iuporary Russian and European artistic traditions.
Although most of his works were characterized by a quality
of visual integration' they did not compare with his

innovative work for Petrushka.

After 1914 Benois only designed two other works for

Diaghilev, the two Gounod operas Le Medecin Malgrr5 Luis

and Philemon ana Baucis in 1f,24. After these two works

Beno's complained: "Diaghilev no longer likes my decors.
2

I cai't understand it". The reasons seem obvious.

Altlough Benois1 designs broke away from the conventional
type of ballet design and hi; work for Petrushka was
innovative, his techniques hardly changed after 1911
always combining an illusionistic, painted format, hinting
at depth,with a free use of paint application. At times,
as can be seen in his watercolour sketch for the ddcor

of Pr inee Cygne in 1928, (Figure 173). the ddcors were of
a more stylized design, and he continued to derive
inspiration from Russian ethnic art sources. The water-
colour sketch for the ddcor of Prince Cygne also appears
to illustrate the influence of Goncharova's work, especi-
ally her Le Cog d'Or designs on Benois' scenography. In
both works there arc parallel elements to be found such
as the floral decoration incorporated in the legs and

buildings as well as the stylized border drapery.

It is curious that, with the solitary exception of Bakst,
all designers who had worked for the first five seasons
of the Di ijhilev ballet were abandoned after the sixth
season in 1917. This cou’d partly bt explained by the
outbreak of the war which separ.ited Diaghilev from his
Russian contacts, but was also due to the change in
Diaqhilev's taste - he began using European avant-garde

artists such as Picasso, Matisse, Braque and Mir6 to
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execute the scenography for his ballets.

The other early designers for the Ballet Russe were Russian

painters like Roerich, who designed the brooding, colourful
and later those for _Le Siere du Printemps (1913). Roerich
based his designs on archaeological studies as well as

his work at the Abramt <evo colony. He also incorporated

a variation of the Fauve nalette in all his scenoqraph ic

endeavours.

Another designer who worked on the early Ballet Russe
Seasons was Golovin who designed the first production ot
The Firebird. Anlsfeldt. Dobou iinsky. Korovin and
Soudeikin, all Russians, a1so contributed during this
period when "exoticism" was the quality most admired and

sought aft ?r by the Parisian audience and critics alike.

Bakst was the one designer who achieved most in the area of
"exoticism". His Cl<?opatre. the first he designed for the
Ballet Russe in 1909. was an indication of the revolution
in colour and design which was to be associated with his
name. Bakst's palette was directly influenced by the
Impressionist, Nab > and Fauve schools, as well as derived
from his study of the colouring in Russian peasant textile
designs and the pure colour employed in icon paintings.

The costume designs for C16opa tre were the first of Bakst's
exotic creations. They remained, however, firmly based on
Egyptian prototypes. In ClArpalri a total break from the
traditional tutu for the ballerina was brought about by
Bakst. He designed costumet* which were indicative of a
distinct period, style and geographical Ilora1e and were

no longer re 1iant on existing formulas.

Bakst's designs for Sch<$hei ,/adc, illus rated this break
with conventional ballet costume to an even greater extent;
dancers were not dressed in tutus, point shoes or even
varlegated tights. Later Bakst .ntroduced a simplified

variation of tight'- for men, for example in the Harlequin



costume in Carnava1 (1910) as well as in the Faune's
costume in L1AprSs-midi d'un Faune (1912) , and he was
the first to utilize contemporary dress in ballet, as

seen in Jeux (1913). '

In his designs for L'Aprds-midi d'un Faune (1912), the
painted backcloth took on anew aspect , for rather than
being an illusion istic representation of place, on stage,
the backcloth presented objects decoratively arranged on

a rising scale of dimension. This negating of an illusion
ot depth, tfie unreal measure according to Aopia, was one
aspect new to the painterly school of designers. In

this ballet Bakst also keptthe lower third of the back-
cloth relatively simpl', u ing larg areas of flat colour -
thus throwing the performers into greater importance and
prominence against the pain ed scenery. This did hot
detract trom the general painterly impress ion of the stage
picture, but it gave the per:ormer the importance which
Appia called massgebend, that is, the performer now became
the unit of measurement on the stage and wos not at vari-
ance or in conflict with the scenery . In this 1912
production the scenography of the Ballet Russe had

arrived at a solution which had evolved through the
productions of Le Pavilion d'Armide (1909), Carnaval

(1910) and Schfhfrazade (1910) .A

Although after 1914 the subseguent Ballet Russe steno-
graphic output was considerable is well as varied, it
showed the influence of the early designers such as Bakst
and Benois. The fundamental chjnges of thinking in
acenographic terms, especially as far as ballet produc-
tions were concerned, was manifest in the productions of
the 1909-1914 period. However, radical innovations in
design were to occur in the post-First World War Ballet
Russe sccnograph ic enterprises. It should, however, be
noted that these innovations to the painted stage
picture would possibly not have occurred had it not been

for the work ol the earlier Ballet Russe scenographe rs.
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These early designs were characterized by a unification of
the stage environment behind the frame of the proscenium
arch. Generalizing - Ballet Russe stenography between
1909 and 1914 showed a concern with:

A use of period designs based on the stud> of

history that was not at variance with the
scenario.

A unity of motifs and design in both costumes
and ddcor.

A unity of colour combinations which differ
radically from the previously wused monochrome
settings and variegated costumes.

The use of a pervasive paint texture which linked
all the scenic elements. ihis displayed a concept
of scenography which was not based on an illusion-
istic presentation. This aspect was in direct
accord with the symbol Ist theatre dictum (as
reflected in the writings of Paul Fort) that the
stage should be seen as a theatrical environment
and nothing more. un environment that may evoke
otherworldly correspondencos, yet still be recog-
nised for what Tt was - an artitac

The designers for the Ballet Russe did indeed evoke other-

worldly correspondent in some ot their works, this find

ing its parallel with Awurier's d fin it ion of symbolism.

They also replaced illusionist,: representations with

symbols of place.? Sometimes it would be in a subtler

mode as found in Carnava | and Le Spec tie de la 7O0s

(where Nijinsky represented a symbol for the Rose).

At other times, for example, Bak.t would design works

that were both vivid and bold In their conception - works

such as Sch”'n*ra/ ade .

After the developments exhibited in Bakst's, Benols

Roerich's and Goncharova 1t stenographic works,

Diaghilev's next presentations represented a climax,

that was still painterly, but removed from the parochial
experimentations of 'he 1909 to 1914 seasons. This may
clearly be discerned in his first production alter 1914,
which was Parade presented in 1917. 1t is important to

consider briefly the scenography of Parade, as it
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furthered the painterly stage picture which had been
inaugurated by the earlier designers for the Baiiet
Russe .

With Parade Oiaghilev accepted, for the lirst time, the
challenge of a totally avant-garde European painting
style, and made the decision to look /o Europe 1athei

U an back to Russia for design concepts in his repertory.
Parade , with the collaborative efforts of Satie (music),
Picasso (Scenography), Cocteau (scenario) ana Massine

(c oreography), was an extraordinary work pre-l iguring a

good deal about the tone of the art

of the early twenties.

