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Chapter 1
Introduction

In 1924 a small unknown group of young ballet dancers left St. Petersburg for what
was to be a four month educational tour of Germidmg dancers were to get the chance to
see the world outside of Russia, and the tour was to include a few restitals idnat
artists inthe new Soviet Union were doiAg.the time came for them to return home, the
Soviet Dancers, whose members indl@keorge Balanchine, Alexandra Danilova, Tamara
Geva, and Nicholas Efimov, decided to stay in Western Europe despite having no jobs,
money, or visas. The decision not to return had major influence on ballet, not only in
Western Europe and the United Stdbes on future Russian ballet as well. Three of the
dancers became international stars. After
to America, eventually becoming a Broadway star particularly known for her role in the
Broadway musicé&n YouToesDanilova toured Europe with the Ballets Russes, and also
toured Europe, South America and the United States with the Ballet Russe de Monte Carlo
Later she performedvith her own company in Japan. 8heed in hundreds of small
towns and cities iinont of audiences who had never before seen ballet, building a following
of balletomanes and future dandeager, when Balanchine hired her to instruct the classical
technique and repertory as they hadddarm Russiashe taught several of Batancn e 6 s
American ballerinas while they were still young students at the School of American Ballet in
New York.

Bal anchineds contribution to the art c
d a n eadl,rsi@&nder girls, with high, flexible extension, and clean lines has become the
standard physique. Although the developments of these qualities in ballet daaltgrs part
paralleled changing fashions and sport trends, even as a young dancer and choreographer in
the 192006s Balanchine began creating dance
physique of the dancers, however, is only one small element rangfermation
Balanchinenade tdballet in the first decades of thé 28ntury. Combining elements of the
St. Petersburg Imperial Ballet, the Soviet -gaati¢ movement itheaterand dance
together with Diaghil evds hinemaasioaned terface i n\
of ballet, both in terms of basic technique and choreography. No longer the art form that



had all but died out in Western Europe and had stagnated in czarist Russia, he created an
entirely new direction in the art of dance, onesa/hamificatiaextended far beyond his

own company of dancers.

Balanchine began his experimental work during a time of great creativity in the Soviet
Union. However, this burst of creative energy was not to last there. Although he left before
Stalin cam to power, the direction of theademiclheates at both the Maryinsky in St.
Petersburg and the Bolshoi in Moscow was moving clearly in the direction of the
preservation of the classics, to the exclusion of more modern, experimental choreographic
forms.Had he not left the Soviet Union, it is certain that he would not have developed into
the choreographer that he did, possibly falling into obscurity as Goleizovsky did later in life,
or abandoning experimentation in the face of opposition as did LopOkigogan only
speculate how modern ballet, even in Russia, would now tmkainly would not have

attained the status that it has.

This study is twiold, a historiography as well as a choreographic study of
Bal anchineds early | ife and Theatelschoobteepi nni n
tracing his development as an artist. Many biographies have been written oneB@alanchin
i f e, mo s t n ot aBalanghine: B éBiograpidy KRichard® p e k Geerdes
Balanchine: Ballet Ma&sted, of these dedicating a few chapters to his early life and works.
Much of the material presented in these two accounts is based onSduroni ms ky 6 s
oBal anchine: the Early Years. o6 Later a Sov
and coll aborator of Balanchine, and al so a
addition to his own memories, his article camtdie accounts of many others. The first
chapters of this study, those covering Rus
eyes of those who knew him be&tcounts in Slonisk y 0 s are sompakedith the
memoirs of those who left the Svinion with Balanchine amthose detailtherefore do
not appear in Slonimskyds article, most it
In chapter five, the study continues with the transition period between the Maryinsky and the
Ballets Russes:eti1924 tour of the Soviet Dancers in Germany, England and France. It
addresses the very important question of why he and his friends chose to stay in Western
Europe rather than return to the Soviet Union as they had planned. €kaptees
B al an evork ahthedBsllets Russes, again based on the accounts of Danilova and Geva,



but including the accounts of other dancers at the Ballets Bsigsem|lly those élicia

Markova and Felia Doubrovska.

The material used for the chapter the tour of theSoviet Dancers is dealt with
differently than the material preceding and followingltioughthis subject has been
studied very littleall he dancers who participated remember it as being a crucial point in
their lives Snce the aim of this studytiso exami ne Bal anchineds |
friends, the main part will consist of their memdtiesll, howeverinclude other historical
information to help the reader better understand their statements. This section will also deal
with the giestion of why Balanchine and the other Soviet Dancers chose to remain in the
West rather than returning to Russia as planned.

The second aim of this study is to providehareographic examination of
Bal anchineds early wo ndaphylasNuigd920) andjendingt h h |
with Apollon Musag@®@28), his self described turning point. Documentation on these works
will be analyzed in detail, primarily using information passed on to us by witnsssiis.
include oral histories, writtememoirs and other historical documentation. It will examine
the different influences that came t-ogethe
classicism. As in the historical study, it will be based primarily on the memories of the
dancers whogsformed these roles. Other studies use similar methods to piece together as
much information as possible about one particular ballet for the purpose of reconstruction.
This study, however, is not pursuing the goal of such a revival; its primary lhoses is t
ballets for which little information is available and reconstructions would most likely not be
possible. In examining the early vocabulary of Balanchine, these dances provide vital clues to
both his development as a choreographer, as well as gigrng elements in other early
works. In addition to the ballets for which little information is available, ballets that have
been reconstructed, as welApsllp which has remained in the repertory, are included to
give the reader a more complete pcturo f Bal anchineds earl i e
i mpossible to gain a complete picture of
completely disappeared, but many have been mentioned in various. Meenairgst
compl ete |1 sting ndé¢fouBdinChoreocghaphy leydGeorge Balakchine:.cAa
Catalogue of WoHeseafter called th€atalogueshich was compiled with the help of
Balanchine, danceasiddance historians in the U.S., EuropeRumssialt lists several early
works of Balanchine that are not included in this study since, other than this catalogue, they

8



were not mentioned by the dancers, nor were any choreographic elements detailed in
memoirs or interviews that were initially done inigbngr havesince been translated. It is
possiblehowever, that more details on the dances listed can be learned from other sources,

i n particul ar i n Russi an and French mat ¢
choreography for the Ballets RusRegarding his earliest worksywould beparticularly

relevant for the balletsa Nuit(1920)Valse Tristd922), andPoem@921) which were all
performed for decades in the Soviet Union, long after Balanchine left.

This book is structured chronolodigabeginning at the point where three of the
four Soviet Dancers first met at the ImpéraaterSchool and ending at the point where
Balanchine reached maturity as a choreographer. This period of time encompasses
Bal anchineds Yy o mthib eadiastdballet dlasses, his fosh perfofmanees in
childrends roles in Petipads ballets on th
avanigarde choreographer in St. Petersburg, and finally the process of polishing as he
worked for Diaghev. The study will end with the creatio®\pbllo This ballet marks the
point at which Balanchineds devel opment as
a distinct return to the classical tradition of Petipa, transformed through his expatiiences
Soviet art movements athe Ballets Russes of the twenties.

The historical study and the choreographic study go hand in hand, and for this reason
the choreographic analysis has been included in the chapters at the time they were either first
creatd orwere performed at an important concert or evdrg development of the arts is
inextricably bound together with the historical events, bothwitbssveeping impact on
international politics as well as the sometimes insignificant moments {haiviedeto be
turning points. Geva described these momer
329) For example, the Revolution itself opened up new artistic possibilities for Balanchine.

Il n her i ntr oduc Baviet€Choteayraphtraul0ABRarred describedahat
othis was the time of the greatest freedon
the country and the culture, when debates and experiments were deemed not only possible,
but i mpor t1®90%oviglCa rSeocug ri & zh2y Withoubttie Revbludion 1tie2 0 6 s
door would not have been open for Balanchine to begin experimenting as he did. Small,
seemingly unimportant events also served to have a large impact on the work of Balanchine.
For example,thedac er s of the Young Ballet al/l reca
Ballet perform in St. Petersburg, and all say that Balanchine was greatly influenced by what

9



he saw, directly copying many of Gol ei zovs
eements remained distinguishing character.i
his careelhis short visit to ththeatethad as much lasting impact on his work as did the

Revolution that enabled him to experiment.

Three appendixes are incide thisb o o k . The first i's a cat
early ballets described by him and witnesses in various memoirs, interviews and studies, as
well as some historical documentation such as newspaper Tédse/sourcedetailthe
most important inngations and choreographic elements of the swdike material
presented is the same as that which is analyzed in the text, but is presented in a more concise
form for quick reference, and does not contain an analysis. My aim is that scholars and
reconstrucor s wi | | find it a useful t ool for f
appendix contains four letters Balanchine wrote to Diaghilev while he was choreographer for
the Ballets Russes. These letters have been translated into English fromatifeussgn
and French text and amgresented in this dissertation to give the reader a view into the
workings of the Ballets Russes, in particular in the exchange between the Twe me
French to English translation is mine, and the Russian to Hrafislation was done
together with Vera Vielhaber from the Eastern European section of the National Library in
Berlin. The third appendix deals with the challenges and methods of dance reconstruction.
Two important sources used in this study are proddicteconstructions: Fyodor
Lopukhovds reconstructions of t he cl assi

reconstructions of three of Bal anchineds e

1.1 Sources

Before discussing the research method of this study, | would like to descidloe the m
sources, since these weigh greatly on the method chosen. As has been stated, much has beel
studied regarding the work of Petipa and the classical repertory, and most biographies on
Balanchine dedicatefewchapters to his early life. For this stuldg, grimary source of
reference will be the personal accounts of Balanchine himself and those who knew him best:
his school comrades, fellow members of the Maryinsky corps de ballets, collaborators in the
Young Ballet, and the dancers on whom he createdo$dmns most interesting roles at the

Ballets Russes.
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For account s odnd cBaebgraphy hRussigttie smost relfatde
source of information is Slonkgsé s essay, which was transl at
in Ballet Reviénv 1976. Inaddition to his own recollection and the memories of other
witnesses, including Vera Kostrovitskaya, Peter Gusev, and Olga Mungalova, the essay
contains essential information from newspaper reviews as well. Many other biographies on
Bal anc hi nain&waptdrsibésed lacgely dn this article; however, they are generally
focused on the facts of Bal anchineds 1|ife
deficiency in earlier biographies that Slonimsky sought to rectify in his article. In
correspndence between Slonimsky and Balanchine before the article was actually written,

Bal anchine bemoans that others works are 0

anything t hat IS essenti al to the art o f
responded to Balanchine, stating his I Nt e
(SIloni msky 1973) This article is the mos:

early choreography available in English, and has been used in this projeis s thba
choreographic analysis of the dances Balanchine created in the Soviet Union between 1920
and 1924. In cases where accounts of events or choreography differ, | have presented all the
points of view, and attempted to reconcile the differingracmoaxplaimpossiblereasons

for the discrepancies. In my analysis, when inconsistencies are so large that only one can be

correct, Slonimsky material is given precedence.

Mi ssing from Slonimskyods article are t
Rssia when it was written, mo s t notably tv
wife Tamara Geva, and Alexandra Danilova, who did not officially marry Balanchine, but
lived with him and was presented as his wife after his breakup with Geleva(883
82) Their importance as early witnesses, not only as members of the Soviet Dancers, but as
two of his first muses, l i es i n that some
them, some of the ballets were choreographed on somsermitelater performed by
Danil ova and Geva, and some dances were o0w
to someone else to perforin.their autobiographies, other articles, and interviethsptb
themtalk d the dances Balanchine created. Tdmseesire used extensively in this study.

The personal accounts have been taken from several sources, one of the most
important being the Oral History Archives of the New York Public Library for the
Performing Arts, Dance Division. In hours of unpublished taped interviews of those who

11



knew and wded with Balanchine, a picture of him as a youth and a young man as well as

his earliest work begins to emerge. Although these interviews have been used for other
projects, they have not been analyzed for their choreographic content. Comparison of these
interviews with various published interviews, memoirs, biographies, and other accounts,

especially those in Slonimskyds essay, hel
life and work as perceived by his closest friends and collaborators.

Histories have been written on the topics of the Imp&hehterSchool, the
MaryinskyTheatey not abl y Whe 6tr Petgrsbérg lmpeeabThaptars] State in
Revolutionary Russia -11%D The social, political and artistic ramifications ef th
Revolution have been covered in countless histories. | have used information about these
subjects sparinglynly as it directly relates to the lives and work of the children and dancers.
This project is intended to be their story, in particular Balaadhis |, not t he st

Theates, the Revolution or the general artistic movement that accompanied it.

Sl oni mskyds essay ends with the death
who was to accompany the dancers on their trip to Germany. kegesiserstory of the
lives and work of the four dancers in Russia ends here and a newadimapteftransition
between the Soviet Union and the Ballets Russes begins. The tour lasted the summer and
autumn months of 1924 and followed the dancers fexdim Bo the German Rhineland,
then to London and ending in Paris where Diaghilev tracked down the small group and
invited them to join his company. Although this tour represents a time of important
decisions for the dancers who participated, little venkaloout it. Most books give it migre
a paragrapheéescepteononi bej ngnéhe postscript
SplitSeconds: A Remembvsga®, the main source of information for this section comes
from the memories of the dancdremselves, in particular Danilova and Geva. The details
provided by the dancers provide a spring board for the study of the tour, and | have
attempted to analyze these details in the context of contemporary newspapers and journals
including the revue seemn Berlin and the German Rhineland as well as London. This
inclusion of this material should enable the readtter understand the impressitres
dancers had and tstatementsheymade shedding light oh he groupods f i nal
remain in W&tern Europe despite their apparent failure as a tour en3énalitanslations
of German sources into the English language are mine.

12



In addition to the accounts of those persons who worked with Balanchine both in the
Soviet Union and in the West, Aliklar kova and Felia Doubrovsk
used extensively in chapter six, whiclsdeialt h Bal anchi neds years a
Ballets Russes. He created some of his most memorable roles on these two dancers and
worked closely with thef@utside of the memoirdere is an abundance of documentation
available on the ballets he did at the Ballets RO$sgstudyfocuses on the memories of
the dancerand includesther information only as it directly relates to those memories to aid
in completing the picture of the ballets, as well as to help the reader put the dances into

context.

In the accounts fothe work Balanchine did for the Ballets Russesjoirs and
interviews by dancer and later director of the Paris OperalLBargge notused as
extensively as those of the other principal dancers since much of what he left behind is in
French. This study, i n particular Appendi
Choreography, is intended to provide a resource of English languages.adasumy
intention that it be used by others to for comparing different sources, including those in

Russiamand French.

The choreographic analysis in this section is different than those in earlier chapters
for one overriding reason: much more material on the dances Balanchine choreographed for
the Ballets Russesiststhanfor those choreographed earlier. Whereas mdny dances
in Soviet St. Petersburg were performed once for a small audience and then forgotten, many
of the ballets he choreographed for the Ballets Russes were performed dozens of times in
several countries over the span of years. Because of theyraittdreetompany, ballets are
recorded not only by the informal memories of witnesses, but also by countless newspaper
reviews. In addition, the numbers of those who saw the ballets are greater, giving the scholar
the chance to compare different accouss.this reason, | have limited my analysis to
those elements about the ballets that were most prominent in the recollections of the
witnesses, again giving enough information from other sources for the reader to put the

dances into context, but leavingchmdetail out since it is readily available elsewhere.

The readewill also note the use of thi@cumentary films as sources in chapter six:
Diaghilev: a Portrait, Four Emperors and a NagidiRgdéllections of a Dancer: Alexandra
Danilova, PrimalBrina AssoluEach of these films contaisubstantial footage of the

13



dancers listed above speaking about their lives and the ballets in which they performed. Their
statements have been used to tell the story in their own words, similar to the avay the

used in the spoken interviews from the Oral History Archives.

The reader will also note that | have not corrected the grammar of the speakers in
quoting oral sources. Some of the written interwesve also recordedthers have
corrected the Engh. | have quoted each source as it stands in the record. From written
documentation, | have also left the original spelling intact. For example, in his 1928 review of
Apolidor The Dancing Tinkeg,ans spel |l s Diaghil ev, llanDi aghi
Musag®tes. 0 The reader wil/ al so note tha
English, some in French. | have generally used the name as it most often appears in
literature, but included different names in the catalogue. For this reas@psanin their
French version, for exampla Chatténstead offThe Catas it was listed in the billings in
England, and some in English, sucliraseral Marahstead ofMarche Funebiree title
Apollon Musagete later changed by the artists tbbms, and appears most ofteAslo

in literature, therefore, | have usually called this ballet by its common name as well.

Chapter svencontains an analysis of the only ballet from this time period that has
survived in the repertory, nam&pollq1928). The study will end with, but also include, this
ballet. The analysis will show how Balan@hsne t r a n s f o r, beginningowith hasf b a |
education at the Imperidlheater School through his experimentation in Soviet St.
Petersburg and his polistpiat the Ballets Russes, culminate in this ballet. The method,
however, will differ greatly from that of other chapters in that the analyssiafhck will
be based on a vidematerial antive performances as well as documentiiamy elements
from the other dances Balanchine had choreographed before thgptareirathis ballet.

Because of its ready availability both in video form and live perforrangesjsons
drawn betweeApolloand the other dances enable the reader to gain a bettdrimage

of the other works for which there is only written documentation.

The analyses of three of the ballets in this study owe much to Millicent Hodson and
Kenneth Archerds carefully researched reco
Valse Tristd923),Le Chant du Rossift#t5), and.a Chatt€1927). | have cited them
extensively in the analysis of these dances. Their research was so thorough that in many
cases, | was unable to find any new information that they had not alr@adythese
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research for their reconstructiotrs.several ofheir projects, they had the privilege of
working directly with both Markova and Danilodadson and Archer explain that in their

work withthese and othavitnesses, the dancers would often refer to other early works of
Balanchine to explain certain step oDuring our work on Bal a
the dancers from these productions often observed that we could learn much about the early
repertoire from surviving works likpolleandProdig&onThey explained steps, sequences,
performance gte and atmosphere through comparison. Evoking the fateful eGuiglonf

they referred oftentioeBalf r om 1929. 6 ( Hodson77alnasimar c her
manner, | have included the reconstructed ballets from this time period aspotliias

order to give the reader the opportunity to compare these dances with the documentation
from other early works. Reconstructions are never able to be an exact copy of the original
production, and lost choreography has to be filled in by the redonstnuthis study, |

have b e e n careful t o qguot e those things w h
choreography, and not the lost sections which have been filled in by Hodson and Archer
usingB a | a n edrly voaldukary. The pleimatic of dance recstructionis considered

in Appendix Il1.

1.2 ResearciMethod

The research method of this project directly results from the choice of sources.
Beginning with the standard procedure used in dance reconstructions, | began to examine all
kinds of materialdpoking for clues of where to go. Similar processes have been used by
Lopukhov in his reconstruction of the <cl as
reconstructions of various productions from the twenties and thirties, and also by the
reseathers who participated in the 1999 reconstruction of the original produSieepaig
Beautw t the Maryinsky. According to Hodson,
putting together all the diverse documents, if only to see what was then stdl imn g . 0
(Hodson 1996x x ) My met hod is similar: I wi || | o
puzzle and put together accounts of as many ballets as possible. My goal is not to see what is
missing so that it can be filled in and a stagdy produgon made. Rather, | have
attempted to find what information does e x
order to compare different sources to discover as much as possible about his early

vocabulary, in particular from dances about which teWydetails are known. The work of
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a reconstructor differs as far as which dances can be studied because of their end goal.
Hodson and Archer choose to study only those ballets for which there exists enough
documentation to reconstruct fifty percent efahiginal choreography, the other half being
choreographed by the reconstructor in the style of the original choreo@rapiséudy has

a different goal: it includes many dances for which very little documentation exists, far less
than fifty percent.t$4 importance lies in the increased knowledge of the vocabulary that
Balanchine used in these years, making the little documentation that does exist more useful
to later projects where another would, in attempting a reconstruction, understand a particular

step or phrase better.

Memories have constituted one of my primary sources of information, and | have
compled as many personal accounts as welabév@hese include the events ofitluaily
lives as well as choreographic details. | looked at the accounts chronologically, putting the
dances into their historical context. For example, alth@ufluit was performed by the
Young Ballet, it 1 s i ncl udtdldeaterSchodl, sikce leh apt e
choreographed it as a student, on students, and for the sthdgmes analyzed in the
chapter on the tour of the Soviet Dancers, since Balanchine and Geva performed this dance
for their audition for Diaghilev, a more intpat performance than its original staging at a
ball at the Maryinsky. After compiling different accounts of the choreography, | examined
the versions, looking for likenesses and discrepancies, both in accounts from different people
and accounts from therse people given at different time peri@tmetimes decades
existedbetween one telling and another. | have quoted many of the descriptions here, and

given my analysis on hbwould put thepieces together.