Tiese elements were found in its often humorous reference
to the pooular art of the music hall, its delight in toe
absurd qualities of contemporary life and the surroundings
of the modern world - as in the appearance of skyscrapers
in the costuming, (Figures 174 and 1/5/. These structures
designed by Picasso, as worn by the managers, (Figures 175
and 176), hint in their Cubistic construction at the sub-
jugation of the dancer to decorative ideas, a factor which
was to become increasingly prominent with the Ballet Russe
during the twenties.
Diagh ilev had met Picasso in 1916 1 in Paris, and had
commissioned the design for Parade then. Crisp describes
the ballet as

The Petrushka of the avant-garde: this time

the old Charlatan becomes the two preposterous

Cubist structures (Figures 199 «nd 299) of the

Managers and the hapless Dolls of fokine s ballet

became the rejected figures of Parade - a parade

being a comic "trailer"” to a travelling theatri-

cal performance and the whole point of Parade is

that despite the entreatie of the Managers and

the appearance of the dancers nobody goes to see

11.; show.?
Thus, resides continuing the ideal\ formulated by the
earlier Russian designers, Picasso also seemed to have
relied on the earlier scenograph ic concepts as initiated
by Benois in Pet rushka. However, he extended these
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Mir<5, Gabo, Pevsner, Yakulov, TchM
Bouchant and de Chirico,

ichev,

It was through the employment of avant-garde artists

(begun by Diaghl'.ev's use of Picasso's scenography in

Parade), that one finds contemporary stenographers

employing existing avant-garde art styles w.thm their

stage design format. For example, Michael English
his 1973 ballet setting for Whisky-Coca, (Figure 203),

depicts a Pop-Art setting where the bubbles

Tom the
painted, broken Coca-Cola bottle form a three-dimensional,
plastic element on the stage floor. The costuming for
this ballet is also noticeably contemporary - an element

that can be traced back to Bakst's wuse of contemporary

costumes in his 1913 production ot Jeux_.

In analysng contemporary scenography, or even con tempo-

rary ballet design, it must be noted that since 191K, man,

different and diffuse movements and

technological develop
ments have influenced scenography. Thus one could trace
the development of Constructivism. Dadaism, Surrealism,
the work of The Bauhaus, Formalism, Minimalism, and
Expressionism on scenography. Certain technological
developments in lighting - projected as in cinematic and
photographic montages - have also been assimilated into
contemporary scenography. As Bablet states:

There are no more exclusively P*inte?’A °

Qrnilntiire. |
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As Bablet argues, however, without the experimentation

and innovation within the sphere of ballet costume and

set design made by the stenographers of the 1909-191"

Ballet Russe seasons, the

revolutions in stage design principles
during the twentieth century may have taken
longer to maturate, if indeed, come about at
all.’'

This stenographic revolution which had begun with the

Russian artists Bakst, Benois. Roerich, Golovin and

Goncharova, working with the Ballet Russe prior to

191k, at its best , has led to a more positive extension

of ease 1 painting in stenographic endeavours. This

aspect of ballet stenography - the employment of avant?

garde painterly styles in design - is still prevalent in

ballets which deal with abstract or contemporary themes.

However, in more traditional classical ballets the

concepts of stenography tend to revert to an earlier

era of design. An exception would be Georgiad is

stenography, which is in closer alliance with those

ideas formulated by Bakst and Roerich.

The most important contributing factor was that steno-

graphy after 191k followed existing artistic trends.

There was no longer a pervasive unity of style, as found

in most of the 1909-1914 Ballet Russe stenography, for

the use of established artists appeared to encourage

diversity and individualism. This was, indeed, a positive

aspect In stenography. The negative consequence was due

to the artist working in isolation;

of stenography to the rest of the elements of the ballet

such as scenario, cho,eography and music, was at times

lacking. There was, therefore, no ideal of Gesamt kun_sj_*

werk or total theatre apparent in the more excessive

designs. It would appear that Parade began this tendency

in stenography especially if one attempts to analyse and

integrate Picasso's front curtain with the rest oi the

therefore an integration
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scenography and the ballet as a whole.

Avant-garde design after 19U appeared merely to re-

create existing art forms, enlarging Cubist, Rayonist or

whatever fashionable art movements onto the larger dimen

sions of the stage. They were the start of the eclectism

that has now become the norm as shown in the earlier

Bab let quotation. This movement was at times harmful

the concepts initiated by the earlier designers of the

Ballet Russe, in that the unity of the stage presentations

was not always achieved and the perft-mer was at times

lost in the general exuberance of the ddcor.

The scenarios were also at times completely submerged in

the egotistical interpretation of th? designer. 'his

eventually led to what Clement Crisp claimed to be a

reversion to the old type of stage design in ballet,.

As Crisp states :

which had been completely exorcised

oy
early designers for the Ballet

Russe.*

The designers working for the Ballet Russe between 1909-

,9 ,, did formulate a style of stage presentation which,

because of Its employment of the Gesam.kunstwerk theory,

symbolism and the use of contemporary motifs and colour

in their work, initiated a change in the aesthetic values

employed in ballet scenography. Without their experimen-
tation development in scenography may not have advanced

as rapidly nor have been as successful In the painted

stage environment.
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Percival , J. The World of Diagh ilev, page 91.
Bab1et, P. Revolutions in Twentieth Century
Stage Design," page 52.

2 Benois, A.Reminiscences, page 3/.

3 ibid. These artists also designed for Mamontov
as well asDiaghl I"" (Boris Godunov) .

4 Benois, A. Reminiscences, page 60. Further
emphasizing his Gesamtkunstwerk_ idea1.
ideal of the Uhermarionet te.

2 As discussed in analysing Vasnetsovils The Snow
Maiden in Chapter Two.

3 Buckle, R. Diaqhilev, page 205.

4 Ibid.

5 Discussed intext when analysing Petrushka.
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Percivail, J The Wor >d of Diagh ilev, page 96

Ibid.

The tights now displayed the body form (in Kobo)d
and the Harlequin from Carnaval) in an abstracted
costume silhouette, and in Jeux Bakst d'signed the
first ballet to use contemporary dress.

This evolution is clearly delineated in this
dissertation when analysing and comparing the
ballets in their sequential, historical develop-
ment.

Bablet, D. Revolutions in Twentieth Century
Design, page 28.

In such ballets as Le Pavilion d1Armide , _Les_
Sylchides, Giselle, Le Cog d10r 'id Petrus hka_

H~IToTecr in'TFie- clTsc’ ssTon of these works.

Aurler's definition of symbolism is dwmsscussed in
context in Chapter One.

Le Cog d'Or and L’AorSs-midi d'un Faune. as noted
in the discussion ot these works.

Crisp, C. and Clark, M. Design .or Ballet, page
123.

Ibid.

Cocteau, J. Cock and Harl page 123.
Apollinaire, G Parade Pr>qramme, 1917, page 4.
The illustration shown is of The Festival Ballet's
revival of Parade based on Picasso's original

front-drop.

Bablet , D. Revolut ions in Twentieth Century
Design, page 47
Other avant-garde experiments were f''ose initiated

by the Futurists (in cabaret theatre) and
Suprematists (such as Mai lavin in his Luna Park
toncer ts).

Ibid.
Crisp, C. and Darke, M. Design for Ballet, page 244

According to Crisp and Clark tl.is exhibition of
personal style in scenography was, at times, too
strongly express ive - this negating the Gesamtkunst
werk theory by submerging the work, and making it
secondary to the scenog raphy .

leth Century

Stage Design , page 21G.
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Ibid.

scenog raphy.