There is an abundance of research on theaRusasliet before, during, and after
Bal anc hi fhe ane is itrmeefoha Ballets Russes and its impact on the art
movement in Western Européotabk sources a®o urS awzidest Chor eogr aph
Ti m S ¢&romo Pelipd 8 Balan@iassical Revival and the Modernizatioaraf Bytiet,
Gar afDo lagds | e v.d kaveBleciddd & tfosus Rimarily enghe personal accounts
of the dancers. Where more information is needed to evaluate the impact of different
choreographer on Bal anchineds wor k, tlergresencessour ce
there to complement accounts of the withesses and to examine their claims by looking at
some of the basic choreographic elements of those artists. If a choreographer was not
mentcmed by a witness as having iIimpacted Bal
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study. For this reason, Gorsky is not included, although his Tadlet#tle Humpbacked
HorsendDon Quixoteere reconstructed by Lopukhov for the Maryinsky in 1922it£So
1990Soviet Choreographers of th260920sl it is certain that Balanchine was familiar with
them and possibly even danced in them. No account claims any connection between
Gorskyods choreographic 1 nnov atheredoreshe doesd B al
not appear in this book despite his importance as an innovative Soviet choreographer in the
early 20 century. Regarding Nijinsky, Nijinska, and Massine: Balanchine knew them and
their work, performed in their ballets and presentedMnisclooreography in programs at

the Ballets Russes with dances done by these choreographers. However, since neither
Balanchine nor the other darsadirectly stated them as being influential, they seem to not
have played an important role in his choreograj@velopment, and therefore are also

rarely mentioned.

Regarding the choreography that Balanchine created in Russia, | have taken as many
English sources as possible into consideration. The reader may notice that | have often
guoted many seemingtientical statements, have analyzed them in the chapter and listed
them side by side in the appendix. | have done this purposefully, since so little information is
available on many of the ballets. In the analysis of the dances, the reader will note that
sometimes the small differences spoken by different people at different times, or even by the
same person at a different time are significant, one word giving vital information to a dance.
By bringing as much of the available information together, amaeasing picture of
Bal anchineds early works can be created. \
the information presented in this work, compare it to Russian and French sources, and add

more pieces to the puzzle.
1.3 Questions of Authentiity

In the cautious work of the historian, the subject of authenticity demands some
attention, particularly in a study which uses oral histories and other memories as its primary
source of information. This method has one major failing; namely that sxdmarselves
fail, and that people not only perceive and remember things differently, but things are often
forgotten or even changed to the advantage of the person reporting them. For this reason,
while studying these records and comparing different @s;cburave not looked for
absolutes, but have attempted to discover the most probable truth. | have presented as many
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versions of events and dances as possible and then explained why | believe one particular
account to be more accurate than another. €agiexample from witness documentation,
sources differ as to when the role of Terpsichore was performed by Danilova and when it
was performed by Nikitina in the original productiodmdllon Musagetel n Dani | ov
autobiographZhoura: the Memoirsex@Atra Danilostae said that she danced the London
performances, but had to let Nikitina perform the Paris premiere. (Danilgvé8)988

another interview she recalls having given Nikitina the London premiere. (D8Rifova

Part 144) Because thetxs in London (Evans 19288 8) r evi ewed Ni ki tir
of Terpsichore, it would seem that Danilova danced the Paris and Nikitina the London
performances. This example has a clear solution since a review with the casting is available
others arenot as simple, particularly in cases where only oral history or remembrances are
available, and especially in these cases, | have attempted to include as many versions as
possible. It is, however, important to note that newspaper reviews and artieles, whil
providing important facts and details, are not necessarily accurate and also require careful
and critical examination. For examiphes New York Tikes at ed i n 1927 t hat
has not been without distinction in Europe. Educated in the babtet sf the Maryinsky
Theaten n Petrograd, she |l ater danced | eading
(Martin 1927) Compared to her own accounts, this article contains obvious mistakes; the
only really accurate statement in these sentetltasshe trained at the ballet school of the
Maryinsky. In this study, however, the article has not been discounted because it contains
valuable descriptions about two solos Balanchine choreographed for Geva. Again, rather
than simply presenting to tleader only my conclusions, | wish to enable others to examine

the same materials, allowing for the possibility of different conclusions to be drawn,
especially with regards to the choreographic analysis. Thisafaseswho will compare

these recolt#ions with others not included in this study, as well as to those who might
examine only the memories presented in this project and interpret them differently than | do.

Some might think that, in light of the shortcomings of using memories, it is
unprodutive to undertake such a study; however, | believe that what can be gained from
such an wundertaking far outweighs the nec
choreography, Slonimsky also describes the problems of studying the dances from this time
period. He statesthati t i s very difficult to make a |

evaluate it. Much has been forgotten, much is perceived differently today, and much was not
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even properly eval uat e62)Hamde this stateméentbethas a( S| o
direct witness of the events, and also as a Soviet dance historian with access to the official
reviews of the newspapers and the records of the Maryinskyr @baag the time in

guestion. Since our study is even further redhthwough time, distance, language and the
deaths of the witnesses, our evaluation is even more problematic. However, | believe that it
is not only possible to work through the material to find valuable jewels of knowledge, but |
think that it is importdrto do so, since it opens up the possibility for greater understanding

of Balanchineds early | ife and wor k, even

As stated Sl oni mskyos essay, i n particul ar
Kostrovitskayawitness, dancer and collaborator in the Young,Balleted as a basis for
much of the choreographic evaluation of Ba
the most accate source availabM/here discrepancies occur between his accounts and
others, | have given his account priority. Atéroni amce € g 6 81t , I consi de
recollections of the choreography to be the most reliable. While her accounts of personal
events are sometimes less than accurate, she was known to have $tzata meng when
It came to recalling choreography. She de
el ephant , 6 (Danilova 1974) and Geva al so
1976) Balanchine later hired her to teach the classics to thts stnden the New York
City Ballet because he knew that she was able not only to accurately remember the dances in
which she performed, but was able to remember the entire ballets. For the ballets performed
at the Ballets Russes, Markova was also kndwatwwe had a of abl ed mer
19950 Da me Al i RdssgnoH n diBtBbtledof these women worked extensively
with Hodson and Archer in the reconstructionsao€hattandLe Chant du Rossigdmne
of the information contained in thi®dk was told directly to them IBanilova and

Markovaas they worked on the reconstructions.

Appendixlll addresses the issue of the challenges of dance reconstruction; however,
since the authenticity of reconstructed works is often called into questidojefly state
my point of view on this topic for the purposes of this study. Two important reconstructors
are discussed in detail in this book: Fyodor Lopukhov and the team of Millicent Hodson and
Kenneth Archer. In the Maryinsky seasons of-19231 Lopukhov carried out the task of
reconstructing the classical repertory, which had suffered in the years directly following the
Revolution. While preserving much of the choreography of Petipa and others for future
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generations, his work was and remainsaversiafor two reasons. First of athuch of

the original choreography had been forgotten and had to be fibet was presented as

t he 0Oori gi naolp.uék h8 & c ooncdolryr,ect edd what h e b
omi st akes d o kographer. Balandhigei participated in these reconstructions as
we l | as having performed in many of Petipa
the RevolutionSeverab f Bal anchi ne dtheinfugnce of Pebpar thiet s s h
studythe reader should bear in mind that while Balanchine had directly seen the work of
other choreographers, Goleizovsky, Lopukhov, Fokine and Duncan, his knowledge of Petipa
had been filteredoth through the small changes a company makes in differentipreduct

of the same balletsaadot hr ough Lopukhovds wor k.

In their reconstructions &alse Triste, La ChattelLe Chant du Rossidgimison
and Archer have also had to fill in missing sections, but unlike Lopukhov, who purposely
changed much of ¢hchoreography, they had the stated goal of not changing or adding
anything to the dance that the original choreographer did not do or that would change the
original intent. Because of this, | believe that they are reliable in their passing on of the

information they received, in particular from Danilova and Markova.
1.4 Changing Bodies and Styles

Another issue, related to the topic of authenticity, deals with the changing trends in
both body style and technique. Our study will not directly result in any reconstructions;
however this issue will be specifically addressed because it affects laolertsea the
dances in his mindds eye | eading to, i n tl
differently today than theyere by theriginalaudienceln order to present the following
materials as accurately as possible, body style anchtedifferences that have evolved
since the 1920086s will be examined here to

of the dances described in this project.

The changes which occurred in ballet over the last century found their way back to
Rusia even during the years in which the Soviet Union was a relatively closed society. Many
of these changes can be attributed to Balanchine himself, who even at an early date began
looking toward a new style, beginning with his first muse, Lydia lvandwaigHe as well

as her high extension and split leaps are typical of modern ballet dancers, but at the time
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were extraordinary. As his first muse, Hodson believes that Balanchine was ever after striving
for many of her qua lnhis daecers. Latersat theeBhllets RussesD a n |
Balanchine choreographed numerous roles, including Polyhyiptkomlusagédad the

Siren inProdigabon on Felia Doubrovska, who was five foot six incheDtafihilev
thoughtshewas too tall to perfm classical roles, despite her having been a soloist at the
Maryinsky. Danilova said that she was so tall compared to everyone else that it would have
been easy for her to | ook ofreakish. o6 Trac
whatwouldl&#r be call ed 6a Bal anchine dancer do:
Delano 198337)With the exception of these two dancers, the physique and style of most of

the dancers Balanchine worked with in Russia were of the old style. Atahiat dhav

Ballets Russes in 1925, he worked with his first baby ballerina, Alicia Markova, and began to
train dancers who were young enough to be formed into his vision, but he still spent years
working with other dancers before he founded his own sbhooNiew Yor k i n t h
For the purposes of this book, the dancers of the Young Ballet, the Soviet Dancers as well as
the dancers of the Ballets Russes were exclusively trained in what will referred to in this
project as the o0old school . 6

At this pointl would like to discuss a few of the differences in the styles of
movement and body types from the 19200s ¢
understanding ohow the dancers lookdad the original performances of the ballets
examined in the proje&xamining these differences will give rolamgty in the analysis of
the dances. The differences are so marked that even a superficial comparison of photographs
taken in the first half of the ®@entury with those taken in later decades shows stark
differences in the basic positions and the figures of the dancers. Early films reveal the

differences in movement dynamics.

The most vital change in ballet begins with overall physique: a decreased weight and
increased height of the dancers creating adifteteent picture of the basic choreography.
As previouslystated, dancers today are generally taller than their historical counterparts, a
change reflecting the same developmentasimoh as well as other spoBsnilova
described this as having beemajor difference between her American students at the
School of American Ballet and herself and comrades at the h@aialSchool. She said
that no one cared how much they weighed in Russia. (Danilg\2009@&hough her last
years at Theatect®ol and first years at the Maryinsky were during the near starvation time
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after the Revolution, she does not attribute the lack of attention to body fat to that situation.
Rather, she states that Russian women were more voluptuous than American ayels, wh
generally more athletic. (Danilova 19288) Markova also recalled that no one ever dieted

in those days. (Markova 1972)

Consistent with the physique of his first muse Ivanova, correspondence between
Balanchine and Diaghilev slkeothat he was looking for girls who were both tall and thin at
an early date. In a letter dated September 4, 1925, Balanchine wrote to Diaghilev about
getting dancers for the corps de ba#et] highly recommended a dancer whom he
descri bed ast dBalanchin® Septdmbdy d, 1925) In another letter dated
September 15, 1925, he describes one darlterasn g o0 a beaut i f ul WO m
than averagedé and anot her a ¢Balanchmd Segembea | |  f
15, 192b These letterseem to support the notion thdlanchine waareadyooking for

thesequalities in his dancers.

The taller, thinner figures of the dancers caused a change in the line of the body.
Although in the classical tradition, the Russianogevent of the épaulemenf the
shoulders added to lengthening line of the body, it was more fully developed by Balanchine.
Il n the words of Danil ova, it was he who ot
interesting desicnegdbdi o8, asiwonca astucasd ml us
(Danilova 1988201) The line of the body refers to, for example, when the arms are
extended at right angles to the shoulders, the imaginary line that could be drawn from the tip
of one finger, throughhé arm, both shoulders, along the other arm to the tip on the other
finger. In arabesque, the imaginary line extends from the tip on the arm extended to the
front to the tip on the toe on the extended leg. By raising the leg above ninety degrees,
Balanchia lengthened the line and altered the classical position slightly. In a modern versus
truly classical arabesque, the line of the leg is also altered by winging the foot. Instead of the
straight line going through the middle of the turned out leg frompthe tine foot, the
straight line is drawn on the underside of the turned out leg, going out to the inside of the
foot, which is not extended straight from the leg, Imsatmsadifted upwards. This minimal
change gives the impression that the leggeritiman in the true classical style.

The line of the body is also changed by increasing extension; a term which refers to
the general flexibility of a dancer, affecting her ability to raise the leg off the ground in one of
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many positions or to perforan  f ul | spl it i n jumps. A danc
notable in adagio, although differences can also be noted in faster dances as well where
développéandgrands battemendése performed at an increased tempo, or in the case of a
grande jetér tour jetéperformed with the legs forming a complete split. Danilova said that

oa high extension was considered vulgaro i
above the hip. (Danilova 19889 1) Todayds standar dsnsianequi r e
well above ninety degrees in all directions, completely altering the line of the body. For
example in a typical Petipa pas al,che female dancer performs développggorted

by the hand or the waist by her partiédrile standing on pointe onefoot, the other leg

slowly unfolds, with the foot following a path from the ankle of the other leg to the knee and
then being extended and straightened either fully to an arabesque position or bent in attitude.
Whether the leg unfolds at ninety degved&sgher changes both the position of the leg, the

exact point of balance for the dancers, as well as giving the movement a different dynamic.
The développé is often held in position and is followed by a supported balance or a
promenade in which the mamrts the woman slowly on her pointe in a circle. In this slow
combination, the line formed by the female dancer alone as well as the picture created by the
pair is of primary importance, the change in the lines and the angles giving a greatly altered

picture for the same steps.

When one couples the changed lines of the body with the higher extension, the
increased height and decreased weight of the dancers as well as the muscles that have beel
trained to be stronger but longer and thinner, the paftarballet dancer, whether standing
in position or dancing is completely different. This difference is so marked, that it is
noticeable not only when the dancer performs in leotards, as Balanchine did in many of his
ballets in order to emphasize the lofdbe dancers, but also when the dancer is maximally

covered in a Romantic tutu.

The second important change in the styles occurred in the movement dynamics. This
i's related to increased flexibilityofand e
Balanchine, who wanted the leg higher, that dancers have begun to develop their extensions,
and | personally agree with Mr. B. The leg in développé should not be stopped, if it is, the
movement becomes stiff and mechanical. Instead, | think theuéd) jakt go, reaching
upward, the movement must be f 198)dustiasthei t | s
extensions have lengthened, so have the movements. Even quick movements show this

23



lengthening, in which a classical step is held in p@sgglit second longer, or the leg is
allowed to swing higher. The lengthening of the movements in modern ballet has changed
the dynamics so much that Danilova claimed that most dancers today are not able to
correctly perform the classics. She commerdedtho st udent s t oday have
the classical styiteis different from what they are used to, the movement is more tightly
framed. 6 (,0183) $he alsoadesdil®e8 8 change he made in pointe technique:
oBal anchi ne i aersielsvbyedlingtup and downitrsough ¢ha foot, instead

of hopping onto pointe, al | I N one movemen
in Russia, not rolling through the foot but using the knee and pushing with the heel; this
enables yoto make the transition to pointe more quickly. For a relevé that travels, they have
to jump onto pointe. So it I's necessary f
1988 194) When dancing on pointe, whether a dancer gets onto the ends ofldyer toes
jumping onto poirgor by rolling through the feet changes the overall flow of the dance, the
first version making the movement clean and sharp, the other creating a smooth, lyrical
feeling.

Danilova also described how Balanchine made changes in movement vocabulary,
which greatly affected the overall dynamics of the movement. She said that Balanchine had
sped up many of the <classical steps, mak i |
this movement, dragging the foot behind, or sideways, or front, changing. Really, he enrich
vocabul ary of danceéi't was Pantedo73 58)tShewa s S

explained:

Mostly | would say that the slight revisions Balanchine introduced involve speeding
up the movement or syncopating movementsrtt@dssical dancing are rhythmically very
even. Pas de bourrée, for instance, in Petipa would be: one, two, three. 8ut mBal n e & s
choreography, it would be slightly different: for examplgnoiteo, hold thre¢he first
two steps are faster, so that you get wher
doing pas de chat is to lift one leg, then the-otleat a the. But Balanchine sped up the
timing so that the second leg immediately follows that first and you see a clearqtbsition
legs ugn the air. Balanchine took classical ballet steps and sharpened the focus, so that you
see a perfect fifth position ojuanp at its height, and the time it takes the dancer get from
one position to the next is shorter, because she moves faster in between. (Danilova 1988
199)
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The changes in line, extension and movement dynamics are a direct result of the
training a young deer receives. Balanchine, Danilova and Geva said that the training they
gave at the School of American Ballet (SAB) was exactly what was tauglet 8chbeht
However, though the method may be similar, even when Danilova, Doubrovska and
Balanchine werteaching there, the result was different. Geva said that SAB was the same
and probably better than Thea®chool. (Geva 1976) She also recalls that the dancers of
those days were otechnically al/| rikgsht , 6 b
today. 6 (Geva 1976) At another place she d
dancers in New York City Ballet today dance like no one ever hoped to dance, saying that
one is better than the other m.and Gtelvat 1t9h
Doubrovska said that o0itds the same, éd but
her e now. Generally It IS mor e devel oped
(Doubrovska 1975) Danilova also recalled that many of the girksaat Sthool trained
badly. Regarding daily class, she said tha
with care; otherwise they can overdevelop the muscles of the thigh. Looking back, | realize
that many of the girls | grew up with at thee@tr School had big claves and thighs,
overdeveloped because they had overworked those particular muscles. Mr. B., when he
taught, was always very conscious of which muscles he was working and was careful not to
abuse them. g1929)Dani |l ova 1988

In corclusion the evidence shows that eveanagarly date Balanchine was striving
for a new body styl¢all and slender dancédtie developed technique far beyond where it
had been before, the average dancer being capable of thiogéytha most capable
dancers of the 192006s were able to do. He
who bore traitavhat would later bigpical ofdc Bal anc hs @eulbaocekads ph
and Markovads technical capacityis baldis.en he
However, until he was able to train his own dancers, he created his ballets on dancers with
the old physique and technig@éhough the original dances may have been created on
these particulatancersl believe thatestagig them with moder dancers possessing the
physique and range of technique that he himself advanced does not violate his intent. In all
likelihood it comes closer to realizing his artistic vision than the original performers were

able.
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Chapter 2

First Encounters at Theater School (19113820)

Bal anchineds earl y c hdetaid by several $claokrs &nd e n
witnessesnlBalanchine: the Early ,YaarsSlonimsky provides the most detailed and likely
the most accurate accounbtiB Geva and Danilova tell of their childhoods in their
autobiographiedAs classmates, collaborators in the Young Ballet and lifelong friends of
Balanchine, their accounts provide an invaluable source of inforfregiei Balanchine: a
Biographyne d the most prominent historiographies on Balanchine also draws heavily from
these source$he followingchapterexamines the point where Balanchine, Geva, Danilova,
and others first became acquaintedhe Thea#r School of the Imperial Theain St.
Petersburg Much of the information presented here is based on the tenwdlexf the
dancers themselveAlthough the times were politically explosive, the earliest memories of
the dancers were about their day to day lives and experiences, not those of sweeping political
and social change. First as young adults did they become more involved in cortitdversies,
thar interestsseem to have been limited to the arts, in particular the ballet, and how it
affected their own lives and work directly. The greater issues are mentioned here only in

passingand for the purpose of clarifying events as recalleddantters themselves.

Balanchine, Danilova, Efimov and Ivanova began their studies & Hobkabl
before the Revolution. Danilova and Efimov, along with his twin brother, were in the same
class, (Danilova 19884) and lvanova and Balanchine were oneygaager. (Danilova
1988 41) Geva came to the school later when an evening program was opened for students
as part of the new system. Both Balanchine and Danilova recalled having difficult starts to
their education, Balanchine going so farastorutawayhi s aunt 6 s house
(Balanchine 1972) a transgression for which he could have been expelled. Taper said that his
unhappiness was rooted in his not really understanding the reasons for all the hard work and
discipline(Taper 198438)Interestingly, like Balanchine, Danilova did not really know what
ballet was, having been brought to audition for the school because she had danced well in a
Christmas pageant. She said that shd ohadr
wasjustavi ng a wonder f ul t 1 me ,IBp Balagchineyecallemln c e .
the early days @heateiSchool:
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él was nine years old and I started as
graduated. | started with Emperor Nicolai I, andiwveel very beautifully. Our place of
study was really fantastic. We lived there and we dressed in uniforms. We were sort of like
pages. We were trained to music and drama. You could choose finally if you wanted to be
actor or musician or dancer...thencarhee Rev ol ut i on. I canodot tel
(Gruen 1973279280)

Danilova described:

Our lives revolved around our classes and outside of class our little intrigues. The
TheaterSchool was our nest. It gave us none of the freedom childectodiay. we were
told what to study, where to go, when to eat...Occasionally, we went against the rules, but
never did we question the school ds authori
security for grantedhich is the way it should be forldtgn. Our education, our dance
training, our lives would run their course, guided by the school. We proceeded from one day
to the next, year after year, looking ahead sometimes, but never worrying about the future.
(Danilova 19883)

The complete secwyrishe experienced did not last long as the Revolution threw their lives

into turmoil.

By most account s, Bal anchineds early d
chil drends Sleepingeautyn St bei makyesai d ointedwas t
most vivid impressions as a child, and later as a yougentmilet which directed his
thought toward the future and made hj m f al
24) Tapersallal anekipeedence that nedvefnarnghiwas (aT aof
38) He &expl ained: 0That ni ght, as he watc
realization that every one of them had gone through the very same schooling as he, in the
same building and with manytlod same teachers. He addhithese dancers and wanted to
emul at e t he m39pBalgndhimegveas so Infpr@sséed with the memories of this
performance thathalt er tri ed t o put c hithechildremdosid r ol e <
have the same experience that he had. Dan
impacted her future. Her first performance was in the &jersther role easy and
unrehearsed: she was only supposed to walk across stage and drink winetuB#égides ac
trying to drink the wine, which was paint mixed with water, she spoke too loudamistage
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had to be hushed by the aduli®anilova 19880) She alsoecalled being so terrified that

she had to be dragged across stage by the otherBgitks. 8] Like Balanchine,
performing inSleeping Beautys a si gni f i ¢ an SleepingBeaiyazan c e f ¢
l'ittl e page, carrying the queends train. F
dancing, and so It sl ,eavhnedh €v esrtyiblold,3Be mepnabre
She claimed to have been chosen for every ballet that required children, something that not
only cemented her love of the art, but also enabled pasdoorthe doreography of

Petipabs ballets

Balanchie himself also recalled another important moment about a year after he ran
away, one that also became a turning point for his future:

Somehow, | was unhappy for about a year. There were a lot of examergtions
hard. Then | saw, through a little keyhtteee dancers. They were working with my
professor Andreyanov. One was Karssvina, the other was Baganova, and the third was Gert.
| looked through the keyhole, and | saw this working and it was very interesting. It was like a
little game. So since thédgecided that it would be very interesting to look at something like
that. (Gruen 197280)

At this point, Balanchine evidently had a turn around, Danilova recalling that they were both
ocount ed as wvienrtye rgeosotdi nsgt uadneds Bilalthaughtstedlso6 ( Gr
says that she was not a good student in her first year, and that she was neither hard working
nor attentive, resulting in her having to repeat that grade. (Danilgwz6)1988

During the first year of the Revolution, Tieate School was closed for a time due
to the wuncertainty of bal | é&tAftesbeipglsavedeby i n t
Anatoly Lunacharsky, Commissar of Enlightenment, theershesmid schools were
reopened, but the situation had changed dramabaaiilova recalled that they were cold
and hungry. She said that the students at the school received a little more food than others
did, but it was still very little: dirty water instead of tea, two spoons of brew for lunch and
dinner and one small piedeboead every two dayDanilova 1974) In her autobiography
she described: owe wer e a-htlonehirmenl ¢had yive,dmd b e ¢
t hat was nothing compared with George whec
(Danilova 198847) She also recalled that the boys and teachers went to the attic of the
school to coll ect boards for firewood, od
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been put there in storage. As time wore on, we marveled that the building was gfill séandin
(Danilova 198818) Taper said that the boys were sent to the streets to look for firewood.
(Taper 198449) When Theat School was closed, it was for an unknown period of time
and the students were either sent home or had to fend for themselvedy. Kdelwoif the

school would ever be reopened. Danilova, who recalled in detail their hardships in many
interviews and in her memoirs, said that her art saved her in the Revolution. (Danilova 1988
5) She s aaiwdhs adreéfugesfor ud) anaost agiaea Outside lay only the chaotic
aftermath of the war and the Revolution. But regardless of how the government had

changed, what went on inside the theatwa s mor e or | es s,51) he s ame

Both Danilova and Geva mentions one school master had an important
influence on Balanchine during his school years, Grigori Grigorevitch GriDandgva
described him as o0an intellectual, one of
his protégé, inviting him to his apartment for lwnttSundays, introducing him to music
and books. 60,43DanGelvoav as ali9d8 8 hat he was the ¢
Obeen in charge of the school s i ,R2¢leShe he gc
recalled:

Georgeéhad berenhicutfaofifl yffor yearséMr.
taken him in when, in the toughest years of the RevollkieaterSchool had closed,
throwing its pupils out in the street, and George had literally no place to go. George was duly
grateful, but I doubttha hi s | i fe under Mr. G. G.0s wing
bore unmistakable marks of latent homosexuality and a possessiveness that were at odds with
Georgeds mascuBa288) ty. (Geva 198414

It was he who encouraged Balanchine to study amtisecconservatory. (Danilova 1291

Upon his graduation from TheaSchool in 1921, Balanchine was taken into the
corps de ballets of the compafithe same time lemroledin the Petrograd Conservatory
of Musicwhere hespen three years studyimgusical theory and piano. (Taper 198
Slonimsky described his education:

Bal anchine did not succeed in finishin
became an accomplished musiarahnot only a pianist. He attended classes of harmony,

studied coumrpoint and composition, wrote music, and most often improvised easily and
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quickly, as if drawing from innumerable prepared ideas. He wrote compositions for piano
and dance, for recitation to music, and f
frequenly tried his hand at the violin, the French horn, the drums, and the trumpet. And
always he mastered the music despite the difficulties of quickly learning any new instrument.
Judging from the recollections of ballet artists of the older generatiompgbsittans of

Bal anchine were somewhat | acking in originé
dances to his own music, but most often used the works of composers of the nineteenth
century and the beginning thbse yetrs nsadechimsei | n a
into a professional musician within the ballet theater; this to a large extent determined the

character and direction of his creative work in the future. (Slonimsi338491

This quote describése extent of his musical stuhd explains the importance of it,
namely that It determined the direction t
education enabling him to develop the special sense of musicality that became one of the

most important qualities of his mature work.

As the Revolution brought drastic changes for the curreneTlelabol students, it
also brought one resoundingly positive development for Geva, namely the opening of an
evening prograindesigned to combat the elitism of the former Imperialéffhedaving
been forbidden by her father to dance as a child, Geva was later trained as a private ballet
student by magingballerina named Madame Sokol@&@rewas held in high regard at all
levels of the dance world, and had been invited to teach & Busaol, but declined
because she oOocoul dnot a b i, ¥42¢) Beclwsetshelwasanotd o f
student at Theat School, Geva recalled that no matter how good she ever became, she
would be condemned to obscurity and cut off from tmeoglaand glory of the Imperial
Theatr s : olt was held as a verity that only
train the talent suitable for that glori ou
centuries st ood,8l)nbEwntrance iatd tbe edeniig@mgraan ofeled the
doorsfor her future career in more ways than one. Geva first laid eyes on Balanchine at a
ballroom clagsvhere the shortage of boys in the evening courses was compensated by some
day students.

Geva andBalanchine began dancing together regularly after that point, and
Balanchineoften visited at the Gevergeyeva ous e h ol d. Before the
father had owned a museum collection which included paintings, lithographs, posters,
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sketches and modeisstage set$Geva 198462) Geva recalled having spent hours in the
museum looking at books, old programs and photographs of celebrities. (Gava)LB84

addition to the museum Gevergeyeva had a modern two story building next to his house
namedeatd TMi ni atured which he used to promot
In the days before the Revolution, when tradition still had a strong hold on most artistic
endeavors, and anything axgarde was discouraged by the authorities, Gevergeyeva gav
moral and financial support to struggling young artists of every field. He was surrounded by
writers, poets, artists, some of whom were famous, others unknown. He preferred the

unknown thinking that they needed him more. (Geva, 6934

Because of hi®fr mer weal th and his honoriofic ti
Gevergeyeva was arrested during the Revolution. News of his arrest spread quickly among
literary and theatrical circles, and his former activities among the artists saved him. A petition
containing sixty signatures of artists from all disciplines including the recently recognized
revolutionary poets Mayakovsky and Yesesnin was sent to the seat of government at Smolny
College. The petition claimed that Gevergeyeva was a man of good dhuadlacter
enumerad the good deeds he had done otlex years. He was not only released from
prison, but was further granted permission to keep what remained of his museum in his
house and eventually became its director. (Gevall984Although his circumstas
changed drastically and he was no longer in the position to help Balanchine as he had so
many others, Balanchine had many of the qualities he admired in a young artist: he had
talent, was a neconformist, had the determination to follow his own cpargekept his
convictions despite opposition. (Geva 1982) It was he who suggested that Balanchine
and Geva get married, saying it would make their lives easier in the uncertain times, and that
i f it didndot wor k out rtilnlO32, attbeuabed of 49 andhl,s g €
they were married. (Tracy and De Lano,119893

2.1The Cream of the Young Maryinsky

Upon their graduation in 19Aalanchine and Efimov joined the corps de ballets
By that pointJvanova and Danilova, aleof f i ci al | 'y i n t hengdbcarnps,
the Maryinsky company, Danilovangenamedsoloist in 1922. (Tracy and De Lano1983
20) Danilova described this group, the dancers Dimitriev later chose to take with him to
Germanyas the ocregmMafyitmekyy owar, 60p Dodbroyskra ni | o
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said that Danilovhad the opportunity to be castsolorolesearlier than shiead been
because hierarchy the theater as not as strict as it had bdwfore the Revolution.
(Doubrovska 1975) Danilgaowever, didlescribe the hierarchy in detail in her memaoirs.

She recalled that the dancers were

stacked according to our ranking in the company, with those of us in the corps at the
very bottom. The soloists, who occupied more exalted positionsehardipoke to us.
This was simply the way of the company,
handsome soloist who | danced with and immediately fell a little bit in love with, refused to
acknowl edge me off the st angheétedt,deawowdktturrme t i |
and look the other way. (Danilova 1923

Danilovaalsorecalled that she, Balanchine and Ivanova performed the pas de trios from
Paquitéogether the year before they graduated, (Danilova1988d that she and Efimov

danced together for their graduation performance. (Daniloy43p88

Bal anchineds career as a dancer was r e
performance at Ballets Russes. Geva said that he accidentally harhimsddnee while
performing dezghinka a warri or ds dance ,M)reshltinginvd Kkni
wandering cartilage which caused his tnkxk back sometimes. After an operation in
Monte Carlo, he was able to dance sometimes, but waste@sted in choreography.

Geva said hevhed heddanteffGeyal876) Shetrecalled that he was not a
strictly classical dancer, but was very wiring and quick, and Doubrovska mentioned that he
had an enormous elevation. (Doubrovska 1975mHe dil f s ai d, ol was my
I wasnot bad either. When | was twenty |
everything better than may28% Hid taldntsas aodancegr e o p |
was confirmed by reviews he receivedhi®performances at the Maryinsky, in particular

for his performance of the Harlequin Hoop DancEheNutcrackeHe hardly touched the
ground oOoéjumping sever al times through the
(Geva 1976) Danilova saidthae o was popul ar and wel |l respe
most of them dentharatere. ITheNutcrackehe always brought down the house in the
Candy Cane variation, with his sensational jumps through a hoop. His distinguishing
features, | would sawyer e speed, musicality, a big ju
198858)
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In his essay, Slonimsky also quoted some of the reviews Balanchine got in this
particular dance, saying that othe praise
a | ar ge c¢ hor udsaéendaton. d @mjoesd thesaudserce from the front rows
to the upper bal,44)Heyuoted tliaSdancencritinn 8 otynsky Iwh®@ ldter
became one of the Young Bal | et Opsaisesferar pes
Balanchine as he delsed his performance

Bal anchivadze dances a jester with a hoct
profile towards the public wearing a sparkling silver costume. His face is deathly pale from
excitement énmidetension. Hé wavds th® lioops and throws it under his legs.

Then he sweeps it around himself and moves underneath like a hurricane. (Boris) Romanov
won fame in his day in this piece. But Balanchivadze today had outdone Romanov with his
young, energetiand superbly disciplined talent. (Slonimsky, 4991

Danil ova also recalled his outstanding
al so mar v el oPetouchkdendid the &dd maa Onsthe balcony so well that
nobody looked at the danderd ( D a n j 3) Kostravitskaga®edtionechis role in the
first scene of the ballEsmeralda:An d s u d d eSmppgarecon the stggegy maving
about almost on all fours with one eye, protruding ears, and an enormous, swollen, potato
like nose. He moved and used pantomime in such a way that the audience burst out laughing
and everyone on stage laughed hilariousihte poi nt of ted@8)rs. 6 (Sl o

Accounts differ as to whether Balanchine was a first rate or a mediocre dancer, a
subject which Slonimsky covered extensively in his essay, since some of the newspaper
accounts praised his work, and others améd it. Many of the reports about his
performances at the Maryinsky were posangit is reasonable to assume that he had the
potential to be a very good dancer. Slonimsky, however, said that his performance was not
always consistently good, partidllg to his being more interested in some roles than in

others. He also offered another feasible explanation for the differing opinions on

Bal anchineds talents and his apparent | ack
Bal anchineds | i merformed mustdhe attibotgdrtoeunbelievalde a p
over wor k. He was torn between daily work

earning money for subsistence by playing the piano in Ved&eadéss (from 1921 he

played three hours a day) and for daacesncerts and the movies. He had no time to
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spend on training!...Indefatigable, he went to premieres of the Petrograd theaters and to
visiting performances of the Moscow theaters, to philharmonic concerts and stage
productions, to art exhibitions andseums. He could not deny himself contact with new
developments the arts, of which there were so many at the time. He participated in the

i nnumer able controversies concerning |iter
spread himself thin from the wig@oint of colleagues in the theater who had only ore goal

to dance more and better, to climb up the ladder to leading roles. He did appear disorderly,
unpunctual, because of his incessant desir
not fail tohave an effect on the young Balanchine, already somewhat weakened by years of
undernourishment. (Slonimsky 19%47)

Sl oni msky said that the entire generation
Ivanova, more than others in the balleteveapable of neglecting their artistic interest for
somet hing which they considered i mmeasur al
1991 47) Thisstatementd i d no't j ust explain Balanchin
perfor mer, 6 b uintereatlinother forms af artiatdettier idelass experiences
which educated himbeyond what he had learned at Tneat Sc hool . Bal ar
unquenchable interest in all forms of art prepared him to work with Diaghilev who always
took it upon himself to edate his choreographers, taking them to museums across Europe

and exposing them to the leading artists and musicians of the day.

Interest in things other than those directly related to their lives & Bobabl and
their futures in the Imperial Theatvas not typical of the dancers before the Revolution.
Danil ova recalled that ol thought dancing
| earn academic subjects. I was a compl ete
seetheimponac e of knowing about sometd0)Shesgid besi d
that they did not even study choreography at &Haatool, just dance and subjects related
to it: history of dance, history of costumes, history of art, music, characteifocaatl nat
dance, as well as speech, since the children often participated in performances in all the
theates’ and were sometimes required to do speaking roles. (Danilova 1974) In her
autobiography, she said that many of these classes along with English were fmgtoduced
after the Revolution. (Danilova 1988) Gevaecalledhat her father, despite being an
important patromf the artsdid not allow his daughter to attend the school as esakitty

thatshewas t o have an education, something the
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establishment. 6 He consi de edkcstatsgdoconlgfori | dr e
dancing and he wanted his daug®evaeld84,i88@ h a v e
Lateron however, they were neither cut off from the other arts and the outside world, nor
were they encouraged to be so. Danilova remesnhieast artistic director Lopukhov

became a mentor to the young danoeise compangind would scold them when they got
morose about the hard ti mes. She quoted h
talented! Go to thé¢heater go to the museums, seeerything! Study languages, study

hi story. Go t o c 0,53 Banitow.sdid she (fodoavedihis adviee arid9 8 8
began to studifrenchand art history as well as gdiogconcertsoutside the Academic
Theaters(Danilova 198&%3) It would seerhowever, that Balanchine and Ivanova were

more extreméhanmostn t heir pursuits, as was Geva: 0
was bound to suffer. As a result, | flunked more than one subject in the spring exams at the

Gymnasia, and was kickedto i rr evoca,8)y . 6 ( Geva 19814

Even before Balanchine was exposed to the world of Soviet art, his interests
expanded far beyond those of simply being a dancer. By all accounts his extraordinary talents
as a choreographer appeared while he wassthbiol La Nuit, his first ballet done at the
age of sixteen, was choreographed well before his introduction into the world of the Soviet
avantgarde At this point in his life, his onlgfluences would have been those of his
teachers at the Maryinskyl &s repertory, most importantly the classical tradition of Marius
Petipa and the reforms of Mikhail Fokine.

2.2The Russian Tradition

Il n the West today, 0 Rouhe 8olshon Balketairi Mloscowb n o r
and the Maryinsky in $tetersburg, known in Soviet times as the Kirov. For dancers and
ball et omanes, t he ORussian school 6 is wused
style of ballet developed by Agrippa Vaganova at the formeer TBelabol of the
Maryinsky, now knawas the Vaganova Ballet Academy. Although Danilova mentioned
having been trained and coached by Vadanolar last years at Thaabchool and as a
member of the corps de ballet, the Vaganova method was far from developed in the early
192006s é&thedlanneosmfehe Woung Ballet, the Soviet Dancers or the dancers of the
Ballets Russes spoke of her as being a great influence on their training. (Danidva 1988
51) Since both Danilova and Geva claimed that the education given to dancersat the Sch
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of American Ballet in New York was exactly like the one they received at the original
Imperial Thea& School, and Vaganova later developed a system of education so specific
that the school bears her name today, it ialagjuat the tradition cardeon in the West is

as much directly descended from Petipa as
technique is what | learned at the Imperial School, but | also try to prepare the students for
the modern styles of choreographers like Bat@nahd Robbins. | battle every lesson with

the arms. Ten years ago | thought they were awful, but they are much better now. | really try
to pay enormous attention pmrtdebras At the Imperial School the arms were always
emphasi zed. 6 ( Aer K82 40pnThe Maryidsky £anntkaim a constant
residence at thineaters i nce Peti pads great phaseh of cr
century, and under the direction of Lopukhov the claSswesi_ake SleepirieautylThe
LittleHumpbacketbrseGiselle, La Bayadadeothers were restaged and preserved for future
generation. In 1988 Danilova described her impressitwe directionSoviet ballehad

taken saying:

| can see in the Soviet style an extension of the way | was traihéuinkwhat
happened here in ballet in our century is much more interestinghidiahappened
thereéSomehow, i n Russi a, ball et has becom
longer want to show the story or the mood so much as they want tineindechnique
this one can turn three times in the air, lifting both his legs, and that one can do something
el se. But itdés no | onger exp86)essi on; it 0s €

In 1908 Diaghilev brought the first group of dancers trairtled bihperial Theats
to Western Europe. Many of these dancers had worked directly under Petipa, and many
never returned to Russia. From 1908 to 1924, numerous great dancers who later became
teachers and choreographers around the world emigrated, ineasdmg, Nijinsky,
Nijinska, Massine, Fokine, Lifar, Doubrovska, Lopukhova, sister of Lopukhov, Cecchetti,
like Petipa not Russian, but with great influence on Russian ballet both as a dancer at the
Maryinsky 1in Petipads IatathelBallets Russaesdand fadllye r a
Danilova, Geva and Balanchine. These dancers worked extensively in Europe, the United
States and South America, some up until th
wor l d. Doubr ov s lktte ballawinasl all ogersed schindls and dtaged oy |

teacht hen good dancers began to appear. o6 (D
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Bolshoi trained Massine, all these dancers were trained in St. Petersburg,jtsmtyding

around the world. Scholl dabed this process:

The gradual closing of the borders and
for the young Soviet ballet, partidylas large numbers of those associated with the Russian
ball etds most il | ust r i othesastmajarityweuld eaot retarw  wo r |
By 1917, this diaspora helped established ballet as a viable art form beyond Russian borders.
The émigré ballet metamorphosed rapidly; although its nucleus remained mostly Russian for

a time, its outlook was internatibfrom the start. (Scholl 2068)

In our study, the term Russian ballet will refer to the pure classical tradition that
blossomed in St. Petersburg in the second half ofttheed®@iry while ballet in the West
was experiencing a general decline,heostyle based on Vaganova technique. Western
European ballerinas had toured in Russia, most notably Italian ones who were technically
much stronger than the Russjdtetipa created some of his most famous roles on Italian
dancer®. However, the declioé the balletn the Wesas a whole was well noted in Russia.
Scholl quoted Petipads st at e mePetesbuiyGazeta t he
stating that the o0l talian Sc hovasldying.§Scholui ni n
1994 20) First when the Ballets Russes arrived in Paris and began to produce ballets with the
collaboration of famous artists and musicians such as Matisse, Picasso, Benois, Debussy,
Satie, Stravinsky and Cocteau did ballet begoeieera newer, more elevated status among
the arts. At the dispersion of the company at the death of Diaghilev in 1929, this caliber of
creativity and artistic invention coupled with the background and training from the Imperial
Theaer School was sprearband the world. After this point, due to the lack of exchange
between the dancers in Russia and those in Europe, ballet in the West and in the Soviet
Union developed in different directions, the Soviets defending the preservation of the
cl assiceclamidc @aln &xtxhi bitions, 6 the Western

while maintaining the classical repertory.
2.3 Marius Petipa: Father of the Classics

Bal anchineds early choreography showed
contemporarychoreographers as well as a determined rebellion against the institutions
created by the authorities at the Academic&heat T aper sai d that 0
Petipa showed iNarche Funeélietaseor the other dances the young choreographer was
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devising for his first program of the Young Ballet. The Petipa material was then present
within him, b ut, 5D iHowiewerd altidougk Aisaqwe choreb@eplly was
strikingly urclassical and received much criticism freneliampios of tradition Souritz

believed that he never intended to completely reject the classics as other chaebgrapher

his time did. (Souritz 19%ovieCh or e o g r a p h,e76)sGeva fsaid tthateshel 9 2 0 €
Bal anchine, and Efi mov p e rHatequnaiedMoscbhwein pas d
costumes smuggled from the MaryinBkgater (Geva 1984287) She also recalled that
their program in Germany included cl assica
to the classical excerpts danced by Danilova and Efiinov( G e v 327) Dando4da said

that she and Ef i mo vewhrandSyldanenhad merfotrmbdefor oup a s d
graduation from s@hpoThé ({(®aocé) odanda988 mL
Mme . Preobr aj en slkoanyga 6 sn octh oir netoegrr easpthiyn g , an
1988 49) She also recalled having performed the pasp»déam Coppélwith Efimov.