ANaAMArMirdr?ArA™®nvAa2Aa2AnrMArijal?r®w HDh''™the

side show .cenography, w.th the American 1|)P
dancer, the Chin.se Conjuror or the managers

the work are distinctly alien.

Examples being:

Larionov's Le Soeil dc Nuit and Le Renaj*d-—--
Chagall's The F~ireFird#*

Rose's Foem of Ecstacv,

Oe Chirico's Romeo and Jul'~t.

Arpino’'. The ftelatlvHTAr Icarus.
MacMillan's Fl ite Syncopat ions, etc .

Crisp, C. ano Clark, M Design for Ba1let, page

This statement does not deny the effect of the
plastic stenographers on the stenographic
development of the time (1905-1914).
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\PPENDIX ONE

RUSSE

Functional ity in stage designing is obvious,, not — aril,

aesthetics as:

te B IES S S

is different.’

Z Z iZ T in rl1Z % Z L % " Z | .u s to the appreci-

ation of intellectual beauty in a philosophical or

= S = #

men t

T.,e Arts and Crafts Movement "brought a revival of arlislic
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and c¢c. R. Ashbee (.863 1942) were employed by most of .‘'e

artists working for the Ballet Russe, especially those w o

had previously worked at the Arts and Crafts centre o

Abramtsevo.'

The Russian designers were attracted to the .dials of

synthesis of art and craft which, when put into pract.ce

in their stage designs, led to the scenographer replacing

the craftsman in the theatre, which had

not previously
been the case.2 The

scenographer simultaneously func-

tioned as the artist , designer and craftsman.

Aesthetic functionalism was used in the theatre by the

piastic school of designers as well as the Cons.ructiv,st

..cenographers, but only came to fuil fruition after the

First World War. These stenographers were to utilize

the stage area and the structures within this space as

constructed, functional objects, representing their

functionality as constructed pieces in their own right,

not disguised as settings other than those they repres-

ented. These designs, whether they consisted of mult -

levels and symbolic three dimensional structures, or

scaffolding and mechanical machinery, were rot considered

or used by the pre-first World War scenographer* for the

Ballet Russe. The designers for the Ballet Russe regarded

functionality as the utilizing of the stage format to its

ultimate practical function, that of achieving a viable

working space which corresponded to, end a- .d the

scenario of the ballet as well as the mo.ament and tlow

of the choreography, rather than hinder It as was the

ease in earlier ballet productions such is Swan U ke,

(Figure 2).3 The functionality of the Ballet Russe A

settings did no' exclude the use of symbolic structure |,
yet these were executed in a painterly manner and not in

lhe abstracted structured format of the settings executed

by Adolphe Appla. Gordon Craig, H'levich or Heyerhold.

"Ballet designs before 1900 were sometimes functional in

that they could be utilized in production - but they were



fiirely dssthe <%c'1.

Thu turn, "aesthetics"” tend to be general iced and the very

nature and study of aesthetics is so complicated .hat for

he purposes of this dlssertatio, compact def.n.tlon

-,usu be formulated (which Is of necessity ove.-simpl. .e ).

|, an essay on The History of_ Hodern_Aesthe tics” Professor

ernest K. Mundt has pointed out that Immanuel Kant was the

forefather of theories that separate aesthetic "form"

from aesthetic "content".'* For a century and a hail Ksnt s
interpretation of

llectualism” and "Sensualism" has

had the following effects:

Pis cat gory of (a) "Desire" has been used for theories

of sensualism and empathy! of Visr.her, Vipps, Lee and

VSrringer. His category of (b) "Pleasure" and "Dis- A

pleasure” have led to the formalism and "pure visibility

of Herbert, ZImmermann, Fiedler, Hildebrand and WBfflln.

His category of (c¢c) "Knowledge™ has yielded theories of

idealism that are maintained in terms of Iconology by

Panofsky. The writings o' Alois RiSgl may have acted as

a catalytic agent among the twentieth century German
Aestheticians. seconded only hy -ie,ache's

d.vis.on

of the arts into those having Dionysian' and those

having Apolloniant characteristics. Kant's separation

of "form" from "subject matte." is the primary pr.ncp'e

which has provoked widely diffe.ng theories of aesthet.es

,h his Interpretation of Kant's concept of "aesthetics",

Meyer Shapiro offers an alternative position to the d.vi-

sion between aesthetic "farm" and "content”. Approaching

tyle In 'he context of Its broad use'utness for cultural

,-story, Professor Shapiro eo.nis out that

S IE p E

, may ca 11 express ion) .5
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In Aesthetics To-day Shapiro has argued for an approach

that advocates a unity of aspects - those of form, motif

and relationship into an overall aesthetic expression,

in order that an harmonious unit may be formed; the most

important factor being that any work considered aesthetic

must have "a unity of style and content . The idea

that a stage design, in order to be considered aesthetic,

must have a "unity" 1is an important factor in this work

as it relates directly to Wagner's theories of Gesamt”

kunstweik.
j- 0. Dwyer and R. le Mage further claim that

Fine Art is principally concerned with the
production of works of aesthetic *'9n

as distinct from useful or applied art which
utilitarian in intention.

This statement could cause a problem as the term aestheii

when applied to the area of stage design, presupposes the

finished product to be both "beautiful” as well as

"functional". A further pointer is that even the word

-beautiful” is ambiguous. The contemporary use is often

subordinate to the use of aesthetic. Roger Fry feels that

aesthetics would explain the two distinct uses of the word

"beauty" . 3 Firstly he refers to the aesthetic approval

of works of imaginative art where the images presented

are of extreme ugliness. Secondly Fry refers to "beauty"”

as "super-sensual". Here it |Is concerned with the

appropriateness and intensity of the emotions aroused.

When these emotions are aroused in a way that satisfy

fully the needs of imaginative life, "one experiences

those heightened sensations because they possess pur-

poseful order and variety in relation to those

"emotions".A Fry further states that the artist, when

involved in the creative process, is aware of the type

of emotion he intends the wo. to promote. The chief

aspect of a work of art, according to Fry, is unity.

Unity of some kind is necessary for evaluating a work

Art Therefore, if the Gesamf.kunstwerk theory is



applied correct ly, as it was by the designers for the
Ballet Russe, the work would have unity and could,

possibly, be considered a work of art,

Herbert Read echoes Fry's theory of aesthetics and adds

another dimension to the theory of "aesthetic appreciation"

which is particularly relevant to this dissertation. He

regards a work of art as a natural phenomenon, an object

on which to focus wi h uniform scientific precision.

Many theories of aes hetics have proceeded this
assumption. Read claims that Theodor Fechne. the
father of modern aesthetics- 1 first introduced the

factor of association int, the field of aesthetics in

1867. Since then much theorising has been done on what

might be called the subjective aspects of art appreci-

ation:

A work of art, however concrete and objective,
is inevitable in its effect: it demands the
co-operation of the spectator . and the energy
that the spectator puts into the work of art
has been given the name "empathy

In artistic contemplation one does not find in the particular

object "our real self" but only "something physical". The

liveliness of a red is not our vivacity, but there is

in the specific object (for example in the
perceived or imagined red) something v.vacous
and it is this which radiates back and gives our
self the corresponding quality. One must not
call these recognised feelings but, more
accurately, feelings of empathy.

The German word EinfUhlung - "feeling into" - is, according

to Vernon Lee

derived from the verb "to feel oneself into

Something” ... and as it is now consecrated and no
better occurs to me, | have had to adopt it,
although the |literal connotations of the German

word have surrounded its central meaning.
A simpler definition by Mart in Buber was that

Empathy means to "glide one's own feeling into



the dynamic structure of an object, a crystal or
the branch of a tree and, as it were, to trace it
from within, understanding the formation of the

object with the perception of one's own muscles: it
means to "transpose" oneself over there and in
there.!

The theory of empathy, is uknl ied to the sphere of seeno-
graphy, should be a guiding facto', because in any aes-

thetic judgement the very n.ture of the experience -

especially the theatrical experience - demands involve-
ment.

Taking these viewpoints, the term aesthetic - for the purpose
of this work - would signify a visual statement that has
unity; a unity in form, style and content. This would also

include a sense of empathy inherent within the stage picture

presen tat ion.
"Functional-Aesthetic" would, therefore, mean that

Scenog raphy must serve the purpose or function for
which it was designed. The completed stage design
would have elements of aesthetic beauty. The most
important aspect of this aesthetic beauty (taking
the meaning of "beauty"” from Fry*s explanationT
would be that it contains a unity of ail principles -
those of colour, form, style and content.

Besides this basic definition of "functional-aesthetic"

there are other factors which must, be considered in the

area of aesthetics and scenography. One of these was

formulated "by the great Russian innovative director and

2
designer Vsevolod Meyerhold in the 1920's. Meyerhold
adopted the dictum of the German philosopher Arthur

SchSpenhauer who clarified, in the 18501s, that

A work of art can influence only e¢hrough the

imagination. The.efore it must constantly stir

the imagination. To stir the imagination is the
essential condition of aesthetic activity as well
as the basic law of the Fine Arts. Whence it

follows that a work of art must not give every-
thing to our senses but only as much as is necessary
to direct our imagination on the right track.’

In using this theory Meyerhold added that: "In the theatre
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44s and 449 -

2 This was net to be the case in the later Ballet
P e productions from 1917*19025s.
3 ,n,r, N. Pioneers of Modern Design f.um

Mo;ris to Walter GropTus, page 25.
4 Ib!d.

p.333:1 As discussed in Chapter Three.

2 As discussed in Chapter One when analysing the role
of the craftsman in stage design.

3 As discussed in Chapter One when analysing the _Swan_
Lake ddcor.
4 As discussed in Chapters Three to Seven - especially

noticeable in Le Pavi1lon diArm!de and The Firebird
when the ’tabs' were not Ilowered during scene

changes.
p. 334:1 Crisp, C. and Clarke, M. Design for BaijedU page 94
2 Mundt, E. Three Aspects of German Aesthetic,
Theory. page 17.
3 Oxford Dictionary, page 792. L . ,
TForm" : "to piace in order, arrange, also to embody
As applied to the area of Stage Design - the arrange-

nent of dfcor and properties in combination with
costumes to form a unified whole.

4 Oxford Dictionary, page 411.

m"Contenttl : '"'"That which is contained in a conception;
the substance or matter (of cognition, of ait, etc.)
opposed to the "form"™ - as applied to Stage Design -

the entire design as a unit.

5 To be discussed on pages 336-33 7.

6 "Pure visibility"™ - a term denoting "pure vision"
or unencumbered visual stimulus or reaction.

7 Dionysi an - pertaining to the "pleasurable"
senses - from the Greek God, Dionysius.

8 Apollonian - pertaining to the esoteric senses,
*on a leve 1+ above the purely physical reaction ot
the Dionysian - from the antique God, Apollo.

9 Shapiro, M. Aesthetic To-Day, page 81.
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Fry, R. Esso

pages 30-3j:—

Ibid .

Read , H. The Philosophy of Modern Art, page 1)6.
Ibid

Spranger, E.

Ibid «

Lee, V. The Beautiful, pages 61-63.

Buber, M Die Rede, Die Lehre, und das Lied, page
39.

Will iams, R.

Braun. E. Me

Ibid , a1so hin
dictum as stat

Phit1ipson, M.
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APPENDIX TWO A,2%;|FA%'S%X%%|SED"WY"T"E"%crNOG%IpHERS

FOR THF BALLET RUSSE

u is of Importance for the stenographic concepts employe,

try the designe,., for the Ballet Russe. to discuss the manner
and use of lighting they employed for their settings

especially the sources from which they derived the.r

knowledge on how to light the painted scene.

and contrast enunciated by Chevreul and Rood

it may be assumed that they were influenced by Rood s idta

on the effects produced by illuminating coloured surla.es

y
coloured lights.
,n addition to the theory of light on coloured pigment
especially in the area of stage design, the following factors
must be taken into consideration: L.ghl, d.yl'ght
iight. is while or "colourless"? until the light waves are
separated. When any white light is split up by a pr.sm

the constituent colours

emerge. To ge, the colour required

yellow, orange and red waves and allow the blue waves to

reflect on to the stage.

. Filt K , much the same way as colour pigments.
ri cmr filters wor



6 blue pigment, for example, will absorb yellow, orange

red and oreen and reflect the blue waves back to one's

retina. Therefore, the seen object is blue because it
absorbs all other colours, and a light seen as blue has
had all other colours removed (the "additive” and "sub-
tractive” theorie,). An object or light reflecting all

colour waves is seen as white.

The effects of the mixture of coloured Ilights and their

absorption on painted settings and coloured costumes

can be explained in the diagram below:

frvyvik24np
apurple fil zr
a.lUrur> traris>*us>uyjK

Jt reci ArtdbUu c<ricurs \

rea rijlecced.

ayeUaiv
turfTxce wU
OPicrt> oUi.es
A>ui reflect
rtU

this Illustration It can be noted that a pjrple light

is seen as red on reflection. A yellow pigment reflects

yellow, orange and red and absorbs blue - a purple light

falling o- such a surface will appear red, since the blue

will be absorbed and the red ret lect ed.

In the study of the effects of coloured light on a painted

stage cloth, the eye will see the same colour as it would
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if a radiant flux were uniformly distributed thru ghoul

the light spectrum. From Grassmann's third law1 the

following principles of light, time and pigment mixtures

can he noted:
If the tristimulus values of the first Ilight are R,,

and those of a second light or painted area are relative to

the same primaries (that is, the painted presentation and

the lighting projected o1 this presentation) R% V B2’

the trl stimulus values R G. B are likewise time-weighted

averages. A further pointer is that stage lighting, due to

the variety of coloured gelatines utilized, such as straw,

steel or red, when used simultaneously, tend to be additive,

with very little of a subtractive element of light/colour

change being ev'denl.
These general principles can be applied to any colour of

Hrht falling on any other colour or pigment. The following

chart shows only the primary colours of .ight falling on

primary colours ot pigment.

L GHT
P 1GHENT RED GREEN BLUE
Red Red Dark brown Dark purple
Yc 11ow Red Green Black
Blue Black Green/Blue Blue

Note that these colours are approximations only, depending

entirely on the purity of light and pigment.