(Danilova 1978art ) 40)

As chef choreographer at the Maryinsky for several decades in the second half of the
nineteen century and the beginning of the twentieth, Petipa is credited with having created
the classical style as well as being instrumental in the establishment obfitdanbes
Balanchine wdgainedinto this tradition and most of thallets he performed as a chihdi
lateras acorpsdancerwe r e P ®irice pueld diis repertory had been bastardized
during the second decade of the @éntury, director of thielaryinsky Fyodor Lopukhov
embarked on the project of reconstructing his ballets irR12922 (Souritz 199B0oviet
Chor eogr ap h260)Ascordirfg totSloremskindhz gears immediately before the
reconstructions, the following ballets wertbpred; in 191:8919The Sleeping Beauty, Swan
Lake, Raymonda, Giselle, Le Corsaire, The Little Humpbacked Horse, Paquita, The Daut
PharaolandEsmeraldde also mentioned the inclusiorseferal one act ballets. The 1919
1920 seasétretainedhose ballets and added others by Petipa and HakiBayadere, La
Fille Mal Gar d®e , Harl equi nade, DonandQui x ot
Carnaval(Slonimsky 199B7-38) A declarationwas made by the management in 1922
descibing the problem with the dances as they were perfoaned: the original
choreography of these dances had been changed for a variety of reasons during the years
directly followingth& v ol ut i on, the management of the

g fortséto carefully preserve the original
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unfortunately has been quite distorted wit
t he management is to remove froml|lRPetniépad:
(Souritz199@ ovi et Chor e 0257 Bamihckine and ®dnilovahas well & 2n0sb s

of the other members of the Young Ballet participated in these reconstriibgims
participation brought thedancers as cloas was possible for their generation tm lhlee

original source This fact is significant in that the versions brought by Danilova and
Balanchine to America are not any further removed from the original choreography than the
versions in Russi@espitehis youthful experimentsal@nchine was respectful of the work

done before him as Taper descri bed, t the hadnetye¢ r i a l
learned to combine elements from the art movements around him with those of his classical

background ihis own choreography.

One component alivaysPeseantpfaBalanchiveo a & Pet i pad
musicality; ki ballets demonstrated a musical precision resulting from the close work
bet ween <choreographer and composaks wereSo me
ballets, some of the most well known b&img Sleeping Beauty, Swaanddkes Nutcracker.

His musicality was passed on to both Fokine and Lopukhov, also influential in some of
Bal anchi ne 0 sLikeePetipd ane Echaikowsky, Bdiare and Stravinsky had a
collaborative relationship that spanned decddess musi ¢ to two of B
successes at the Ballets RudsesChant du Rossignol Apollo,were composedy
Stravinsky.

Whilesomet r i but es to Pébupddsnb8b|l atmechc apdb:
of hisSt. Petersburg choreography was done in direct defiance of the rules and standards of
the Academic Theat The followings ect i on wi | | examine some o0
choreographto seewhich elemestBalanchinéencorporatednto his own workand which

he rejected.

Il n Petipads ballets, the corps de ball e
dancers formed lines from upstage to downstage at the sides or in lines across from stage
right to stageleft. Steps were often performed while the dancers maintained these
formations, or the corps was used to frame the stage, leaving the center open for soloists. In
addition to being used to form a background for the ballet, the corps was used to create a
damati c presence on the stage. Schol l desc
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transformation of the ensemble from a decorative picture frame for solo dancers, to a
pal pabl e dramatic presence on s tramgoemanand r
intimate space on the stage into one which seems to transcend the wallseafethé

(Scholl 19941.3)

Bal anchineds use of the corps did show
the symmetry of the groups as Nijinsky Hal example, irfFuneral Marcthe dancers
entered and exited the stage in an orderly fashion. Balanchine extended the use of the corps
de ballet beyond what Petipa had done, partially as a result of his own experimentation and
partially the influence of othevantg ar de ar ti st s. Bal anchineds
cortege for the Man at the endLafChatteshowed clear Constructivist influence and much
of the choreography bore the marks of Biomech&éed. i pads i nfl uence i s
an evemumber of men and otheorfnatiors. For examplepn extant photograph shows

the dancers ia straight line across the stage from right to left

Petipa expanded the use of pointe technique for the female dancers, this being most
prominent in female sol@nd pas deeadx. TheSleepirBeautyconsidered the crown of
Petipads achievement, demonstrated the new
ballet. In the original production, six fairies variations were performed by six ballerinas. Each
of these variatiokdwas speci fically choreographed to
with much of the dances consisting of walks and runs on pointe, a feat made possible by
more advanced pointe technique as well as the development of a harder poirte shoe
choreography of the grand paseexd i n Peti pads ballets also
advanced pointe technique: long, supported balances and pirouettes during the duet itself,
series of turns across the floor as well as the feat of perf@thfmgettés in the coda all

became staples in Petipabs ballets as well

Petipads use of space and combinations
most of his ballets. The temwariatiomlescriled the general pattern of his sobbdew
combinations of steps are repeated and altered slightly at different points in.tfi@egusic
often endwith a series of turns whigtove diagonally across the stagarerdone in arcle
around the stag&o gve an gample, the Black Swan variation from the grand pasxde de
from SwarLake demonstratethese patterns clearly. Beginning upstage right, the dancer
repeat a combination consisting of pas de bourmesuettes in attitude and développé
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three tims. She thenuns from one corner of the stage to the other, repibat
combination upstage left to down stage right. Nextyushio the first corner and perfosm

asimilar but not identicabmbination from upstage right to datage left. She theons

back to the starting point andesa series of turns across the stage and the sold leisds.
variation clearly showsvd of the element® f Petipads c IBoviete 0 gr ar
choreographers such as Goleizovsky and Balanchine sought to Fekirnof all,
Goleizovsky was opposed to what he considered to be the endless tricks in the choreography
of the Academic Thesat solos consisting of combinations which wepeatedvith minor

changes as well series of turns. In addition, the reader may neté&dljuent use of the

word oran. 6 Between combinations, the dan
began a new variation on the combination, breaking the general flow of th8athnce
Goleizovsky and Balanchine sought to chingéycreaing dacewith fluid movements

whereone combination floedinto the nextith no clear breaks in the movement

Il n Petipads ballets, solos were also pr
means of moving the story forward by itself. The story wathrmldjh mimed sections
between the dances, rather than through the dance itself, an important point of contention
for the new generatioBhoreographers such as Fokine and Gorsky in Moscow believed that
the dance itself could be used to advance thapioDuncan showed that emotions could
be expressedirectlythrough the danc&.alseTristechoreographesh 1923by Balanchine
and Lydia |Ivanova, shows a Inspaedbyuhcagiteep ar t ur
dance demonstrated fluid movementderathan series of steps. More importantly,
Babnchine and Ivanova choreographed a solo dance on pointeexygressd plastic

emotion throughthedance s omet hi ng that was compl etely

According to DanilovaBalanchine broughhé expression of emotion into the pas

de deux, making it also a crucial part of creating a maddaoig a plot:

It was Balanchine who made adagio more important. Before he came along, it was
just développé a la seconde, arabesque, pirouette, and lift. Real dancing together
Bal anchine who invented thatéBal anchine ma
adagio. n the old ballets, it was adagio, his variation, her variation, and coda. With her
partner, the ballerina did the steps she <c
she could do them by herself. But in a Balanchine ballet, the adagio wurlel lidee a
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dance, conveying a mood. The man and woman create something together. The pas de deux
i sndt dancing as an exhibition oft hteeel®rsi cqu
situation or a stl63y to ité(Danilova 1988

Dani | ocriptiGnsaccuradedy described the grand pas de deux, which served as
the climax i n many of Petipads ballets. I
heroine, sometimes a male solo, a female solo, and ended with a coda, normally a series of
jumps ad turns done separately by the man and the woman, the end position accompanied
by a o0bi g b an gtaditionsof thehMaryimsky svere most prorainent in the
rules pertaining to pas de deux, where the points of contact between the man arahthe wom
were carefully regulated to protect the respectability of the dancers and the art. Danilova
recall ed that oduring my ye-was coadideradadto ol
classical, rather daringibraus idtdoer bi ¢cavhue
if développés or grands battements got too big. Just a teeny bit above the waist was as high
as we were allowed. The Victorjd48)rSheaalsd i t ud

recalled the flip side of the liveshaf dancers:

At every performance, the first few rows of the theater were filled with balletomanes,
many of whom had mistresses in the company. And just above the box for the tsar was one
for the grand dukes, who had easy access to the dancers: aaspagealqd directly from
their box to the stage. | would say that maybe half of the dancers in the company had
oprotectors, o but t Hhese thiwgs rwere keptssearee ¢hén. a b o
Kchessinskaya was the exception. She flehentaffairs with er gr and dukesét |
her precious jewelry, built her a magnificent palace. My aunt warned me that under no
circumstances should | ever accept an invitation to Kcheséinskiaga, because it was
considered not nice. Girls went there to pickupapgect or or to be iIin vo
(Danilova 19888)

Dani | ov a0 s ntdressngnrthapittseemsto indscate that in Rudaracers were

not automatically considered to be womequettionable morads was often the case in
Western Europe in the second half of tHecEhturyHera u nt 0 s impliasthat hem g
reputation would be maintained if she stayed away from that sort of environment. Geva also
said that the reputation of a dancer was nomatically linked to a disreputable life,
recalling that some of the dancers of the Maryinsky thought thaahei | yHada bhdo me
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reputation due to her mot her Anetheldancer ®wld a n t r
her that only her home hatdad reputation, but that she did not. (Geva, 2883

After the Revolution, the dancers who chbge way of lifedoecame more open
about it. As is generally the case in times of crisistepolsitionary St. Petersburg
experienced a moral decline, ahet had before been considered lewd behastame
common andto an extentsocially acceptable. Ivanoeseled in this lifestylspmething
that in the end proved to be her downfall. Geva said that many young dancers were drawn
into thescendy the lardships and described one particularly notorious nightclub:

It was called Donon, and it had all the
out of reach for the general public, but every era manufactures its own elite and the upper
crust of governent officials and speculators could afford to get whateyevahied. Both
elements vied for the favors of young dancers, seducing them with food and gifts, and many
a young girl succumbed to the |l ure. hebeda |-
company of questionable characters, and on
ringsidetal eé 6 ( G&¥Bp 1984

Danil ova, in recalling Ivanovads escapades
friendds i ntr i gusephisticatecsthaa | watwvays smartty dressed, wigh

a lot of admirers, especially among the Bolshevik elite. Now | understand that she discovered
sex before I did, in this regard, | was a little bit retarded. And Lidia never told me anything

thatmightkve di srupted my i, ocence. 6 (Danil ov:

The standards of behavior propagated by the Maryinsky before the Revolutionary
years were reflected in the choreography of the duet of the grandepasideadge part,
these dances consisted of the meping the woman balance on pointe on one leg with the
other leg in a variety of positipattitudes in all directions, arabesques, penchés etc. He was
allowed either to hold the hand of the female dancer, hold her waist, or she would hold the
balanceherself by placing her hands on his arms or shoulders. Supported pirouettes were
also done with the hands the waist or the hand.

Danil ovads description of the acceptabl
Petipa pas de deux performed anihsky dancers a hundred years ago differed from the
same choreography performed by modern dancers on the same stage. The height of the leg,
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in particular in a pas de deux full of slow movements and balances, has great bearing on the
overall aesthetic gfositions. The leg being held en avant, a la seconde or en arriére in
arabesque or attitude creates a completely different line if it is held at ninety degrees or

higher.

The height of the leg does not have a large impact on the execution of some other

s eps, in particul ar pirouettes, smal | jour
variation, but the changes thatehaccurred in movement dynandegs. As Balanchine
developed his technique in later years, elements such as the lengtheniegearfitsnov
creating a more lyrical transition from step to step, changed the performancef quality
Petipads vocabulary, creating not only dif
dances trained after Balanchine. These changes made thbackdyg Russia, and even in

the home of Petipa, balldtave been performed with high extensions and lengthened

movements for decades.

The rules of the Academic Theeapplied not only to points of contact, but also to
other aspects of ballet, most impotly those of the costumes. Dances done on pointe
required that the female dancer wear a tutu, and dancing barefoot was forbidden. Danilova
vividly remembered these rules and the stories and scandals reported by others. In his ballet
Eunic&okine want his dancers to perform barefoot, but was not allowed, and his dancers
were forced to wear sandals and tights with toenails painted on them. (Danile\ig 1988
Nijinsky was fired from the Maryinsky over a costuming issue. Years stitehaeé a
notariousreputationat the The& School and the Maryinsky. Danilova recalled being told
about ohow fabulous a dancer Nijinsky had
led to his dismissal from the Maryinsky, his refusal to wear bloomers ogbtshjand
there were no dance belbtls) a&Btaltamathitnieme) .ch c
costume decisions showed &direbellion against many oédb standardéis dances
demonstrabhg a complete departure from the rules regarding points of contact between the
dancersin his very first piece fwnsciously loke these rules first by placing his female
dance in a tunic and pointe shoes, and also by havaanteses to hold a balancéhva
kiss on the lips. Because of his young age, this obvious rebellion against the Academic
Thea#r could have been as much a demonstration of a teenager pushing his boundaries as
an artistic experiment.
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Peti pads pas de deuxaksaihtheomokmeaentathatswere emt e d
the solos. @mbination of promenadesupportegirouettes and balancagernatedvith
the dancers separating, taking steps away and then towards oneaawbiicbriime they
wouldperformanother combination. As inetlsolos, reformers sought to create dances with
the steps flowing into one another. In addition, the pasudeddk not directly have
dramatic content, but rather was a result of its placentbet adtion. The grand pas de
deux of Swaraketakes placat a ball given in the honor of the prince where he is to choose
a bride from among the young ladies in attendance. Tsésgpllyt understandable through
the mime anthe setting of the act. When this dance is performed alone, which it often is as
pat of a mixed program, without the program notes, the audience would not understand its

original purpose and could give it any number of meanings.
24 Mikhail Fokine: The Reformer

Al t hough most sour ces Ardluenteo dn Baaxghmaendds u p
early wor ks, Sl oni msky <c¢cl aimed that o0the b
experience of F 0,188) Hig balets (egd irotinei repesttkoy both thed 1
Maryinsky and the Ballets Russes while Balanchine was a young dancer and choreographer.
Considered forward thinking for his time, Fokine did not completely reject the classical
precepts laid down by Petipa, but in his work in Russia choskk twith the authorities
rather than offending them. However, like many others of his generation, he saw great need
for reform and at an early stage began to explore the narrative possibilities of ballet, drawing

inspiration fronthe newtheatemovements.

Fokineds first successes as a choreogr
Balanchine entered TheaSchool. In that year he produdc@dopiniaifaand Le Pavillon
d 6 Ar. nin IPE0 he choreographed the ba&llatnavalAll three of these balletens
shown during the 1911920 season at the Maryinsky as well@agybe tathe repertory of
the Ballets RussésSlonimsky said that all the students took part in these ballets and that
Fokine oOocould not but have a&n odn oar nboaulsl eitmy
(Slonimsky 19938)

Scholl describedr o k i meferths as he laid them out in his two manifestos
published in 1916: oBriefly stated, the da
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epoch of the work in question: costustesuld be appropriate to the theme and the music

and movement harmonious; the ballet should represent a unity of music, painting, and
dancing; appl ause shoul d n60)tSlonimsky saidrthatthé t he
oachi eved anmpksdnplcity ardiam igelalyinterdependence of music and
danced noting the oOounprecedented intricac
1994 38) This certainly impacted Balanchine, for whom musicality was also a vital element to
his work.

Chopinraseems to have made a great impact on the young Balanchine. Done to
various orchestrated piano pieces of Chopin, this ballet usdzhllabrmusic for
choreography, but also demonstrated Fokine use of aesthetics from other eras.Llésown as
Sylphidés the West, this ballet resurrected one of the fantastic characters from Romantic

Era, the Sylph. According to Scholl,

Sylphides-created the era of romantic ballet, the ag8is#ll@nd the original
Sylphide, the period when point technique wad &tV e | &ylphidedfectively isolates
the nineteentc e nt ury ball et ds white act, or visi ol
omitting any notion of a plot. Fokineds ba
their Russian trainers afforded them, wetrasked to use it. (Scholl 189

Purely abstract, this ballet expressed feeling rather than a story. Many dance historians look
to this ballet as a breakthrough in the history of dance although Scholl has pointed out that
many of his reforms had ady been put into practice by otkerAs to its impact on

Bal anchineds wor k, G u Lhoypiniastes favbritd ballettand@fem | a n ¢
by himself performed var i a8 Bespilaitrbeirgonedir o m i
his favorie ballets, he evidently only performed it once, at a special performance at the Royal
Thea#r in Copenhagen during the 19331 season for the deceased dancer Elna Lassen.
Balanchine danced the male role, but the spotlight was left empty for thessrtshauld

have danced. (Poulsen 1¥8)I t was Bal anchineds initial e
according to Taper it was the first time that Balanchine had seen a ballet that could evoke a

mood through the dance itself, without a story, sinbe #trte he took for granted that all

ball ets were required to tell a story. Tap
what it me a ns8),which wauld passibly &xpl&mMthe reason that he danced it
over and over, as Gusev rechlles Sylphidess s i ncl uded i n Kostrovi

46



prepared for the first performance of the young ballet, on the same prodnamerabk

Marchalso with music from Chopin. (Slonimsky 16863)

Foki neds pri mary i nfl uence on Bal anchi
choreographic elements, perhaps the reason that he was not mentioned as often by
Bal anchineds contemporaries as, for e X a my
extensive contaciwt h  Foki nedés work than with Goleiz
the choreographic analysid afNuit,the accounts of the witnesses described the mood he
created in that dance, but none of those who saw the dance directly related these elements to
Fokine, although their descriptions clearly showed a connection. While the influence of
Fokine may not be as evident in the early works of Balanchine as that of more progressive
artists |ike Goleizovsky, hi s agmingwth | cs p
his first neeclassical worki\pollo(1928), and his first ballet in Amerigarenad&935),

making their importance to his later work no less than that of other artists.