The practical application of the colour and light mixing of

primaries during the seasons of the Ballet Russe presenta-

tions was best seen with .he use of the cyclorama batten.

This was lighting where red. green and blue components are

mixed in varying proportions by dimmers to produce any hue

or tint in the spectrum.
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Firgege?, : ™ ¢

--r

\9 o
o0

at ion of coloured filter,. The pig-ents would u.the

become darker, lighter

more golden or pink, bu, wou

ns, alter the "unreal” measure. This would generally not

be required by the seenographer.

The designers working for the Ballet Russe found that they

could light their painted scenery very effectively bv us-'l

a number of straw (golden yellow) filters. These

filters

had the effect of giving a

pigment.i

addition Benols and Bakst used colours for shadow in

preference to the use of black.2 The scene ,lself

appeared diffused by light, not only achieved through

stage lighting but also Initially painted to g.« the

impression of a time of day. Buildings and trees were

bathed in painted and projected light. These

httn,
theories were firs,

used extensively In L e * m °

a
d1Armlide, altering the

painted scene and thus

creating
TTATAsign that was no,

only decorative but con,a,he

expressive elements due to the changes of 1light
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p.)41:1 Osborne, H. The Oxford Companion to Art, page 262.

2 Mir Iskusstva, Volume XI (9)- Article by Meycr-

GraflT 14051
3 Hogget, C. Stage craf page 197,

.343:1 Judd , A. Colour in Business, Science and Industry,

pages 62-63.

p.344:1 Benois, A. Memoi t >, page 76.

page 43.

2 Spencer, C. Bakst.
sections dealing with

As discussed in the Cl <?opatre?

Sch”hdrazade , and Thama rt.
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GLOSSARY

BALLET

Abstract Ballet: The term designated to a baliet without
plot, concerned only with the pursu't of choreographic
aims (as opposed to the story-orientated Ballet
d'aciion) .

Adagio: Any slow dance movement : The central part of the

traditional movement (contrasted with allegro)

A Designates various musical forms from the sixteenth
century to the eighteenth century, mostly based on

sixteenth century dance -songs.

Air, en 1': A succession of movements executed in the air -
for instance, touter. !'air.

Allegro: As a term for tempo it means quick, lively.

Arabesque : One of the fundamental positions in ballet. The
body is in profile, supported on one leg; the other
leg s extended behind at an angle of90 degrees, while
the arms are held in various harmonious positions
striving for the longest direct Iline from the finger-

tips to the toes.

Attitude: A position of the bodyinspired by Giovanni da

Bologna's statue of Mercury.

Bacchanale: Original ly the ancient Roman orgie of Dionysus
oi Bacchus. A very popular form in ballet, in the

natur, of a divert ismement of character-dances.

Bal 1abile: The term for a group or corps de ballet dance

without solos.

Ballet Blanc : Designates a ballet in the Classical style

ir which the danseuses wear white tulle skirts.



0o11elonwne : A person sufTei!ng from balleto mania - a
term coined to designate original iy the intense form
of partisan ballet interes' of Russian ballet audiences

during the nineteenth centuiy.

Ba1lon: Designates in ballet the capability of a dancer to
seem to pause for i moment whilst jumping in mid-air.
Bourr€e : A French folk dance in 2/2 time, with a strongly

accentuated rhythm and a skipping turn.

Cabriole: Designates a leaping st”p In which the stretched
legs are beaten in the air, with the Ilower leg beating
against the upper one, so that it is sent higher,

after which the landing is made on the lower leg.

Character Dance: G neral term for all kinds of theatre

dance outsius the bounds of the Classic-Academic

dance derived from traditional, national, or folk
dance sources - alsc the dance of artisans and guilds.
Choreography: The sense in which it is used to-day is to

describe the art of composing a dance or a ballet.

Commed ia del | "Arte: The popular Italian type of improvised
comedy, with stock characters such as Harlequin,

Columbine and Pantaloon.

Concerto: A ballet in three movements.

Corps de Ballet: The whole body of dancers of a ballet
company.

Ci<irdds : Derives from the Haj du tan/, the dance of the
He lducks. Hungarian in origin. Steps are no* fixed
but re in two parts - a slow and melancholy Lassu

and a rapid Friszka, with many turns and leaps.

Divertissement: The term is used for an arrangement of soli,
pas de d<usux, and smaller group dances within the concert

programme of dance s.



Elevation: Designates the capacity of a darcer to attain
height in springing steps.
Entrfchat: Designates a criss-crossing of ihe legs before

ana behind each other while the dancer is in the air.

Eurythmics : Means rhythmic order in Classical Greece and

also movement and gracefulness.

Exiension: Designates the capability of a dancer to raise

and hold the extended leg in the air.

Faradole: A very old French dance in compound duple time

from Provence.

Five Posit ans: The basic positions of the feet in ballet
Fist position feet form a straight line with

heels foucling each other,

Second position feet again in a straight Iline, but
approximately a small step apart,
Ttird p sit ion feet parallel are placed one in

front of the ocher so that the eel
of the front foot fits into the
hollow of the instep of t ,e back
foot.

Fourth position one foot is placeo in front of the
other, separated by the distance
of one step.

Fifth position the feet are parallel and placed
one immediately in front of, but
not touching the other, so that
the big toe of the back foot just
protrudes beyond the heel of the

front foot.

falop: A lively North German round dance in 2/4 time.
Gavotte: A gay dance in 4/4 time and steady rhythm.

Gique: A lively dance in 6/8 or 12/8 time.



Gopak (also Hopak): A lively dance from the Ukraine in

duple time.

Grand Pas: Designates a series of individual Jance numbers,
consisting of entrances for the ballerina, premier

danseur and the corps.

Leotard: A tight-fitting, practice and stage garment.

Lezginka: A russian fo lk-dance from the Lezghis (atribe
from Daghestan) in fast 6/8 time.

Mazurka: A Polish folk-dance from Mazovia, in lively 3/4

or 3/8 time.

Mime: The art of 'story-telling', expressing a mo d or
emotion or describing an act! ,i, without resorting to
words.

Minuet:A dance of small steps in triple time.

Pirouette: One or more turns of the body.

Pas: In ballet terminology, generally wused with certain
characteristics, also used to specify a certain form

examples -
Pas d'act ion - for a dramatic scene.
Pas seui, Pas de deux. Pas de troix -meaning a

dance for that number of dancers.

Pointe: To dance on point means at the extreme tip of the
toe ; ballet terminology differentiates between sur |la
pointe (on full point), a trois quarts (raised on the
flexed toes) , a dcmi (on the ball of the foot), ud a
quart (on the ball of the foot, with hardly raised
heels).

Polonaise: A festive Polish national dance.

Port de Bras: Carriage of the arms, corresponding to the

five positions of the feet.

Preparation: Designates in ballet getting into position

for a movement requiring special effort.



Porteur:

The male 1 trrier1 of the Ballerina - meaning
lifting off th'- '-ound and promenading.

Tour en 11Air: Dei tes a movement in which the dancer
turns while leaping vertically into the air.

Trepak: A lively Ukran ian dance in 2/4 time for males only
with squatting steps and split leaps.

Tutu: The ballet skirt, made from several layers of
tarlatan, silk or nylon, which has become the standard
female ballet wear since Taglioni1s appearance in La
Sylphide (1832).