Balanchine rarely delved into the exotic worlds that Fokine presemedvorks,
but the influence of Fokineods LbsaSylphidesss done
evident in both these balleBoth accomplished one of the main qualitidsesfSylphides
they achieved a mood through the dance itself, rootgth the story. LikeesSylphides
Serenad@s a completely abstract ballet Agadlo while portraying the birth of the god and
his interaction with the muses, presented very little direct dramatic action and concentrated
on the creation of a mood. It was modeled a#terSylphidesn t h a't it al so ¢
male and three female rin p a | dancer s I anaraativé® phicto neithers s 6
suggests nor precludes concrete rel,8)ionsh
To a large extent, in all three ballets, the atmosphere was created by the similarities in
costuming In addition, each used tlsbort one acformat which wadypical of the
programs of the Ballets RussHse costumes of\pollowere changed several times by
Balanchine himselirom the original tutus to tunics more reminiscent of the practicescloth
his dancers wore iba Nuit Poemé&tudesand Enigmahan the Greek tunics worn by
Duncan.The Muses have always been dressed in white, and the long light blue costumes of
Serend8eeflected of the age of Romantic ballet, recreating the atmosphiezel8f
century ballet bl anc as much as Fokineds
works do seem to grow out of Fokine. This growth did not happen right away; rather, it
seems that he brought Foki ne 0 swvayerhtieembah t s , |
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combining them immediately with the new influences of the Soviejardan{This was not

done out of his rejection of the aesthetics of Fokine anymore than Petipa. His inclusion of
Les Sylphideshis programs of the Young Ballets destrated how much he admired the

work. Rather, as a young artist, he had not yet learned to combine the different elements of
the choreographers he admired. At the early stage in his choreography he was still trying out
different building blocks, but notedling completely against the academic ballet as some
other choreographers did.

25 Choreographic Beginnings:La Nuit

I n 1920 at the age of 16 (Danilova 19
permission to choreograph something for our annual gclewolf or mance. 0 ( Dan
44) His first workLa Nuitor Nightwas per f or med t oRomdariéetoen R u b €
musical accompaniment originally being both a piano and a violin (Slonim€i3). TB8%
dance was performed during the tour of theeSE®ancers in 192&nce the musicians
who had come along on the tour returned to Russia when they received a telegram from the
Soviet authorities demanding their immediate return, it was probably performed simply to a
piano in Germany and posgitd anorchestra or a piano and violin at the Empire &heat
in London. Slonimsky said that it was originally arranged for Olga Mungalova and Pyotr
Gusev (Slonimsky 19%4), and Gusev said the same. (Slonimsky@@A9%keva said she
later danced it with Batdmne. (Geva 1976) Kostrovitskaya recalled that it created quite an
uproar at the TheatSchool, since Balanchine was doing the choreography in secret, behind
closed doors guarded by two students. (Slonimsky 68)9Geva said that Balanchine

worked quikly, finishing the choreography in two weeks time. (Geva 1976)

In this ballet, Balanchine demonstrated without question his intentions of breaking
the traditions of the Maryinsky. From the entrance of the dancers on stage, it would have
been obvious tde audience by the costumes that they wore that they were in for a surprise.
Kostrovitskaya described that oin 1921 the
Dancing on pointe was done only in tutus. The head was adorned with diadems, artificial
flowers, and various tinsel. Mungalova wore a light bright tunic and instead of the headdress
a narrow ribbon was tied fr eeb3)Reallioguhatd her
it was a strict rule of the Imperial Tleesathat dancing on pointeas to be done only when
the girl wore a tutu, not merely a tradition followed by everyone, (Mc Dona@®)1bg3
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breaking this rule Balanchine declared his intemti@mdbefore dancers took theiirst

steps The choice of costume also showed théenbieg of something that later became
common practice for Balanchine and other choreographers, namely the dancers performing
in their training clothes. Balanchine, like Goleizovsky had begun to free the dancer from
bulky costumes, allowing the audience¢oe t he dancer d6s body, p I
the dance itself rather than the other cor
comparable to dancers performing on stage in leotards and tights, a practice that Balanchine
continued throughout hisareer. This was a stark break from the elaborate sets and
costumes in Petipads ballets and indicated
these productions as well as the equally elaborate productions of the Ballets Russes. Whereas
thesedri sts sought to achieve Wagnerds Gesami

choreography as the primary intention of a work even at an early stage.

Al t hough by todayds standards the balle
of Gusev, (Slonirkg 199167) at the time it was a complete break from the standards

required by the Maryinskjheaterand cause@n uproar for its eroticism. Souritz also

guoted Balanchine, saying that: o0ésome of
enough, and mo st i mportantl vy, 6scandal ous. & Tl
remember It today,d said Balanchine, 0i t
young | adi esd s e&mivin &ty .Chd r (e g uinmapdther sds@ebd t h
he recalled: o0l was in troubleébecause | m

the girl leaned over in an arabesque and touched me with her lips. That was thought indecent

and at age 15, | wa20024®arly thrown out. 6 (

Danilova recalled that the story was a
courting. 6 -1(9D/a%M)i | Shvea wWeON/t8 on t o explain th
sexy ball et étal kiitnlgati nwevudgvar and dhsagirda g e awa
emoti onséin form of dancing, not i n f orm

(Danilova 1978) In this statement Danilova explained an important change that was taking
place in the transformation of ballet, namely that emotions could be pantrastade

simply by dance, and not by the use of standard classical mime vocabulary as was typical in
both romantic and classical ballets. The simple act of expressing the emotions through dance
represented an important break from the classical tradritenssting especially because
this was Balanchineds very first choreogr a
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ballet could be even from the first. Kostrovitskaya described how he departed from the

norm:

We were accustomed to seeing in the fokfaeyinsky Theater and in the school
the usual adagio développés, traditional turns from fourth position which the ballerina
performed with support from her partner. Before the turns, there would be fear on her face,
and a relieved smile at the concludon.er e was none of Nighhimt her ¢
Bal anchineds dance, was a -half rppsesa lhalf du et
arabesquesétender passages of adagio witho
on the principlettodr .60t h@f hd glthreseg, tlhaet ebor on
artists performed love duets, called adagios, with disregard for the traditions of Petipa. But
then, and especially in the school, this was completely new. (Slonim6Ry 1991

Gusev claimed that shidance was a direct imitation of the early Goleizovsky,
(Slonimsky 19957) although Balanchine first saw the Moscow Chamber Ballet perform
years | ater. l't i s possible that he had he
simply working with he same el ement s. K d.a Nuitddvimply s k ay a
that, like Goleizovsky, the combinations and poses flowed together in fluid movement as
opposed to the held positions andegdries o
additon, Goleizovsky wanted his dancers to wear as little clothing as possible so that the
audience could see their bodies. Having the girl dance in a tunic definitely allowed the
audience to see more than if she had worn a traditional tutu. Like Goldiadaskhine
had begun to work with the concept of pure dance, using the dance itself to express deep

emotions, rather than using mimed sections between the dances to express things.

Although according to the statements of the witnesses of this dandd segou
that Balanchine was successful in expressing emotions, he achieved this more fully in the
dance he choreographed together with IvaMalse Tristea Nuitwas created two years
before Balanchine saw Duncan perform in St. Petersburg. Fokinésovasroagly
influenced by her work, and it is likely that expressing emotions through the dance was
something that Balanchine picked up from him. However, this characteristic became much
more evident iValse Tristavhich Balanchine and Ivanova chorgdga as a result of
having seen Duncan perform, and was a dmeation of her work.tlis important to note
that fundamental characteristics of both Goleizovsky and Duncan had found their way
i ndirectly i nto Bal anchi nfend sdicatiog ttke extentrolf b e f
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the influence their reforms were already having on the Russian artistic world, in particular the

dance world.

In addition to the use of dance itself to express emotion, Balanchine demonstrated
another specific break fromethlassical tradition in his choice of steps. He used partnering
moves which were innovative choreographically, advancing the plot. The most memorable
was an arabesque supported by a ki ss. Gev:
was bent forwarth a very high arabesque. My arms were back and | held my mouth to his
mouth in a kerses taned btahlaatndbcse was. 6 ( Geva 19
was performing this position on one knee orditleer is possible. In one source he says he
was lying on the floor, (Joseph 2@ but it is more likely that he was kneeling, out of
simple anatomical reasons. This arm position in arabesque is also a direct copy of the Swan
Queen inSwarake( Geva 1976) I n anot hnehine dasanthis e Ge
knees, and | had to hold myself in an arabesque just on my mouth or lose my balance. |
di dnot hold it |l ong, beli eve me. That ds a
producehe always had a little bit of eroticism everywhereiis wor k. ¢12)( Ge v a
Holding the balance with their mouths was a shocking step for Balanchine to make, again,
one maybe typical for a teenager trying to shake up his elders rather than an artist making

sweeping reforms.

Another step recalled by tancers later became a distinguishing feature of Soviet

partnering, namely the use of a lift high over the head. Danilova described that final pose:

OAt the end, young male dancer pulls girl
head. Itwasserisa onal ; we never s aw, 9dmagothérintergiewl i k e
she recalled that he carried her away in t
first ti me, acrobatic | i ft Sovich Ghoreplgerseoflthei n o

1 9 2 @49 The erotic connotations of this move also shocked both the students and the
teachers. o0The boy conquered the girl: he
arm overhead, then carried her off into the weogshewa hi s! 6 (,B4mi | ov a
another source she said that olt was shock
the girl . -0O7PraismmolveccertainlylasStohi8hed the students accustomed to a
school environment that kept the boys @inls strictly separated from one another, awaking

in the students what Gusev des,6hi bed as 0a
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Equal or perhaps surpassing the positive astonishment of the student was the
negative reaction of the school authoritiesilBva recalled that the directress of the school
thought that Balanchine should be expelled for such a daring number. (Dandb9@9.978
Gusev, however, said that they were merely reproached for indecency. (Slonjr63ky 1991
Interestingly, howeverlo8imsky reported a different reaction: despite the upsetaver
Nuit, many began to see Balanchineds potent |
speak of him as a prospective ballet master. (Slonimsis41991

La Nuitmade such an impression thagreafter Balanchine left it continued to be
performed for decades in the Soviet Union, (Slonimsky5#99%iost likely perpetuated by
the dancers it was originally choreographed on, Gusev and Mungalova, who, according to
Kostrovitskaya, performed it orarious stages in St. Petersburg long after the Soviet
Dancers completed their tofr@e r many and the dance was 0l o
199163)

2.6Summary and Analysi€hapter 2

In addressinghe question of how Balanchine transformed ballet and examining his
early traininghis chapter has shown that tbendation of his art was classical ballet in its
purist form. He trained at the Theater School both before and after the Revolution and
danced in the Maryinskyhere Petipa worked as chief choreographer for several decades.
Balanchinevas too young todve worked directly with Petipawever he learned the style,
the vocabulary and the choreography from those who had worked directlyn\witiishi
vocabulary was the basis for his ballets for his entire bareewrer rejectadcompletely
despitehis sometimes extrenexperimerg during his teenage yedrsshort, hehad the
most direct classical foundation that a dancer of his geneoalith have had. Added to this
foundati on, during the time that Bal anchir
performed both in St. Petersburg and in Western Europe by the Ballets Russes. Balanchine
was welbcquainteavith his workandrecaledthat the balleLes Sylphidegacted him in
two waysFirst, t was the first abstract ballewhich he came into contact. It is well known
that his mature work was primarily plotless, sometimes having an underlying theme, but
rarely a complete storyline. Secondl g, Fok
an importanelementn several oB a | a n taterbafiets onsost notabBerenafl®34) and
Apolld1928).
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At the time that he creatéa Nuit Balanchine had not yet seen the worthef
choreographerGoleizovsky or Duncaroth of whom strongly influenced his work just a
few years lateowever, it is clear that from the very first Balanchine would not be content
following the rules of the Academic Thegidrs placement of the female dancer in pointe
shoes and practice clothes was a departure from the classicitth stylelaborate sets and
costumesThis gesture alone set him apart from his classmates in that he had the courage to
go against the rules. In addition to his courage medha ofcostuming, & immediately
began to expand upon what he had learngchool in the choreography itself, creating an
adagio with movements which flowed togeth®ropposed to the series of combinations
typical o f IrPteid halfetahé svenbwaent koefér s to create new partnering
moves: the overhead .liuchlifts are common place today, but whanNuitwas first
performed it created a sensation bedausses the first time anyone had saeything like
it. As Slonimsky recalled, this ballet was so unique for the time that people began to see a
potential ballet master in the sixteen year old student.

As stated, tathis point in his development, Balanchine learned the vocabulary of
balletand began to expand upon what he had learned as well as to rebel against the
institutions which he disliked. However, ihmovationshad not yet strayed far from his
classical backgrounAt this early date, he was working with darired atTheater
Schooimost of whom did not have what later became known as the Balanchittenasdy.
afterhe graduated from Theater Sclibat hebegan to be exposed to choreographers and
art movements outside the Academic Thdateas then thatis experimentsssame more

extreme, and his dances began to resemble classical ballet less and less.
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Chapter 3
Early Soviet Influences:

From Classical to the Avangarde

Ti mes were desperate in St. Petersburg
1917, the population was lacking in the essentials: food, heat and medicine. Funeral
processions were a daily sight on the stiBatsterSchool, where Balanchine and his
friends studied, was closed dotime, but was later reopen@édnilova describeldow the

studentdivedand worlkedin these conditions:

We continued our lessons, but suddenly we had nothing to eat and finally hunger
came. There was no heat and no food and it was difficult to dance. Everything was slowly
decaying. It was gruesome, and | was thinking this would be my life, and you live only
onceélt was ki nd o f-petrifeed of leing arrestedasuddealy for youro u k|
thoughts or a wrong word at a wrong time. Everything started to demoralize, slowly but

surely. There was no future.é (Danilova 18:

During the first years aftdre Revolution, dleb s  f i theuSowet Uniomwas
uncertaipmany in the new governmeiggestethat it be completely disbandad a relic
of a corrupt czarigociety, ibhad no place in the revolutionary society. The intervention of
Anatoly Lunaharsky Commissar of Enlightenmemtlowed for the continuation of the
former ImperialTheates and Schoolsenaming thend A ¢ a d eTheir méw. purpose,
however, rather than to entertain the ,elteuld be to promot€€ommunist ideology.
Souritz discusd a conference that was held in May 1924 at the Theatrical Museum
concerning the ideological and artistic goals of the affiesbs . She said th.
Lunacharsky expressed his views concerning the abilities of opera and ballet fiseciate a
or heroic spectacle essential to the masses. There is every reason to think that Lopukhov, as
the leader of the opera and the ballet theater company, was at this conference and that what
Lunacharsky said could only have strengthened his intention to présect allegody
(Souritz 1996 ovi et Chor eoQj9 apha c s aaas dpreai guickly9add 0 s
i n that same year one American paper repor

introduce a definitely proletarian elemetd the ballet stageMPost 924 O Revol ut i
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Ball et for Moscowod) Il n 1929, i mhe Red Pappyf i c | «

Dance Magazteted that the new Soviet choreographers

éare anxious to get away stepsoompreschbed ol d
mannerism and get closer the modern drama by displaying dramatic postures, individuality,
modern dynamics and all that goes with our mechanical age. We are no longer dancing to the
loafing bourgeois rich, but to the hard working pr@et We do not emphasize so much
the idea of amusement as we do that of a dramatic cult and intellectual awakéni@ r o d y
192955

Two | arge scale ballets done WeRddWhidwnd e mp o
(1924)andGo | e i z o v FheWhirlsvindh9271) These two workisad similar subjects
aswellastite According to Souritz, the choreogr
imagethe image of the vortex, a whirlwind, a hurricane passing over the earth, smashing and
uprootingeverythingold ( Sou 1Siotvz e1 9 Th or e 0297r8a)p hLeur nsa cohfa rt:
hopes for the ballet as a means of promoting Communist ideology, however, did not fall on
fertile soil Ballets containing revolutionary themes were not suceatsaudiencesand

most were performed very few tim@vouritz 199G o v i et Choreof@gnapher s
Lopukhov himself consider&dde Red Whirlwiade his greatest failure.

Much to the surprise of the government and the old school authorities at the State
AcademicTheates, however, the new proletarian public was enthralled watl tredlets,
andthenewneesubscri ption theatet oc ovepntkedaudedp@ anc
and howled with such violence that all thetlwd@terrats scurried off in horror to the
snuggest little holés ( So u rSowie€E h AP&Odg r a p h d344) The fpositivdr e 1 9 .
response surprised many in the government and in the old actidw)ped to secure the
future of ballet. The ballet became so popular that instead of the usual 40 or 50
performances a year, there werto 6 performances the 1919920Maryinskyseason,
some done under the most extreme circumstancese@mterr ec al | ed t hat 0 C
years of cold and famine performances wer €
degrees below zero. The dancersd shoul der s
audience, composed of Red soldiers and workmeedlnesheepskin coats and felt boots,
stamped their feet in the orchestra stalls to keepvarthrMc Love 1925, 9) Su
short. Instead of changing their shoes at every act of the performances, the dancers had to
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wear one pair for up tourteen performances. Since everyone was undernourished, many
dancers fell ill. However, despite these extreme conditions, not a single performance was

canceled for yea(Souritz 1996 ovi et Chor eodd)r aphers of the

In addition to the desperate liyioonditionsthis periodvas a time of great political
upheaval. Differing factions were vying for poaeatangeroussituationfor everyone
Dani | ovads keefsaofrbeiny arresied forotfe wrong thouglesonstrates the
insecurity in whickhe citizens of St. Petersburg livedthe summer of 1924 these fears
were realized among theembers of the Young Ballehen one of their friends, the
celebrated dancewndia lvanova, was murdered by the secret police for being privy to
information thiwas not to leave the Soviet Union just days before she planned to tour
Germany with Balanchine, Geva, and Danil@amnilova 19882) Like DanilovaGeva
recall ed that they felt a c@GevaiO®nt t hreat,

Paradoxically, the unstable political S
blossoming of the arts. The grip of the Czar and his strict rule for artistic endeavors,
especially those undertaken in his personally funded ballet company, eéshbedrby his
overthrow, and the restrictions later imposed by Stalin had not yet come intdiplay.
outpouring of creativity was evident in all the arts, and Balanchine could not help but to be
greatly influenced by this atmosphidrergeralsoencouaged Balanchine and other artists
to seek new venuéw their work a practicehtat had been forbidden to Maryindeycers
in former times, but was now being overlooked due to the extreme poverty. Rélated to
not directly a part othe booming blackarket in St. Petersburg, a circuit of variety and
cabaret type programs sprang up all over St. Petersburg. These shows, known as halutras,
took place in smalheates or concert halls. Geva described these performances as being
opart r e c ivilleawith, comediang, singeasujdgglers, dancers, concert pianists all
flung together i n, 228)nSeveral Maryins@ncefstckuding well 9 8 4
known soloistsgrformedin the halutras as a means of extra ind@aygnent was made

money, orequally as welcome, in food, flour or salt.

The amount of halutras running at any given time varied, partially due to its illegal
status. Although they were officighighibited their existence was tolerated because of the
hard times(Tracy and De lrep 198330) Raids on the black market tended to slow down
halutrasfor short periods of time, but the breaks were never long, and they provided
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entertainment and distraction from hardship. In addition to perfoforirextra income,

some dancers and atsisised therto experiment with new styles and ideas. For Balanchine
and his dancers, it was the ideal environment to try out his new dances on araadidience
provided almost inexhaustible performance opportuid@esiova recalled that as soon as
theyhad performed one new dance, Balanchine had already begun to choreograph the next

During this time, Balanchine performed in small groups, primarily with Tamara Geva,
his wife as well as Alexandra Danilova and Lydia Ivaidwesetwo youngMaryinsky
sdoists were well known in St. Peterslaund regularlpgerformed in halutras to earn extra
incomez Although they had been acquainted with Balanchinechiliteod they became
aware of & choreograpk talentswhen he perfornte some of his pieces with Geva.
Eventuallya group of 15 students and young Maryinsky dancers came together and formed

what became known é® Young Ballet.

Bal anchineds earliest inspirations were
as a corp dancer in the Maryinsky. Equally important to his early works was the work of
three experimental choreographers who left undeniable marks on Sovidfassmte:
Goleizovsky, Fyodor Lopukhov, and Isadora DunBafore analyzg the repertoryof the
Young Balletan examination of theork ofthesethreechoreographers shows the origin of

central elements which becarmdemarks d8 a | a n enaturewer&. s
3.1 Kasian Goleizovsky: Preacher of Pure Dance

Describing Soviet ball@t,1952 Slonimsky saicath o6i n t he 1920038s Sc
through all the phases of barefoot naturalism, strident constructivism, unnatural plastic
expressionism and erotic orientafism ( T a p,&%) A th8d8ofl his times, all of these
el ements can beefaodiyd wiom kBal &hn omims&y went
reality, as usual, exposed the fal,37pacy of
statement which equally appdi t o B a | aThoohgh hisediferentwchbore&graphic
experiments, he aught ballet though a transformation, maintaining some of the elements
of the Soviet avaigfarde, discarding others. Of his early baHetgeraMarchshows the
most direct influence of the Constructivists, whose ideas permeated all the airthams
decade.lt was especi ally Pptheatsramdtin therworiMdfigseow h ol d o

choreographeKasian Goleizovskywho had worked dectly with Meyerholdn autumn
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1922 Gol €hambervBallgherioemed in St. Petersbuandall of Balao hi ne 6 s
friends report that hevasgreatly inspired by what he saw. Peter Gusev, collaborator and
friend of Balanchine, recalled that o0Gol ei
about him. We never missed one concert of his Chamber Ballet lemdalspot it
endlesslp ( SI oni msky 1991, 50)

Of the Soviet choreograpbeo f t he 19206s, Gol ei zovsk
important.Despite having lived out his career in relative obscurity after Soviet ballet turned
its focus towards preserving the w@assSoviet dance historians still recognized his
contribution. One Soviet book on dance history published irstl @@ hat oone may
imagine how important Goleizov@kgontribution to the Soviet ballet is. Indeed, there is
hardly a single choreagher today who has not drawn on the new forms introduced by
Goleizovsky ( Ma mo n,t6@ vGoldizaveKy had studied ballet first in Moscow and
then in St. Petersburg and, for a short time, had been a member of the Maryinsky before
joining the Bolshoin 1918, he left to form his own school and ensemble, later known as
the Moscow Chamber Ballet, which existed from 1919 to (BafiFitz 1990Soviet
Chor eogr ap hlé5 lBe, aohg withhmeny btBepsOf@tghat the ballet had become
too institdionalized and that it possessed no more creative impulse. In his manifesto he
wrote that coat the present time the art o f
The stunt on which this dance is buithoeticizegdis not illuminated by an idea, but on the
contrary, is bared and the spectator goes into raptures chiefly over such combinations as
thirty-t wo and more fouett ®s, Si x ort) Indis mimdt turr
peformances atthe Academc Theates were merely ype technique combined with
spectacle. Souritz said that his arasart born in protest. The choreographer rebelled
against the old morality, against the stagnant forms and the stagnant content of the old
ballet (Souritz 1996w i et Chor e o g169) plib éhoreograply broke with h® 2 0 0 <
stereotypical series of steps and cliques typical of the classical tradition. In breaking with
tradition, he changed 0éthe poised har mony
of a musical revue, gracef ul tour en | dai
and acrobatic virtuosily ( Ma mo n,t5%6v0 )1 9Wi7t h t he Opassi on
supported the dev.él Bpmbat bha plptuhe songhtéoa o e e x
express emotions through the dance itself:

his dances are the dynamic, pSowdes Choreograpkepsr e s
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of t h,el70)in9viBhdsseps unfolded ituid movement. He introduced the sixth
position to ballet described by him as o0owh
one another closely at the heels and the big toels B a n, &3 BalaneHing often used

this positionin his early workespecially to be noted for its us&atse Tristend Apollo

Gusev said that of or Gol ei zovskyeéethe | ine
strength, as it would halveenin circus or acrobatics, but refined and delicately bizarre, with

a persignt rejection of everything resembling the cladsical Sour iSoviet 19 9 C
Chor eogr ap hil8( Rather thatdllihgea stbrg @ @evedoping the characters, he

tried to communicate all their emotions through dance movements. Like otherseformer
workingboth in Russia angith the Ballets Russes western Europene chose musical
accompaniment that had no obvious rhythm, but was subtle and complicated, using
composers such as Prokofiev, Strauss, Liszt, Scriabin, and Deloubsyl whto then

been considered inappropriate for dance. His dancers wore as little clothing as possible to
enable the utmost freedom of movement. He
the dancer as a whole, unencumbered by any extraneousoddetdil S o u Baviét z 19¢
Chor eogr ap$lel) As latef with Balanchin®, 2nn§ protested against his lack of
costumes. According to Souritz:

Sometimesgspecially in the NEP yeé#ltere was a desire to shock the audience,
which saw in these practions only nudity and voluptuous movements. Many critics were
irritated by 0t he t wisted poses, t he eve
choreographer that he wdalancing on the very edge of the precipice called
pornographg But g r atlbut eomprgmisingwmihat was most important, Goleizovsky
freed himself from decadent tendencies and moved on to brighter, more noble images
(Souritz1996 ovi et Chor eplgéh aphers of the 192008s

At first sight, it may seem that the qualities wdeshribe Goleizovsky are similar to many

other dance experimentstihe 19206s i n Russi a. However
other influential choreographergstinotably Isadora Duncan thathis Chamber Ballet

consistd of well trained ballet daers. Souritz ghthat he did not at all reject classical
dance and was o0delighted with its innumer
educating the performér ( Sour $o i elt990hor eog L78)pTherr s I n

movements, howevetid not resemble the classidanceDanilova recat that, although
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al | the dancers were classically trained,
bizarred ( Dani,bf8 va 1988

Not all were supportive of the new artist trends. In both Mosub8taPetersburg
a conflict soon arose in the Acadenfieates between those wanting reform in the ballet
and those determined to preserve the cl ass

New York Times reported that:

Moscow is divided intivo camps: one group insists on retaining the old forms of
dancing, the other cl amors for a Orevol ut
supports the classical, while the other advocates¢ha 5ol e d &6 constructi ve:d
first belong thee who value art in itself, independent of modern labels; to the second, those
who, first of all are looking for new forms in arts and who are ready to bow to any one who

declares himself a leader in revolutionary art. (Mc Love 1925, 8)

At one pointGoleizovsky was officially banned from the Bdisimmil began working

instead in varietheates. Astheinfluenceo f Moscowds experspmant al
to St. Petersburg, so did the confittan early stageliecame clear to Balanchine that

directors of the Academitheates were tending towards the classics and that his
choreographic endeavors were being frowned upon. Since he would have no future there as

a choreographer, he turned to other vesuies as halutr&s perform his dances

In 1922 the Chamber Ballet came to St. Petersburg and presented a program which
includedThe Afternoon of a Fanusic by Claude Debussy, the same to which Nijinsky had
also choreographed Méternoon of a Falmaddition they performeSalodato Richard
Strauss, and two other balldedtneriamad $riabinianéSouritz 199@oviet Choreographers
of t h, &67)1Sal@évds ot based on the story of Safaend John the Baptist, but
was Osomething |ike(&odenve et ® Chovemgv eaiplh:s
175) Recalling the performance, Danilova told about the costume worn by a dancer in the
balletSalo@m o0She wore a tulle | eotard with a
absolutely nak®8dfe (aDasnd | mev@alll9e8dB ,t hat ot he
threw Salo®i nt o t he air; they di d 58) BduritZkdesoridesl o f t

the dance:
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A high scaffold was built onstage. When @lemp peared on it a
shone behind her and ttlencer seemed to be surrounded with radiance. Young men stood
below the scaffold. The lighting of this scene was designed so that, according to
Gol ei zovsky, oit was as if the radiance <ca
illuminated by anothr c ol or . 6 She began her o0conversa
spreading them wide apart and moving them s
were growing infinitely longethen the ballerina rushed down from the scaffold and the
youhs all caught her as she leaped. She worecroultior ed vei |l séand eac
corresponded to a specific movement of the body and a specific set of gestures. While
dancing, Salodwent to each of the youths in turn; for each of them was destiredlme
veils and the movements associated with it. The youths encircled her in a frenzy of passion
and ecstasy catching her every gestur e, ev
almost completely naked. The youths gathered together agdiecaheérlito the upper
pl at f(Bauntzél9®Sovi et Chor eolgs) aphers of the 192(

This description gives c¢clues as to some
choreography of this time period as well as those of his works at the Ballets Russes and even
later.Minimalcostunesand eroticisndlo appear in some of t@arly works, sh asEnigma.
Apolloand Le Chant du Rossigatil utilizedplatforms and placed dancers tifierent
levelsGol ei zovskyds influence on these works

when these ballets are analyzed.

Souritz said thathe Agrmoon of a Fawuas one of Gol ei zovskyi
works. It was performed on several platforms with their ledges one above another and, on
the sides, two sets of stairs. (Souritz $990/ i et Chor e o1y3) dhe damgers o f
ddnoteave their platfor ms, but performed on
and flowing, as if its contours were blurred. This voluptuous dance, pervaded with languid
| azi ness, undoubtedly expressed thed qual.
(Souritz199G ovi et Chor e plgs) She describsd the thoredgraphyt 9 2 0 6 s

Acrobatic and gymnastic elements were widely used in the dance; it was built on

shifting poses that were extravaga nhe, affe
set ar e visible,; on t he upper one Ual en:
faunésupports her with one hand. The ball el

her bare foot rests on the head of another dancer (a nymph), gubaistepdwer. The
latter is half reclining, lifting a bent leg upward and resting the other on a lower step of the
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set. On the lower stgyet another dancer repeats this mggtly altered. Alongside stands

a fourth, grasping her lifted bare leg in her hahdhis together forms a complex,
interwoven pattern of lifted legs, arms, heads, and bodies wound and braided with a
cordéthis pattern constantly changeéd altho
(Souritz 199 Soviet Choreographers of@hel 79205).

The use of the platfor ms wa syindatrversionsiof Bal a |
Apollo This balletalso demonstrat another important elemetitat found its way into

Bal anchineds | ater ¢ hor efApalgaadpahfew yeassraer it h at
Serenadeamely that of the knotting and unknotting of amitis thedancers connected to

one another through thenas or legsin additian, the formation of the bodies on different

levels, as Balanchine later usétuiverdlarchandLa Chattg@ossibly had its origins in this

ballet.

It is also possibh e t hat another o directls onfluenced o v s k y
Bal anc hiMedtidesamahuded la funeral march danced by five women. Souritz said
that o0i n t he b e gdslwywithgheavyhsteps dral bowedrheadspformirggy
a compact group; then their tight formation broke.apar{ S o u SovietZhole8geagihers
t he ,1P2PId @ddition, Souritz says that they wore costumes clearlyl evithne
crosses, and that the ballerinas wore black (&psitz 199(oviet Choreographers of the
1 9 2 078) sThe description of this dance is strikingly simbams t r ovi t skayads d
ofBal an &unerd¥iadh s

Balanchine was impressed and inspired $gme forns of movement. Slonimsky
said that after seeing the concerts, the members of the Young Balletkrielvdirection
they shoulgproceed, andt woul d seem t hat much of Bal a
copied from GoleizovskySlonimsky 1991 67) Danilova betieteat he went one step

further than Goleizovsky:

He was influenced by Kasian Goleizovsky, but Goleizovskyosmasarrower.
Bal anchineds poi nt of Vi ew on art i s m
bet weenéGol ei zovsky show us that we can be
anddévelompl@ secondgalanchine would do anything. You know, if you thatlctassic is
al |l on the toes, and then we go bouXr ®eing
(Tracy and De Lantp83 23)
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Later in his [|ife, Bal anchine became f amo.l
idea of pure dance althoughhas point in his career his interests encompassed many other

t hings as wel . Seeing Gol ei zovskyos e X pE
convention, and to try oOsomething commpl et e
(Danilova 1988, 5%)e became motivated go ever further than Goleizovsky had gone in

his own experiments with the Young Ballet.
3.2Fyodor Lopukhov: Creator of theDance Symphony

Fyodor Lopukhovds influence GColeizoBliglsanchi
His experimentaballef Dance Symphony: The Magnificence of,thead)rvemeing to
Sl oni msky, one of the Omost memorable and
springboard for further deMYdnioskyr@h t56) Af or t
brief description of it is vital, since most of the dancers who performed in it were members

of the Young Ballet, including Danilova, lvanova, Balanchine, anél Gusev

Lopukhov became arfistirector of the Maryinsky in 1922 and, whalarihine
joined the company, had already begun his important work of reconstructing the old ballets
(Souritz 1990 0The o)y MBad amdaihn g et 0 nSdARwIrs|

For the first five years after tteolution, classical ballets were shown day after day,
in thetheatelin the winter and otihe stages of various parks in the summer. Not only were
the scenery and costumes worn out, but also distortions had been introduced into the
choreography. Cutbadkshe company required a reduction of the cast in many dances; one
section would be thrown out, another hurriedly inserted. The design was ruined and the
choreography rendered meaningless. The old ballets urgently needed to be put back in
ordet6 (S ©990SavietLhoreograptiexs 6f 2 258) s

Artist and set designer for the Ballets Russes Alexander 8saaiscallethat the old
choreography had changed beyond recognition simply because(8btinte 199&oviet
Choreographers af the, @58)s Balanchine and the other cgas of the Young Ballet
performed at th&laryinskyduring the 1922923 and 192B924seasons, the primary years

in which lopukhovrestoredalmost all of the ballets from the gagtesignificane in these

dateslies in that Balanchine and Danilova, who were instrumental in staging the classical
repertory in the United Statbad directly performadn Lopukhovds reconst
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classics.l n addi tion, despite Bal anc hisnowid s r etk
choreography at the time, the programs of the Young Ballet were mixed and always included
pas de d by Petipa and dances by Fokine. A
incidentally, that Balanchivadze was not planning to renounce the lega&cypast th
completelyp ( S o u rSoviegizh olr9e9d0g, r a p,i6g r s of t hel9200ds

In his own choreography, Lopukhov is credited with having tried out every
fashionable trend, including acrobatics, folkdances, sports movements, using classical dance
only for viruosity, even going so far as to create dances without music andviiahces
incluced speech and son@amontov 1947, 61) In his version of Emebird1921) which
he choreographed on Danilova, oOhe wused acr
to the academic stage. There were high lifts with promenades during which the dancer sat on
her partner6s shoul ders or chest. Al l sor
(Souritz 19965 o v i et Ch or e osg264aWhileechaweogmphingt thieieebitl 9 2 0 6
Lopukhov begandeveloping his sense of the musicaditynething whiclme had first

| earned from Petipads ball ets

The creation obance Sympiioeyg an as Lopukhov proposed
j oin him in creating a ballet t o Beet hov
oexperimental, unfunded, and had tad be r
(Slonimsky 1991, 55) Souritz said HleaceSymphoeypressed one of the most important
trends i n dance in the twentieth century
symphonic music to the point of creating ballets that are movement analogous to symphonic
worksd ( S o ur Sdviet CHo&&pP h e r s , 26f) This btep was% dtubas result of
Duncands performancSeosurtid zs ysmmh erdi ct hrau s iLco p
create a picture that <corresponded to the
not ocl om@esitco, 6t hoet o t he m u®s (Sauritzd 1996Sovietd i n t
Chor eogr ap h276)dn addition tohhes usgé 8f Z¥mplsonic music, he sought to
create a work of oOpure dance outside of ¢
thoughts dawn from the symphony and therefore formally subordinated to its structure as
well .0 (Sowriettz Ch®9 @ o, §67)aHe hapedsto poofre thathdancel 9 2 0
alone ould be the highest goal of a work, not merely a means to express &idrteea
dancers performed in this dance which had no plot, but contained steps that were both
cl assical a n dchamctek frea chovement iotefsparsed with elements of
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acrobaticeé ( Wharhid 2082, 389) Danilovecalled thait was the first mhe she was
confronted with syncopatioffwysden 1947, 45)

Lincoln Kirstein, whdéaterconvinced Balanchine to come to America to start a ballet
company, said that éhDance Symphdng c a me a prototype for
particularly his first American pieSerenad@935). (Kirstein 1984218) Souritzbest
described its importance Balanchine s c hor e o g r a pldecame asnaster ofn g t
this type of ballet inthe Wests peci ally the o0dance composi't
composition, beyond literary conjectures, dramatic concretization, and subjective
i nterpretat i Soviet Choedgrapherd & th@®7a)slsPparticipation in this
ballet seems tdéoreshadow his later worcu s ev descri bed Bal anch

rehearsals:

When we were preparibganc&ymphqgnyopukhov did not fully explain to us the
structure and composition of his work. He showed us what to do and we did it. We would
not hae understood all of the finer points of the choreography (two, three, and four parallel
6voicesd in choreographic counterpoint, the
Balanchine had not given it deep thought and had not interpretedétfonus hi s t r eat r
of ChleuperahMagth, s ee L DgneelSympto® S| oni msky 1991, 6

Bal anchine himself described the influence
amazing for that time. He was inspired by literature and pdiatintgywas basically pure

dance, real choreography. You could say it was a work of genius! Others tried to come up
with something interestinguti t was nonsense, onl yOthesp uk ho-
stood around and criticized Lopukhov, but not liedirl worked with him | learned from

himé ( Vol kov 1985, 70) One newspaper critioc
owith enthusiasm that new fresh typ& of a
(Souritz 19BanchinEm&®usfao 66y Unfortunately, ot
genius of Lopukhovds ballet, and it had on
due to the positioning of its performance after an especialgwarigakeand due to the
opretentiouantpaotgiramcammderft ari esd which ca
press. (Slonimsky 1991, 57) The audience seemed unsure of how to react. idahadbva sa

0 a b o uthird of the audiences applauded and the others were whistling and booing. The
theater wasni s hambl es. 6 (Der by 1980, 9) Anot h
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remembered that oOinstead of the usual roar
(Souritz1996 ovi et Chor ep2g3) aphers of the 192006s

Although he had planned on choreograpbither symphonic ballets, the failure of
Danc&ymphopyut a hal t t o L.¢Souwitz hO8&oGes Chereographer ohthen t s
192P0B6) Kirstein believed that the authori
proletarian revolution dn uni nt el |l i gi bl e to the masses,
explaining the revolutionary theme of his next bahet,Red Whirlwhd Souritz also
mentioned that there seems to have been resistance against the idea of any ballet with no
concrete dramai ¢ content unt i | t he. (Soaritzd9905&i®t0 6 s |
Choreograpl®ys of the 192060s

Equally important to his role as artist
role as mentor for the young dancers. Slonimsky saié ttatdied himself to the dancers
(Slonimsky 1991, 54) Danilova especially remembered him for this role in her lde and sa
that ohe guided us and told us to go to t|
intellectual, to study the | @andWbagqed d&hven 4l
1979) She also recalled that he helped them to not lose sight of thelespitalshe
desperate political and social situation. To help them improve, he cast them in roles a little
bit beyond their abilitiesnd encouraged them to find something new in themselves to
present to the audience at each different(fdailova 198&4) Throughout his career as
the director of the Leningrad Ballet (formerly the Maryinsky), he continued to foster many

young dancer@Mamontov 1947, 61)
3.3 Isadora Duncan: Plastic Expressionism

When the American Isadora Duncan first performed in Rud€@4, her dancing
caused a sensati@he dnedbarefoot to symphonic music wearing only a andéried
to free dance from what she saw as the constraints of teclBuqutz sa that her
influence extended far beyond the world of dance b&vassian thought was ripe for her

ideas:

At that time in Russia, revolutionary changes were taking place on all levels of life.
Old standards were being rejected and new trends promoted in literature, painting, music,

andtheater What Duncan proclaimed hadpecial appeal because if corresponded to the
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requirements of this epoch. Her wurgings to
and to follow nature were easily wunderstoo
of a body liberated from tesmin represented a chance to form emancipadedduals.

(Souritz 1995, 282)

In 1911 dance critic Andre Levinson explained why her dances found so much resonance:

| s a d dancasDappealed to the advocates of thetheaterfor a number of
reasons. First, her movement idiom was largetsisgit and freform, a perfeatlionysian
antithesis to the rigors of the nineteenthnt ur y b a | danse déésdéxang,dhe | oni a
public received her dances as antique artdastsite their obvious unauthenticity, and the
fact that Isadora preferred to discuss them as dances of the future, nabttlg(ast in
Scholl 1994, 52)

Scholl explained that oO0she demonstrated th
outstie the academyéher dances struck at the
Her use oftoncerdmusic and unorthodox movement vocabulary challenged Russian dance
artists to rethink the most basic definitions of theidart{ S cH,®3) Up tdhi point,

symphonic music had not been used for ballet, but it became normality shortly thereafter as
Fokine began choreographing for the Maryinskiaterthe Ballets Russes. Her ideas went

so far as to completely reject the classical dance; Rutsigna kschessinskaya recalled

her c¢claiming that it was only a matter of
school, based on the study of dance steps and movements of anciedt Gleatarhid i s

2002, 15856) Despite her strong abdlet stance, and according to Slonimsky, her
oextremely i mi ted range of movementsoé w
i ntentions, 6 (S| oniinfiehktigldaricé&ro1 the filstdgcadmofshe o f

twentieth century were drawn to herabse of her obvious talent and passion.

Her dances provided inspiration to many choreographers, most notably Fokine and
Gorsky?, who at the time sought to free themselves from the constraints of the Academic
Theates. The extent of her influence leokine and through hiron Balanchine, is a much
contested subject. Souritz said that to Fokine she represer@ddm from pas de deux,
pas de trios, and so forth, and freedom from compulsory academic.postgré&sour i t z 1
283) Russian dance historianaVi€rasovskaya also recalled how Duncan influenced his
workEunice 0 When he himself turned to free dan
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classical positions of legs and aand the toe technique as well. Instead of this, he gave
them the movements of dance, like animating thefiguted compositions from ancient
vase paintings ( WAarhid 2082, 297) Like Duncan, Fokine used Greek art as an
inspimtion for his dancesas did Nijinsky and Balanchine when they worked as
choreographers for Diaghilev.