MUSIC

Abstract Music: Use of music which is considered not to
describe or relate to any musical concept such as
phenomena of nature or human activity.

Ada qi o: Indication that the music is to be performed at
a slow, relaxed pace.

Allegro: The term indicates a fairly fast tempo.

Alto: The term used to describe the second highest part
reached in pitch.

Andante: Indie-* ing a steady, flowing tempo.

Andant ino: Indicating a somewhat faster tempo than the
above.

Aria: (ltalian ’air). A melody for solo voice or instru-
ment.

Arpeggio: A broken chord in which notes are played in
succession with an effect, whether on the piano or
other instrument, reminiscent of the harpist sweep-
ing the strings.

Cadenza : A passage in a conee-<to in which the solo

instrument performs.

Campanel la: Bell sound .

(Without

the orchestra).
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Cantab i 1e: In a flow ing style; fr om the Iltalian 'singing'.

Cavantina: A type of short song, or instrumental piece in

a similar style.
Coda: A concluding section to a piece of mu.ic or part of

Concerto: A work for solo instru ;nt, or instruments, and

orchestra.

Da Capo: A direction from the 1li Mian 'from the beginning'.
Divertimento: A musical form primarily of the Classical
period. It was for instruments and was in a number

of short movements.

Divertissement: Similar to the above though the music

may be based on popular tunes.

Down-beat: The first beat in a bar.
Dynamics: The variation of volume from loud to soft.
Entr'acte: A French term for music that may be played

between acts.

Fifth: A musical interval.
Gllssando: 'To slide' - applies to the effect deliberately
achieved by dragging the fingers across the keys of a

piano or the strings of a harp.

Harmonics: Notes derived by |lightly placing at a specific
point, a stop on already vibratij string instruments;

a stop setting up the vibrations to ring clear.

Impressionism: Term used in painting. However, Debussy

was much attracted by their work and his music, as

it

well as that of Ravel, has something of the same quality

Incidental Music: Music wr'tten for stage plays.



Interlude: A short dramatic entertainment sometimes given

between acts of a larger work.

Legato: A direction for smooth performance without detached
notes.

Libre to : The text of an Opera or Ballet.

Mode ra to : Indicates a moderate pace.

Mol t o : Italian, 'much' or 'very'.

Pesante: Italian, 'heavily*.

Presto: ltalian, 'fast'.

Symphonic Poem: A one-movement “orm for orchestra. The
work is symphonic because of its dimensions and poetic
because of its non-musical programme.

Tempo: Italian 'time"'.

Theme: A musical figure, wusually melodic, providing the
initial material of which a movement is built wup.

Tone-Poem: A one-movement form for orchestra. The work
is short, usually depicting the 'tone'of place or
person , in poetic or non-musical programme form.

Vivace: The Italian for 'lively"'.

Valse: A dance in a lilting triple time.

Va 1se Nob 1e : caken at a slower tempo.

S CENOCR _A P H Y:

Act-Drop: ihe name given in the late eighteenthcentury to
th" painted <cloth which closedthe proscenium opening
between acts durin>- performance. Later developed to

the Front curtain.
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Apron: The forestage extending into the auditorium beyond

the proscenium arch.

Backcloth: Sometimes called a 1backdrop 1. A scene canvas
across the width of the upstage, fixed at the top and
bottom.

Backing: Any flat or cloth behind doors or windows to

mask parts of the stage that should not be seen.

Bar: An iron pipe above the stage for carrying lighting
equipment and scenery . Fa tened in a vertical
position, it is called a 'boom'.

Batten: (1) Electrical - the compartment trough
carrying a set of lamps divided into 3 Cf * circuits,

(2) Scenic - length of timber for tautening

backcloths at top and bottom.

Border: Horizontal flat or curtain, hanging from bar or
grid to mask lights and/or ceiling from the audience.

Box Set: An enclosed setting that has three walls and
usually a ceiling.

Cyclorama: A curved or straight backcloth hung at the
rear of the stage. Used as sky or background jnd

lit as required.

Dimmer: (Correct electrical term: Rheostat). An electrical
appliance which varies intensity of light.

Downstage: Towards the audience.

Elevation: Side view drawing of wunits or parts shown on

the ground plan.

False Proscenium: A smaller temporary 'proscenium' of

flats or cloths behind the main proscenium arch.

Flat: A rectangular wooden frame covered with canvas,
hardboard or other material. The wunit of which

most scenery is composed.
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F,ies: The space above the stage where sets can be flown or

taken wup.

Flood: Lamp glv ng a wide spread of lignt.

Footlights; An electrical batten at the front of the stage

at f 1oor level.

Fresnel : A spotlight with a soft-edge lens.
Front of House; Term sometimes applied to the auditorium
area.
" ; r.s sitioned in or above
Front of House Lig.it iiiq: Spotlightss B
the auditorium area to illuminate the .orestage.
Gauze: A transparent cloth :or seen i '
TTutlh.; A colour filter for lighting. In ear'y lighting
coloured glass was used.
Ground Row; (1) Electrical - batten lighting for a cyclorama
at stage floor level.
(2) Scenic - a flat |lying on its side across
the stage concealing lighting, and giving the i ipres-

sion of ramparts, undulating ground, etc., according

to the shape of its cut-out top edge.

Inset: A small scene within a larger setting. Canvas

winns, hanging vertically as tide masking.

Lighting Plot: Refers to the sequence of lighting contro

The use of different Ilights, i.e. coloured insets to

change the colour and intensity of the directional

light. This would effect a transformation, i.e.

from dawn through midday to ev ntnq.

Mask: To hide parts of the stage from the audience.

Profile Spot : Hard-edge spotlight, also c«.ll».d a minor

spot’



Properties

(Proos.

) :

All

objects on stage too small to be
classified as scenery - they include all furniture.

Proscenium: The stage opening that separates the audience
from the actors on the traditional type of stage.

Return: A flat leading off at right angles to another.

Reveal A return, as wused in Petrushka, to suggest depth,
in the case of this ballet - to the fnlse proscenium
arch.

Stage Cloth: A cloth laid over the stfge to reduce noise;
where used it is painted to match the setting; also
known as the tluor cloth.

Stage Left: Right of stage, looking fromauditorium.

Stage Right: Left of stage, looking from auditorium.

Tabs: Curtains.

Trap: A dccr in the stage floor for special effects and
entrance

Truck: A mobile rostrum <carrying a section of the setting
resting on wheels or bal !-castors.

Upstage: Towards the back of the stage.

Wings; (1) The flats masking 'he sides of the stage.

(2) The sides of thi stagemasked from view by
the wings or wing flats.
(3) Legs - hanging canvas wings.
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1892)
RESURRECT ION, M. Vrube1. Oil on board (ca



the DANCE OF TAMARA, M. Vrubel
Paper (18901
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?7. AN EGYPTIAN COSTUME DESIGN, M. Vrube1. Pen and
Ink on Paper (ta. 1890)

28. THE RED WHIRL, N. Mai lavIn. Oil on Canvas (1906)



THE GOBELIN, V. 6. Nu“”atov. Te.oera ON  .eeeeee

THE RESERVO,RE. V. B. Hussatov. Temptra on Canvas

(1902)



<

, . Hal

Wal-r.ii1our

on

( ..tume Design

Pipei. (1902)

17

Detail



33. HIPPOLYTUS, L. Bakst. Mosaic Study i.da'.a

wate-c lour on Paper. (1902

IE COEUR DL LA MARQUISE, I. Bakst..

Programme Cover . (19 02)
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A
o i
T v
la FEE DES POUP?ES , L. Bakst . Costume Designs
Block Printed in Full Colour. (1903)

THE RUSSIAN EXHIBITION OF PAINTING AND SCULPTURE

PARIS, L. Bakst. Constructed Gallery Setting
(1906)



37.

38.

BORIS GODUNOV, Act !. A. Golovin.

Watercolour on Board.

THE CHURCH OF THE TRANSFIGURATION.

Detail

20

D6cor Sketch.

Photographic



Detail.



42.

LE

PAVILION

D1ARM; DE,

Scene

colour Sketch of the 1909

M .

A.

Bencn s .

Production

Water
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u

pAVI LION O 1ARNIDE,

LE PAV ILt.ON O'ARM IDE

A.

(1909)

Benois.

Watercolour

M Qnq

Photograph

of Scene |

23



u PAVILION O'ARHIOE. Photograph of Pavlova

Costume. (1909"

AVILLON D'ARMIDE. A. Benolv. Watercolour

ch of .,ne'v cov.ume for the Transformation



47.

LE

PAVILION

Sketch for

3 'ARM IDE.

the Costume"

A.

of

Benois.

Watercolour

Two Courtiers. (1909)



on
LE PAVILION D'ARMIOE. A. Benols. Watercolour

Board Sketch for Nijiosky’c Costuate. ("9»9>



TANO VESTRIS.
OSTUMi DE



IE f-AVILLON D'ARMIDE. Photograph o'
Costunce (1913"

PRINCE |IGOF . N. Roerich. Tempera , Gcuache on
Paper. Ddcor Ccmign. (1909)



3QR N . Roerich. Tempera. Gouache on

os tume Design for the Poiovtsien Dancer?.



PRINCE |IGOR. N. Roerich. Tempera. Gouache on

Paper. Coutume Designs for 1Ihe Pcloutsian
Dancers. (1909*
5,. RUSSIAN AND LUDMILLA/LE FESTIN. K. Korovin.

Gouache on 3o0ard, D6co. Design (1909)



uBa



56. LE FEST IN. L. Biikst . Watercolour on Paper.

Cost ume Design for Nijinsky . (1909)



57-

58.

LE FESTIN.

CCS

SYLPH,DCS.

A. Benols

Costumes.

raph of Nijinsk
Photogragh J y

Photograph
(1909)

of

33

in Costume

set

(1909)

an,,



SYLPH ICES. Photograph of Paviova Cos t u'ne

(1909)

SYLPHIUES. Photograph of Pavliova and Nij.nsky






CL EOPATRE. L. Buk st. Watercolour Costume Drsign
for A Syrian Dancer . (1909)






<U<<»



5.

66.

SCHEHERAZADE.

for

L.

the

Oicor.

BATHERS ON THE LIDO.

(1910)

L.

Gouache on
(1910*
Bakst. Oil

Board.

De*,"

on Canvas.



67.

68.

HOSCOVITE TEXTILE

from the O

% -Mr.:

©>*

DESIGN.

riginal Screen Print

MOSLOVITE TEXTILE DESIGN

st

from the Orignal

cCopy made by

m x §

e .

(detail).
Print

Bak,,

Copv

40

made



tcHEHmMzAo0"u. ""he









SCHEHERAZADE. L. Bakst. Watercolour Costume

Design for the Negrd srge?t. (1910)



73. SCHEHERAZADE. L. Bakst . An Imaginative Rendering
of La Sultane Bleue - as this Costume does not

appear in the Ballet



Costume
774, SCHEHERAZADE . L. bakst. Watt rco 10

lesiqn for the Negre d10r
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75. SCHEHCPAZADE. Photograph of Nijinsky and Rubin
stein in Costume. (1910)
Yy
76. CARNAVAL, L. Bakst . Photograph of the Ddeor and
Costumes used in the Sadlers Wells Reviw of the

Ballet in 0 tober 1944



fume.
CA,HAVAL. Aho.o*aph of Karsavina In

Colombi
CARNAVAL. Photograph ol U LLH H I

(19 10)



Photograph of Karsavina in Costume
CARNAVAI

CAPhAVAL. Photograph of
(1910)



vim m



>L*»> * |
Design
6. Benols. Gouache on Board
80. GISELLE
cketch for ftc_t_J.- (19" 0>
Iz
i
Tempera

FLIGHT |INTO EGYPT. J. Broederlan



82.

P. Breughel . Oil

THE HAY HARVEST

DAUPHINE

LANDSCAPE. P.

(1905)

Bonnard.

on

Oil

51

Canvas

on

Panel.



14

ELLF..

OAcoi”

fho tog i iph

01

ou3cht
Act II.

m Board. Sketch

(>310)
GISELLE.
Nliinsk»

Photograph of

im Albrecht .



67.

THE FIREB

THE FIREBIRD.

IRD. A. Golovin.

Fragment of the

A. Golov i

Photograph of the

Monsters

in Costume

am Wt

Watercolour

D£cor. (19 13

89 .

on

Board.

THE FIREBIRD.

53

A. Go1ov in

Photograph of Kastche i



90. WATER SERPENTS. G. Klimt. Mixed Media on

Pe rgamen t



A STREET COSTUME. L. Bakst. Watercolour on
Paper. (1913)



L. Bakst. Gouache on Board,

besign for Ka>®ivina's Costume



THE FIREBIRD. L. Bakst. Watercolour sketch for

the Prince's Costume. (1910)



g’ rHE F'REBIRD.

Sketch For the



tv\¥‘|’<ol*. >V

THE FIREBIRD. L. Bakst. Gouache on Board.

Sketch for the Lead Princess' Costume. (1910)



Il.lr ¢ LN I R s

ICON OF ST. NICHOLAS THE MIRACLE WORKER. Covered
in Repous and Silver Okhlad

Muscovy Textile Design. Copy made by Bakst from

the Original. Watercolour on Paper



ICON OF OUR LADY VLADIMIRSKAYA. Covered with
gilded-s "1ver Riza and Seed Pearls. Halo in

Multi-Coloured Shaded Enamel

PORTRAITS OF THE RUSSIAN COURT IN TRADITIONAL
FOLK DRESS. Photograph.
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THE n *Em D . Photograph K rs.v-n. as The.

Firebird. (1910)

100. THE FIREBIRD.

>graph of The Prince and_The_
Firebird . (1910) 101. LES ORIENT ALES. Photograph

Kobo 1d Costume. (1910)



,02. SIAMESE DANCE. L. BaKAt. oit on Canvas

,03. LES ORIENTALES. L. Bakst. Watercolour Ske ch
Nijinsky's Costume. (1910)



1

rrl’

S.

Photograph

c) rme. f1910)

liakst: .

poed 2 ront

of Nijinsky

63

Watercolour Sketch

Curtain.

(1310)

-<



106. LE SPECTRE DE LA ROSE. Photograph of DScor
Dancers. (1911)

107. LE SPECTRE Dt LA ROSE. Photograph of N

Karsavina. (1911°



Wat ercoiour.
,08. IE SPECTRE DE LA ROse. - Bakst,
Cos tume Design foi Nijinsky



109.