Although Greek themes have always been present in all forms of western art,
D u n ¢ &nmedkdances werene of her most obvious legacies for bdilst as her dances
werebased on the images of ancient Greek friezes, vases, and sculptor, other dancers found
inspiration in these ancient works of art as (8sholl 194, 52) InAfternoon of a Faun,
Nijinsky created an entire dance in which the performers moved to géi¢hee a flat
picture. Arms and legs were not moved as they would normally be on the three dimensional
stage, but rather were used to fill a two dimensional space, giving the audience an impression
similar to the f Il at piAftetnaon & 3 Fgant a SBilaz effect ar t .
in that the dancers moved on platforms, generally not leaving or changing platforms, but
using their own space, giving a similar picture to the rows of figures often found on vases.
Bal an tahCGhattebdsedw Aesopds f abWwas aldoldiecthCrfluenchtla i1 d e r
by this traditionT he vi sual arts also played a rol e
young choreographer, Di aghi | lem to dorestums at ed 6
throughout EuropeLa Chattends with a cortegdte dead man is carried off stage by his
friends According to Hodson, Danilova recalled that this position was basechsm a

which Balanchine had most likely seen in a museum in Berlin

It is however, important to note,tiah i | e Duncands dances def
use of Greek themes by other choreographers, Greek themes were by no means something
new. Joseph explatit hat bot h Stravinsky and Benoi s W
of a Greek inspired classicigmtamized most regally during the monarchy of LouidoXIV
(Joseph 2002, 75) Scholl also exul#iat both Stravinsky and Balanchine had not looked
to Duncan in creatingpolloput said that the ballet was as much influenced by Freach neo
classicism asybGreek antiquity. Both said that some of the symbols in theheallet
chariot, the three horses and the sunveise all symbols of Louis XIV, the sun king
(Scholl 194 , 96) It could be argued that Stravi:
200 2, 92) could be traced to Duncands i nfl
soure . P &ledpipgaBéaatyallet which served@se of greatest inspirations for many
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of the dancers, choreographers, artists, and composers of th Bsgkstgas a grandiose
representation of Louis caufithe connection between Greek classicism and the court of

Louis X1V cannot be overlooked.

Schol | claimed that OFokine suffered c
career especially where Isaddtancan was concernéd ( Schol | 19914, 59
definitely had great influence on his work, it is possible that his problems in this area
stemmed to his overreacting to Diaghilev having given Duncan too much credit for his
work (WillisAarnio 2002, 2§De Valois thought that much of his inspiratwlnich has
been attributed to Duncan c¢came astiquorkanot he
can be, and undeniably their major contribution to the modern classical school, this style is a
follow-through of Fokineds style and t heaottheaf | uert
influence of Isadora DuUeadimg up to his own choreographic evoldtion( de Val oi s
141) This statement has obvious beiamedg oIl
aesthetic, particukaregarding his Romantic balletsparticularlLes Sylphid&sis ballet
wasone of B al a s aridstromgl§isfluericedvsomeiot les most important
works, includingApolloand Serenade is true that the romantstyle is much softer and
more fluid than t heEe bsa bflharder poifite sRoed ang edies t |
advanced technique led the one sid® more virtuosity, but on the other side made the
movement less organic. In this respectde bdallssra t i ons are true. Fok
partially a result of his use of not only the style, but also the technique of the Romantic

balletsFoki neds styl e was, as muancanfied darce. r e sul t

In addition to bringing the Gile¢hemes into dance, Duncan showed that emotional
depth and expressionism which had been lacking in the Russiaereplbstsible. Having
seen this expressionism in her performance, its influefa dna n avbrk wesedirext
and undeniable. Balarmahihad begun to experiment with expressing emotion through the
dance in his first worka Nuit It was the expressionism that Duncan exemplified that
Balanchine sought when he worked with lvanovdatseTristeafter they and the other
members of the Young Ballet sher perform. By the time Duncan returned to St.
Petersburg in January 1921, she was past hei?fBioueitz said that dance critic and
hi storian Yur. Bakhr uski n olyrtootfa, arikddhe vaas f r i e
shocked to see her bare one of her breasts at a particularly pathetic moment of her dance, the
breast of a netbo-young woman not being nice to looldat ( Sour itz 1995,
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addition, it would seem that by this time shewas@aady ol d f ashi oned.
the 192006s neither Russian free dance nor
Duncan. And Duncandés own hostility toward
favor with the mass audiences, whgbreciated the lavish productions and virtuoso stunts

of the ballerina8 ( Sour itz 1995, 288) However, her i
not fail to influence both the artistic and political world.

Despite her obvi ou perfarmaoce impacted the glangers Bfu n ¢ a
the Young Ballet. Danilova later recalled that, although she was neither as young nor as
beauti ful as she had been, Onever since t
compared with her@wysden 1947, 48) Adilgh years later Balanchine said in an interview
that oto me it waasdruakensfai Wamanewhgy for lnaurds eds irolinga b | €

around | i ke a pig. It was the most awful t
wanted to use in his onmhor eogr aphy. Sl oni msky recal |l
Duncandés concert s, applauded her perfor man

of the o6l nternational ed agreed that the [
and recognized healentd ( S| oni msky 1991 dthat Both h&&édnd ni ms k
|l vanova were oO0Oseeking an intensely dramat
t hat Duncands p e Heio ballet/alse Eristedeznonistated, agdin in

Sl oni msdgpsowokind of Duncanesque rhythmic
Hodson and Archer al so des c plashggaeheafree t@sop ha s i
and fluid port de bras HhaHodbanaatigr Azele

3.4 The Young Ballet

After La Nuit,B a | a n choreagraphis experiments leaned in the direction of the
most extreme avagarde choreographers rathemtti@e academically accepted work of
Petipa and Fokind-or this reasonBal anchi neds opportunities
Maryinsky became slimmer and slimB8iteortly after graduation, he formed his own group
of dancers known as the Young Ballet. Dan
beginning to gather some maoruen when, suddenly, we were summoned by the Maryinsky
directors: if we continued to work with Balanchine, we would be expelled from the
Theater éas puni shment for hi s experi me
di scour aged¢é (A3dmeiwbre onait odnte 8l&ar tha) he did not have much
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future in the Academic Theat in Russia, and consequently turned to otheesdar his

work.

The title of Balanchineds first program
of Ballet, from Petipa, to Fokiret ough t o Bal anchivadzed. Thi
for the times(Taper 1984, 57) The social and political uph&fatved young Soviet Union
was seen as the apex of historical development. In essence, all that had happened before had
been leadingp to this point, the high point in all of human society: political, social, as well
as intellectual and artistic. This attitude was reflected in many of the works of the time.
Al t hough at the time Balanchinedsdebyiatl e w.
young choreographer fresh outTdlieaterSchool, in hindsight it accurately described the
direction the art of ballet todK aper 1984, 56)

At this time Balanchine was still a teenager rebelling and experi@enéngf his
ballets showed innatton and promise, but many were unimpressive, probably the reason
Balanchine did not continue to perform them and they were subsequently forgotten. They
are interesting because of what Balanchine later became, andisbsegings insight into
the process his work went through as he transformed ballet. At thiegtErisformation

was in its infant stage.

Balanchine formed his own group of fifteen dancers consisting of students and other
young members of the Maryinsky corpsadlet to perform an evening program. This group
became known as the Young Ballet and performed in various venues in St. Petersburg in the
years 1922924 (Souritz 1996w i et Chor eo w73 plib #Fiends calldd his he 1
early worrktss ®.e xlpaenmiilmeva recalled that ther
then6 ( Tracy and De Lano 1983, 23) Geva rece
small numberthat were performed oncend then he moved ofGeva 1976) Gusev,

Bal anc hsesh #iédnd and, laccording to Slonimsky, his leading male dancer and
principal coll aborator of the Young Ball et
be a kind of guinea pig to him. He always used Mungalave ldedthis; and then later he
would give the particular work in question
that the next day he would drag us back onstage and torment us until night with more
experiments. What a | oyoly&y) Gevarlsoaledizd how wa s !
she and Balanchine worked together:
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George and | worked almost every evening after class except for those days when he
appeared in the ballet at the Maryinsky. We often worked on Saturday afternoons, George
experimented, creating combinationsftieatl the body from the strict bondage of classical
form without destroying that forrout in fact extending and expanding it. Because he was
an excellent musi cianéhe was able to play
way éWe had many ne sogrerghadrhe triedsout a damak in public that
George would start choreographing a new one

This group worked long into the night after they had finished their other rehearsals
and performances. They sewed their own cost(ifagerl1984, 55) Souritz described all
aspects of the Young Balletds activities
selected wisely, and the <c¢critic Gvovzdeyv
Rubinstein that have been played to death, thare i¥i | bushevi ch pol ka,
amateurish foxtrot. o6 He went on to call E
hi mself from this state of rebellious re
assistance of the Moscow decadents( $d990So v i et Chor eo,gé)Byher s
Moscow decadents the author was referring to Goleizovsky and Lutkin, another Moscow
choreographer, but one which did not seem to have had much influence on Balanchine,
despite the crii® claimHowever this statement does accurately describe how he had been

impacted by and sought to imitate Goleizovsky.
3.5Summary and Analysis o€hapter 3

During this phase of Balanchineds caree
revolutionarychoreographers of his time. Three in particular left a strong mark on him:
Lopukhov, Goleizovsky, and Duncéat.the Maryinskyalanchine worked regularly with
Ballet Mastet.opukhov both in original choreography as wehlisaseconstructions of
P e t ibaletd Most importantly for his future development as a choreographer, Balanchine
participated i n L opulahce 8ytnghtmghrs dallet, Bdlanchiaek i n g
was first exposed to a dance in which the steps matched the music préwselly. this
ballet was considered a failure, Balansiaweits value andkingwhat he had learned
became well known throughout his career for his ability to merge dance and music in a way
that no one else was alfls.already statedhe perfected theadce symphony; something

which today is a common element in balletydfore Lopukhowvas unknown.
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Gol ei zovskyods influence was as |l ong | a:
Balanchine had begun to experiment and rebel, but after havingleseensky perform in
St. Petersburg he gained the courage to go beyond what he had been doing before. In
particul ar, Gol ei zovskyds use of bare feet
elements that Balanchine chose to employ in the bidi&rigmaEqually important was
the el ement that Gol ei z othestenrddlsctions.otherusewfe d f r
platftorms to place the dancers on different leVdls element appears directly in
Bal anchi n elée<haht?® Rossimiledtlye Balanchine began to use bodies to
create muHievel formations, as Funeral MarelmdLa ChatteThese formations took the
use of levels one step further than Goleizovsky hadlgike¢he overhead lift ina Nuit,
they were revolutionarfinally, from Goleizovsky, Balanchine learned to form arm chains in
which the dancers held hands or other body parts and wove in and out of formation. This

element appearsApollcandSerenade well as in later works.

Finally, Balanchine was impressed by the expressionism he saw inSbonian
after seeing her perform in St. Petersburg in 1922, he choreographed tfestamogta
dance meant to be Duncan on pointe. While this dance was very successluheBalanc
seems to have rejected plagh of expressionism in his future dances. On the contrary, he is
well known to have created dances for the sake of beauty and not to express ideas or
emotions. Fromhis contact wittDuncan, we first see that Balanchine imasicted by
another artist, tried something out, and decided that he no longer wanted to follow that

particular direction.

The following chapter gives a detailed examination of sonBeaof a n cdrly ne 6 s
works, showing howwe began to incorporate elements he haddé&mm Goleizovsky,
Lopukhov, and Duncaas well as Petipa and Fokimte hisownwork. Most ofhis earliest
danceshave been lost and relegated to the pages of history, and faf thesh not
enough informatn is available to do full scale reconstructions or stagings. However, they
give i mportant <c¢clues to Bal an ddvelopmedtasae ar | vy

choreographer.
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Chapter Four

The Repertory of the Young Ballet

Much of B eatlyachoebgraphg Bas been forgotten, evémebgancers
who performed it. Putting together different accounts of those dances enables a better, but
by no means complete picture. In this endeavor, Slonimsky stated the greatest challenge to
the study of Bl anchineds early worKks: OMuch has
di fferently today, and much was not ,even p
62) While it is important to keep these issues in mind, it does not rule out the importance of
evaluating what does exist, nor does it exclude the possibility of coming to a nlete comp

understanding of the times and the choreography.

The most inclusive list of those ballets performed by the Young Ballet was given by
Vera Kostrovitskayinheraccunt i n S| @mBiarhakydths nessadayh e Ear
most complete |ist of Bal &€hmoedgiaphe ldy Balaachinet & b
Catalogue of WoAws updated versioof this catalogue can be accessdohe on the
Balanchinecu nd at i o.w@iswork was sompiled by dancers, witnesses, and dance
historians in Russia and other countries. Some of his earliest works were mentioned in the
Catalogumnly in passing under the ti®mncert Worllse s cr i bi ng t hat oas
Bal anchine frequently <created, as he says,
and then forgoetadd3bd) SGemandescribed tha
engagements, and no sooner had we tried out a dance in public than Geogartvould
choreographing a,2eAs Slanimeky said, MGclB#H 4 ah®dld ne 6 s
work has been forgotten, much of it consisted of small dances that he made and tried out in

front of an audience, and then dropped, moving on to the next dance.

This chapter wild/ give a choreographic
based on the memories of witnesses. Included are all the ballets in which choreographic
details, even if they only involve a few moves, were given by Balanchine, Danilova, Geva,
and the accounts in S| onwenslistgdotse Catadoglmmty . T h e
will not be analyzed he#faltz and Adadit®22),Romanzgl 922) Matelott€l922) Valse
Capric€l923) Waltz(1923)Adagiq1923) Spanish Dar{@é®23) Extas€1923)Pas de Deux
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(1923)Polka(1923), Oriental Dan231924) Hungarian Gypsy Dére221923),Elegy
(1923),Invitatiorto the Dan¢E924), andPas de Du€kx924). Many of these dances were
described in newspaper accounts and in Russian literature, but they have not been included
in the analysis since no choredgapletails can be found in the interviews and
documentation used for this analysis.

The first two ballets examinddhe TwelyE23)andFuneral Mar¢h923), were the
only dances that Balanchine choreographed for a larger group of dancers inhRussia. T
other dances included are solos, duets, andiriestaliél922) Poén{@921) Etud€1923
1924)variousWaltze€19231924)andValse Tris{@922).

4.1 The Twelve

One of the most memorable performances of the Young Ballet took place at the
Duma auditorium. Two numbers in particat@eT welvandFunerailarchwere recalled by
the dancers who performed in them. One of the most outstanding aspects of these two
balkets was that they were choreographed specifically to be performed on a circular stage, but

could easily be adapted to a normal stage. (Slonimsk§4)99é&va recalled that, at that

ti me, Bal anchine oO0contended t btaandimeestiog n g,
to view from al |l ,800)urThe fasdindtiers describgd By Geva wh® 8 4
inspired by Vsevolod Vsevolodskgrngross, the leader of the experimental Ethnographic
Theateri n St . Petersburg. Sour iith the ideaiodant hat
amphitheater for performance, a circular s
the kind of stage he built at the Duma aud
Russi®@ 6 8)

Souritz also credited Vsevolod&lerngros with the idea for the ballEheTwelve
Bal anchine was a regul ar visitor at hi s
performancesHe was particulary impressed by one preeehich a chorus of voices
chanted the poermheTwelvby Alexander BlokS(our i t z 1990 o0The Youn
Russigg 6 8 Catalopsaid that this dance was don@tie Twelaad other poems. His
use of rhythmic voices rather than music was not only the most memorable aspect of the
dance, but al so atypical for Bal anchineds

composed of fifty of Vsevolods8e r ngr os s & seke indhgthn is differerd | | S |
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keys, overl|l apping, stopping. 6 (Geva 1976)
recall ed that owhat we did was not pant omi
1991 80) Kostrovitskaya, however, said they were representing in movement what was
being chanted by the chorus. OS®WBNi t zl t1 9o
seem that the movements did represent the text in some ways. Having been children during
the Revolution, many of the themesspnted in the poem were close to the dancers of the
Young Ballet. The violence and hunger of those years was a daily reminder. In her memoirs,
Geva recalled in detail how her house was plundered several times by soldiers and police,
something also dedwd in the poem. Death was a daily occurrence in their lives, and the

t heme appeared of t en i n Bal anchineds ear |
symbolism in the poem must havenbatractive to Balanchine, who as a child had been

fascinated bthe rituals of the Russian Orthodox Church.

In the poemitself Blok combines the elements of the Revolutvich represented
Rus s i a 0with pyste Christian elementdiichreprese@dRus si ads past.
believed that Blok did not belongtihe Revolutiof) butthathe accepted. By writingthe
poem in 1918Trotsky believed thite was or eac h.i & gT lohowgver,iowe r d
was high. o0ln doing so6 continued Trotsky,
the most significat wor k of our €p5pThehTwélwag hisrlasttpeety 1 9 2
he died in 1921, just a few years before Balanchine used his poem for his ballet. Trotsky also
believed that this poem was oO0a cry iof des
which rises in a hopel25 Beused magedofithelRevelution ( Tr
at its most extreme: a strike of prostitutes, a murder by a member of the Red Guard, the
pillaging of a bourgeoisie horrethe last lines of the poerolderswere marching and in

the very last line, the figure of Jesus Christ appeared.

Describing bothThe Twelveand FuneraMarch Stukol kina says t
asymmetrically moving groups with no real soloists; at times one dancer detached from the
groupandber f or med a combination of movement s,
disappearing into the group. The choreography was fluid and strictly subordinated to the
musi c, one pattern running into the other
(Stikkolkina 199180) Although she mentions music in this quote, it is possible that the
moves described here are a descriptidmefTwehance the chanting was rhythmic and
musical. The dancer detaching herself, dancing a solo, then returning t@ thewdu
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serve first to individualize then generalize the twelve soldiers described in the poem.

However, it is not clear which sections of the two dances she meant here.

The theme of this poem gives rise to tt
involvement at the time. That he later became an American citizen, and demonstrated his
patriotism to his new country through his b&@letrs and Strig&858) is well known.
Numerous pictures show him wearing cowboy shirts, ligpdigl clothing foma ballet
master trained at the Maryinsky. His attraction to American culture began at an early age in
St. Petersburg, shown by his association with the experimental group the Factory of
Eccentric Actors (FEKS). A short lived group striving for the Amestianioftheater

the FEKS <c¢cl ai med Charl i e thehbiraug,ljazzncathantant t s 0 i
cinema and boxitgo b e i.GRudnifsky 49884h Sosritz said that it is possible that
Bal anchineds i nt er epattcipation. $hé mantioneava perkormancd e n d

of the playMarriage 0 Ko zi mtemewmbleater t hifsa npgersftda rcmadmd d
who knows, maybe Balanchine gave the stage directors at least some advice. He certainly
must have seen tier oducti on. O (Souritz 19%0687he
Many of the elements describing the work of the FEKS definitely did reflect many of the
elements that Balanchine used in his choreography, from some of his earliest works to his

last ones.

One of his first statements upon his return to the Soviet Union in 1962, almost forty
years after he left, also revealed his loyalties. Upon his arrival, an interviewer welcomed him
to ORussi a, home of the c¢| as spardoa.lAmdrielisl et , 0
the home of cl assical ball et . Russia i s
Bal an c bponsehad an aftertaste of alisdas did other accounts which said that
when he was welcomed home, he sharply responded that Arasriia home and not
Russia. (Joseph 2083)This was a sharp contrast to Russian émigrés who left long before
the hardships of the Revolution. In the same year, upon his arrival in Russia, Stravinsky
oi mmedi ately reaffir mas hdtsi IrlooRws sidaerc | tag i
200245)

While these statements showed his position later in life, they do not reveal where his
loyalties were as a young person. Taper mentioned that some of the dancers of the
Maryinsky talked about the futurelwd ballet in the new society. (Taper 19B@He also

77



said that Balanchine stood in the wings at the Maryinsky listening to debates at the
Communi st Party meet i n-ggem, inwlaey,idevipus,ttddiaus 0t h
scarcely worked the sameimag on hi m; but they mad® an i
According to Slonimsky, he participated i
himself contacts with new developments in the arts, of which there were so many at that
time. He participated ithe innumerable controversies concerning literature, music, and
dance engaging in intense discussi pdif)s on t
Al t hough the o6controversiesd were mostly a

be debted without political overtones. Slonimsky described these debates:

It is not surprising that heated debates developed. Is everything in the old repertory
good? Are the old faitgle plots acceptable? What are the criteria for making decisions, for
detemining new directions? Subjects which go beyond standard love themes into the great
issues of society and humanity? Forms of expressive movement which differ radically from
the traditional forms of classical dance? Music which reflects the naturewfdbetury
either in content or in novel forms of expressiae?erywhere there were impassioned
discussions on these themes, leading at times to sharp disagreements. Balanchine was swept

along in the search for truth and began to speak out. (Slor8tK3 )L

The Revolution itself, although making the lives of him and his friends almost unbearable,
also opened the door for his artistic endeavors, something that would have been impossible

before.