NAKISSE.

NARCISSE.

Design

L. Bakst.
nfcor Design.
L. Bakst .
for

Watercolour

(1911)

Watercolour

the Cos turner of Two

(1911)

on koaro

on Paper

Bacchante

66

»



Paper. Design
L. Bakst . Watercolour on

NARCISSE .
for A BovUan . ueg 1



L. Bakst Cos tume design

NARCISSE , Watercolour

for Nijinska. (191%)



69

113, NARC ISSE . Photograph of Nijinsky as Narcij*e
(1911)
m
, 4 . PETRUSHKA. A. Benois. Watercolour Sketch. Design
for the D<xor Scene s _| and V. Ca

fo— t-



PETR SHKA. Photograph ot the Original Scene
d*cor with Petrushka (hijinsky) and The_SaUe?na

PETRUSHKA. A. Benol«. Watercolour Sketch for

Scene Il showing The Moor's CcH. (19"



PETRUSHKA. A. Bene . Orig.no> 'm ]
P.n and ,nk re-cr. atfd by Brno:, " K .
. Sketch of
PETRUSHKA A. Benois

the Second Front Curtiin_Dej_i_gn



9. PETRUSHKA. A. Benoi-,. Early Watercolour Sketch

for Scenes | and 1V

,20. PETRUSHKA. A. Dennis. Watercolour and Ink.

Design for The Charlatan (Acts | and 1V,



'21.

ETRUSHKA.

of

A.

Sends.

the Peasant

Watercolour

Costumrs

Sketch

lor

one



74

PETRUSHKA. A. Bend s. Watercolour Sketch tor
The Ballerina DoM 's Costume. (19H).



Watercolour Sketch lor

Costume (191"')



THE. RED DINING TABLE. H. Matist* =m
Canvas. (1908

12.. f L TRUSHKA. Photograph of Tin io wmumm La’'

Production, des innrd by E-no . (I



,26. SADKO. L. Bakst . Watercolour Sketch tor

Monster (dated 19171



LE DIEU BLEU. L. Bakst, couache on Boar

Design Sketch (1912)



LE DIEU BLEU. L. Bakst. Watercolour Costume

Design for A Temple Dancer



Bakst. Watercolour Cos vume

(1912)

LE DIEU BLEU. L

Design for Nijinsky as






0IEU BLEU. L. Bakst . Watercolour Costume

Design for The High Priest.



LF DIFU BLEU. L. Bakst. Watercolour. Costume
Design for the Janse Sacrde. (1912)



,35. THAMAR. L. Bakst. Watercolour on Board. Sketch

for the D(?cor Design. (1912)

134 THAMAfx. Photograph of Karsavina and Bolm in

Their Costumes Designed by Bakst. (19'2)



rHAHAR. H. Gon*arova. PencU -
Cesiiln_oL .the_Oicor.. ('927?)

L'"APRES-NIDI O'UN FAUNE L. =aks,. Wa.crco.our

Costume Design for Nij .nskv_. (19



APRES-MIDI O UN FAUNE. Photograph of The_Kaune

and A Nymph



MEDITERRANEAN TRIPTTCH.

Wood Panel (ra-

P Bonnard.
1™ 11N

Oil

on



88

L'APRES-MIDI O'UN FAUNE. 1U | .APRE5-MIDI o'UN FAUNE.

L. Bakst.
Desian for a Nvrnph.

140.

L. Bakst.

Costume Design’Qr _j.—HMVHK'L®

142, DAPHNIS AND CHLOE. I. Bakst. Gouache Sketch
the Odccr oc Scenes | and I11j (19 17?)



4

3 .

89

for

DAPHNIS AND CHLOF. L. Bakst. Gouache Sketch
the Ddcji o°‘ Scene M . (19'2)
,44. DAPHNIS AND CHLOE. L. Bakst. Watercolour

Costume Sketch.

(19'2)






91

A. Rodin.
146 BRONZE oF NIJINSKY AS THE TAUNE



,47. JEUX. Photograph of Karsavina, NI ',6nsk>



Cast Doors
GATES OF HELL



A. Rodin. Bronze Cast

L. Bakst. Watercolour. Sketch of the
D(5cor Design . (1913'



Photograph of Nijinsky. (1913)



152. JEUX. Photograph of Nijinsky. (1913)



,53.

154 .

BATTLE IN HEAVEN. N.
(1912)
IE SACRE DU PRINTEMPS.

Maidens

Roerich. Oil

Photograph

on

of

97

Canvas

the

[rI*al



155. LE SACRE DU PRINTEMPS. N. Roerich. Pen and

Gouache. Design for the Costumes (1913)

156. LE SACRE DU PRINTEMPS. Photograph of Four
Costumes. (1913)



rRAf)K" | " if" SALOME .
Photograph of Karsavina

T 'oscum.'



158.

159.

Lt COQ D1OR.

Sketch of

LE COQ D1OR.
Sketch of th

the

e

N.

N. Goncharova.

Female Chorus

Goncharova.

Watercjlour.

Costume. (1914)

Watercolour.

Male Chorus Costume. (1914)



| o

160 . LE COO O'OR. N. Goncharova. Watercolour

Design for Afrone 1s Costume . (191%1)



16 1°' LE C°Q DOR. Photographs of Karsavina as The
Qutfen of the Wind. (19 HO

162. LE COQ D'OR. N. Goncharova. Watercolour.
Sketch of the Front Cloth. (1914)



IE COQ D'OR. N. Goncharova. Watercolour.
_Sketcn for the Ddcor of Act |

LE COQ O'OR. N. Goncharova . Watercolour.
Sketch for The Town Square Ofcor. (191*0
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LE COQ D1OR. I. Bit!bine. Gouache Sketch for
The Town Square Ddcor for the Opera (1909)
166. LE ROSSIGNOLL. A. Benois. Watercolour. Sketch

for the Front Cloth. (1914)
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16 7. LE ROSSIGNOLL. A. Benois. Watercolour. Sketch
for The Court Scene. (1914)
168. LA LEGENDE OE JOSEPH. Photograph showing Sert's

0&, or



169. LA LEGENDF DE JOSEPH. L. Bakst. Watercolour.

Sketches of Two Cost -nes for the Courtiers.

170. LES PAP ILLONS. Photograph of Karsavina in Costume.
(1914)



171, LES PAP ILLCUS. L. Bakst. Wate-col our and Pen.

Costume Design for The Girl In i Mauve Dress



'r2. IEJ PAP iLLONS. L. Bakst . Watercolour and Per

Costume Design for ir! in The Yellow Dress



173. PRINCE CYGNE. A. Benois. Watercolour on Board

showing the Ddcor Design

174. PARADE. P. Picasso. Photograph of the Wood and
Canvas Structured Amer ican Manager 1s Costume.

(1917)



175. PARADE. P. Picasso. Photograph of The French

Manager's Costume. (1917)
» </
176. PARADE. P. Picasso. Photograph of the re-created

Curtain for Massine's Revival of the Ballet for

The London Festival Bal'e* in 197A



177. VH | SKY-COCA M. English. Photograph of Perfor-
mance by The Theatre Contemporain in London 1973.

A Pop-Art Setting with Costumes by Deborah Torrens
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