However, his participation in these debates stilhdoesrectly answer the question
of his political views at the time. In an interview in 1972, he gave a clue in a short sentence:
ol was so sad when Lenin died.déd (Balanchin
while, Lenin died in January 1924y @ few months before the Soviet Dancers left St.
Petersburg. What Balanchine actually meant by this statement isuarodétaer source he

told of his memories of the Bolsheviks and Lenin:

To survive he was forced to steal food from the Bolsh@adgstroops that
eventually closed and occupied the Imperial Ballet Academy in which he was training.
Balanchine vividly remembered standing in the crowd below the palace balcony of prima
ballerinaassolutMat hi | da Kchessinska as Lenin addre:
him that night. I had gone with a group of
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thought the man on the balcony must be a lunatic. Then we were young; we did not
understand thikev ol uti on. 6 These were frightening
young man first perplexed, then embittered. (Josepl#2d62

In interviews in later years he rarely spoke about the circumstances in St. Petersburg.
As in other accounts, in thrgerview in 1972 he addressed some of the events of his youth,
but made only l i mited statements about t
Revolution. I candot tell4yo0cGr hea&0) Alttugh | bl e
the restricns against those who did not strictly follow party lines had begun, Balanchine
and other free thinkers continued to work in the years19222 Stalin, already known for
his intolerance within the party, took power in May 1924, and it was only sredfteth
that Lydia lvanova was murdered by members of the GPU, the secret police. It is not likely
that her death could be directly attribute
foreshadowed the brutality of his regime. It would seemthaup t o t he ti me
death, Balanchine was skeptical of the political storm around him, his interest and
involvement touching primarily those issues that affected him personally. However,
|l vanovads death most c emturatothd SovieaUnibre ct ed hii

It would be impossible to get a complete understanding of how this poem would
have sounded in its performance by Vsevoldgélesky ngr ossd students, [
was not simply read aloud from front to back, but wesvaatic interpretation of the piece.

In addition the flow and rhythm of the language is very difficult to study through a
translation. However, some aspects can be gleaned by looking at a small part of the poem. In
her article of the different English skations, Dietz described the rhythm of the poem as
being i1rregul ar, abrupt and even broken, Y
sl ogans with marching songs, religious wit
section twelve, imé final verses of the poem, the sound of gunfire was represented

Gewa 0 s bhddthatahey spoke in different keys, sometimes overlapussjbly
t he eradkcarcakaf guibfirewas one of the phrases used to overlap with other sections
of the tex. This, loweverjs pure speculation sinebere or how the overlapping occurred
was not described. None of the accounts of the dancers clarified if the overlapping was
always within one of the twelve sections, if Balanchine choreographed twelsvefd@stion
dance to the twelve sections of the poem, or if all twelve sections were mixed together.
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Dietz also explained that in sections two and three the author used rhythmic couplets
and btastushkgwi tty coll oqui al texts sung to a ¢
recalled thechastushkvh i c h she descri bed as a orhyth
l i mer i c ks ,300) AnGgample bbth Gchastush&nd the couplets was seen in
sectonhr ee when the soldiers chant 3heir oOrev

Our sons have gone
To serve the Reds
To serve the Reds
To risk their heads
(BlokThe Twel8ection II)
Again,the rhythm cannot be seen in a translationfrmmGe vads descr i pt
possible to imagine that Balanchine chose to choreograph to this poem in particular because

Bl okd6s specific use of | anguage opened up

Dressed in national costume, ten or twelaacers performed a dance something
|l i ke a Russian sqguare dance. Geva said t he
dance done to a boldly changing rhythm t ha
300) St ukol ki nancadhmmd mavementsdveryt nhuaht like dRuiskian fotk a
dances. The rhythm was difficult to grasp.
rehearsals with Balanchiva8@ep Sobwukol hignd d@s
that they did not illusite the text, but merely danced to it is important. Balanchine was not
particularly politically inclined, and although he participated in debates regarding the arts at
the time and had contact with many who could be considered friends of the Rewdution, |
not believe that he chose this poem for its content, but rather for its rhythmic possibilities. It
Is also possible that he was so impressed with Vsew@aglskyn gr o s s 6 i nt er pr e
had been performed without movement at the Duma a few @aybealf oung Ballets first
performance there (Souritzo 169890, ot Yhoautn gh eB a\

choreograph to it.

The Twelwas the only ballet Balanchine choreographed for the Young Ballet without
music. However, at about the same tiate,1923, th€ataloggea i d t ha't ot he C
6intell ectual cabaret, d opened in Petrogr e
devi sed movement for poetahd983%68)tAlthbugh hemdid i c. O
choreograph and work withe staging for operas and plays both in St. Petersburg and for
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the Ballets Russes, his work was decisively moving in another direction: the symphonism he

had encount eradce Symphang puk hov d s
4.2 Funeral March

Whereas little choreographic information can be found regdrdingwelve
Kostrovitskaya gave a detailed descriptidgtuogéradlarch done t o Chopi nds
same name in Slonimskyds essay. It wWas al s
the time, Balanchine was a great admirer of Chopin, even going so far as to imitate him in his
clothing and hairstyle, as early photos show. (TwysdeAGQ4)/

Most of the dancers vividly recalled the costumes worn by the female dancers for this
peformance. Danilova said that this was the first time they had costumes for a performance
outside the Maryinsky. (Danilova 1972) Kostrovitskaya said that they sewed their own
costumes from old calico t hey -fiting,dleefeleassnd a't
dresses had a black and silver pattern. The plain gray caps with small discs on the sides of the
ears were also embroidered in black and silver. The usual ballet tights and slippers completed
the cost ume. §65)(&hilova destathe yt h1la%t9 1t hey o al | had
have more or less now with short skirBanilova 1978979 In another account she
described the headpieces they wore tms ocup
owe | ooked | i ke a-mWa¥Toasesdesariptions dean sbnwevesemblendes
to the costumes worn by Gol ei z ovMeltyedasa d anc

No mention was made of any sets for this ballet, and it is reasonable to assume that,

as in all his works in tis®viet Union, he did so without sets. However, Slonimsky did make

one reference to the lighting in this ball
by | ight t hrough t he 65psndethmgtbag Tafiana(Buhicalsd ms k
described in her account of the dance: 0 A
through the audience under a,65 plostobviogslizt i n

descri bed Gev a0 sarriedronta stageciedicairgy that the damcers entered
stage through the audience, not directly from backstage to the stage itself. | would assume

that he was referring to the dancersd exi:t
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logical placenithe dance for the performers to move through the audience based on the

descriptions of the dance.

Although the not#raditional choice of stage demonstrated the most obvious
influence of Constructivist themin the piece, elements prevailed througheuballet. The
t heme of death itself and the use of Chopi
viewing the dance together with the piece. Because the music was heard regularly on the
streets of St. Petersburg, the theme of death was unmidhiak#inde original audience.
Geva said that the dancers were mourners, the dead themselves, or spirits. (G@dh 1984
Slonimsky said that this dance was a direct reflection of the times, since funeral processions
were a daily occurrence inthe cityandiva s t y p i dankrdliircto be@layedo i n 6 s
for them. (Slonimsky 19%5) Slonimsky went on to explain that:

The slightest opportunity was taken to lay a bridge between the audience and the
stage, emphasizing the unity of what was beingnpedf@and what had been experienced,
the unity of spirit between the audience and the stage heroes. This explains the passage of the
dancers followed by light through the audience and the modeling of sculptural groups as if to
generalize individual exper@nin this respect, Meyerhfoldas the teacher of everyone
including Balanchine. (Slonimsky 169866)

Danilova added to this theme in her des
caps and our hair was under inside of caps which really unitetaeverybecause you
coul dnot see diff er ent1979Agdim the tlefme di death, in6 ( D
which every person, high and low, both performer and audience is equalized, was reflected
in the dancers being united and their individual traits, their hair color, being covered up. As
Slonimsky described, the individuad waneralized. The dead had no personality and no
physical characteristics to tell them apart, no wealth or lack of it to give them a place in
society. Since death was the one certain thing for every person who has ever lived, the theme

itself united thegrformers and the audience together in their common fate.

Kostrovitskaya gave this ballet a | ot C
detail the different sections of the dance according to their musical sections. Because her
detaileddescription gave a concise picture of the choreography section by section, | will
guote it extensively and use it as a base for the comparison of different sources and to

analyze the information.
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1. Vera Kostrovitskaya in 2. NinaStukolkina in
Funeral March (1923) Funeral March(1923)

I n the first section Kostrovitskaya des
slowly on pointe, one after another, bowing their heads with sorrow and crossing their arms
downward. Reaching the center of theestdbof them separated with the same steps into a
large circle. Raising their crossed arms into the air for a second, they dropped to one knee,
facing the outer parts of the stage. They
(Slonimsky 19964)The initial steps of the ballet can easily be imagined by this description,
especiallyhen the description t@mpared to the extant photograph of Kostrovitskaya in
this ballet(Photograph e va st ated that they werg Obuil
grief to the dar K00 dhisrstateneeiat tlarifieg abwehictapoitt h 8hé
music the dancer took steps. The placement of the foot into the fourth position on pointe
occurred at the down beat of the music, both in the initial entirarthe, circle which
foll owed and in the dancersd final exit fr

At this point, it is important to consider the perspective of the audience viewing this
section from all sides. Onlookers from various points theaérviewed the entrance of
the dancers slightly differently, but the circle gave a uniform view to every seat in the
auditorium. It is interesting to note that these general patterns were also typical of corps de
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ballet numbers of classical ballet; namely the corps entering tlmmestafier another,
performing the same step, as well as the circle formation. Interestingly, Geva mentioned
Gisellen her description dfuneraMarchn her memoirs. (Geva 19800) The corps de

ball etds position on tdf e dorpsedenceiimthe secand actc | e
of GiselleHowever, the similarity ends with the basic pattern, since Balanchine intended this
formation to be viewed from all sides, a strong break from the classical&radition.

Kostrovitskaya described the next r a s e : 0OThen, to a new m
same passage, three young men carried away a girl lying on their back, whom they had lifted
high on extended armséthey proceed sl owly
more at moments dbrteand dwering the girl to the floor at the opposite exit. At the same
time, they dropped to their knees®64)Thet he s
position of the girls seemed to imply that she was lying flat on her back and being carried
acrosslte stage as pallbearers would carry a coffin. Geva, who most likely performed this
role, recalled that she was held by the men in a high (@ielgge 1976) However, since she
was also carried off stage by the men at the end of the ballet, and iKlglst ofr ovi t s k a
description, | think it is likely that she only performed the bridge at the exit, and not at the
entranceShe said thai Mungal ova and Geva performed th
fear during the high lifts, which everyone wasfstilai d of then and di dn

proper | ywwy®916451 oni m

Danilova also stated that they were ca
groups on floor, It was -1§78 8rurp referrednto thesee ai r
groups as wel : othe groupings were composed in

(Slonimsky 199865) The statement directly followed her description of the spotlight, which
clearly applied to Gevads group, baups i mme d
as wel | . Her wuse of the plural as wel |l as
uses the plural) opens the question of whether other dancers also performed group
formations and at what point in the ballet theégal | would suggegtat these groups were
performed by the dancers after being awakened by Danilova in the second part. Although
the descriptions of this part did not specifically describe them, neither did they exclude them.

Kostrovitskaya continued:
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The middle, lyrisect i on of the March beganéDanil
steps she went around each kneeling figure as if to waken the pure, human soul from an
eternal sleep. Scarcely touching them, she gave them life and, making them rise slowly one by
one, shexecuted slow turns in attitude. Everything somber disappeared; the folded arms
became straight; the expression of the faces changed; their eyes became bright, focused on
somet hing beautiful far awayéThere were art
forward followed by deep backbends... (SlonimskycUdss])

Il nteresting in this section was Bal anc
Constructivist influence on his work. Geva describesktttisn in her memoirs as well, and
recalled that therodiesw e rtewiost i ng i nt o ar c h,880)Sheasocr os:
described owhirling spirits, o6 implying tur
the floor. Although Kostrovitskaya only specifically mentioned the floor workely ihak
the dancers performed other steps standing as well (she said that Danilova made them rise).
The statement owhirling spiritso could als
think this is unlikely since hersre said to have bedow. It is feasible, however, that, after
rising, the dancers also performed these attitudes. In addition, since Danilova awakened the
dancers one at a time and they began to dance, it is reasonable to assume that the dancers ir
this section were not dangim unity, but rather at different time performing a similar set of

steps, giving the entire picture a feelin
section showed another i mportant Construc
Biomechan c s , demonstrated by Balanchineds use

on the floor as well as the modeling of groups in the air. In contemporary and future works
the elements of the Constructivists were also reflected, but they seemed te aulminat

B al an d& Chatteid which all the elements with which Balanchine experimented in
FuneraMarchthe use of notraditional sets, costumes and lighting, the use of acrobatics
and the modeling of the dancers on the floor as well as in theeairsede

Another interesting aspect in this section of the dance was the different ways those
who remember It i nterpreted this section.
grief to the dark down beat, changing from the mourners into the tteadhinimg spirits,
our bodies twisting int,@d0)chHés same@&scr opsi
spiritsoé who otwisted into arches and <cro

without hope, the dead are merely joined by all thelivingi r f at e seal ed.
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description gave a compl etely di fferent
expression of the faces changed; their eyes became bright, focused on something beautiful
far away. 6 ,63 Parhags thesifgrentlir@eforetations merely reflected the
speakersd own personal feelings tpesonalds de
way ofdeaing with the catastrophic situation surrounding their everyday lives. In any case, |
believe that Kostrvi t skayads interpretation of this
intentions, simply because he seems to have had a light disposition.

The third and final section of the ball
the Marchmusicallyanalogous to the first, all of the dan@asilova first, followed by the
young men with the girl on their arms and the other shwgirtsslowly from the stage one
after another, as in the beginning, stretching their arms forward in a gesturedof hope
(Slonimsky 199646 5) Again Kostrovitskayshowhdwanr i bed
extant photograph of dancer Stukolkina. (Photogrdpisiso probable that this was the
section Geva meant when describing that she was held high in theraiarch.
Interestingly, there is no mention of this girl dancing at any other point, perhaps she did

simply play the role of the dead, who is later joined in death by those mourning her passing.

TheTwelvand FuneraMarch both choreographed to Iperfomed in the non
traditional round stage of the Duma Arewae the only ballets choreographed by
Balanchine to be viewed from all sides. He did, however, expand upon this experiment of
perspectives on a traditional stage at the Ballets Russes fveny first ballet therke
Chant du Rossijgnbkere he created a double audience of both the emperor and the real
audience, effectively making the dance equally viewable from two sides rather than only from
the front. Accor di n glanchine déwseds hisdanees as a Alouldeh e r
mirror image, reversing movements on either side of the perpendicular and addressing it to
both the fictional audi ence, the Emperor,
and Archer 1999/2008) The thre dimensional formations created by the bodies of the
four dancers ipollaalso reflected an extension of his experiments with the perspective of
the audience imhe TwelaadFuneral Marchlthough the forms were made to be viewed
from the front on draditional stage, their sculptural nature probably had its origins in these
two works.
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4.3 Orientalia

Orientaliavas performed by Geva and Balanchine in Germany, and Geva said that
they also performed it at the Emgiteeatelin London. She saiditwas very o0str ang
danced6 performed to the music by Cui. 0Gec
man with a bear, and | was either his daughter or his dancing girl. He rolled out a little
carpet, sat down, and mimed playing a string imsttuamd | danced on the rug. When we
finished the dance, we packed , &3y &anigpnskh i ng |
recall ed it as having been choreographed
known in St. Petersbumyccording to himthe oiginal oriental dancer was Mlodzinskaya,
and was | ater performed by Geva. He descri
with his | egs crossed in oriental fashion
tambourine as if prompting her moversenté ( S| o0,b3) m & knteresting & hote
that Geva recalled a string instrument, whereas Slonimsky mentioned a tambourine. A
tambourine would be the more likely instrument for a dancer to use to prompt another to
movement as Slonimsky describedl it is possible that different instruments were used as
an accompaniment in different performantiess also possible that Balanchine used
different props in different performanddo wev er , Dani |l ova said t he
do an Oriental dance with tambourines, fidhovanshchida ( Da n i, 62p Vha 1988
catalogue includ€xiental Danitem the oper&hovanshchimat liss the cast as Geva and

Balanchinelhere is ossilility that the dancers confused these two dances.

It would not have been unusual for Balanchine to have chosen to work with an
oriental theme since Fokine had produced ballets with oriental themes in the first two
decades of the twentieth cent@yientéa was very successful with audiences. Slonimsky
said that the dancer often took bows for a long time as the old man stood modestly behind
her. He recalled that one might have imagined that this was only an accompanist if one did
not know that this roleas performed by Balanchine. (Slonimsky, 3391

This dance was well liked because itewsstainingbut it did not contain any
choreographic innovations. Little was recalled about the dance itself or the costumes worn
by the dancers. Souritz listedf &8 w o f Bal anchineds early
accountsédid not contain any choWatoapd aphi c
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Adagiocomposed and choreographed by Balanchine for Mungalova and Reesgs,

Hungaria@ypsianceandOrientaligSuritz 199GovieEh or eogr ap i¥®r s of t h
4.4 Poemeand Waltzes

Poéemend varioudValtzewere pas de deux performed by the dancers of the Young
Ballet at different performances. None are described in detail in the recaadfewut

elementare mentioned and it is worthwhile to examine them.

Poémeas performed by Balanchine and Danilova to the music of Biaiglova
said that first she danced it with Balanchine, and later with Mikhail Dudko, who became a
famous soloist with the Kirov Ball (Danilova 19¢8979) Kostrovitskaya described
Danilova as being oOirreproachably formedéw
gol den hair, wearing a transparent bright
beauty. 6 (1958)Kastromiskltyg rechld®the choreography:

Bal anchine élifted Danilova in the <cl a:
pointe. The adagio began, but again without the usual turns and technical tricks (although
Danilova had many opportunities to do them). Sometimes the performances were
accompaseid without violin, only by a piano, but the lines of the dance were so melodious
t hat one could al ways | magi ne Pdem&alanchinel i nd s
carried Danilova off, lifting her high in an arabesque with his arms extendeatd @wee
i mpression that she herself, without a par
from the audience to finish 0siPoéggavegse her

to many imitations. (Slonimsky 1%3164)

That Balanchine did o t use the oOusual turns and tech
i nfluence as did Danilovads oOtransparento

Sal omeds cost ume.

It i's interesting to compar éaNuibhBoth bal | ¢
used a violin and a piano, and he used a high lift in arabesque in both ballets. The dancer also
danced on pointe in a tunic rather t han a
seems to have also been a lyrical adagio void of the tedbksctyipical of Petipa
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Interestingly, Souritz said that this ballet did not contain any choreographic
innovations, (Souritz 199bvieChoreograpbéthe 1981990 74) but it seems to hahedt
an impressigrsince Kostrovitskaya said that itegase to many imitations. It continued to
be performed for many years in the Soviet Union, and was performed by dance historian
Krasovskaya at a school concert as late as 1932. (Sietmald®83 55)

Waltz also a pas deuk, was performed lBalanchine and Danilova. Little mention
of it is found in the records. Danilova says that shmthidcall the dance, only that she had
danced it with Balanchine. She says it was nothing unusual, only a couple ofvéts, but
able to remember nothintge (Danilova 1978979 The Catalogumeentiored two waltzes
performed by Danilova and Balanchine which could be the one described by Déatitova:
and Adagwas performed by Danilova and Balanchine in 1922 and later by Gusev and
Mungalova at the Youlja | | et 6s first concert in 1923.
interview with Poel KarpSimmonds et. al983 56) An extant photograph shows Gusev
and Mungalova executing an overhead lift in this Ne#l#zwas performed by Danilova

and Balachine, but neither could recall what the music 8iasnpnds et. al. 198&3,)

Danilova also performed some solo waltzes. Cht@ogudso describes another
dance Danil ova pWaltzivasrperfercthed by Adexabdrai Damglava as a
member of hie Principal Dancers of the Russian State Ballet on the summer tour of
Germany in 1924. It may have been this composition, but more probably was the waltz from
Peti pao6s TisehLovely Pg@tango), ehich was in the repertory of the Young
Balletd Sithmonds et. al. 19&%) In addition, Slonimsky mentioned that on June 15, 1924
at the opening of the summer season in Pavlovsk, Danilova performed the Waltz and Geva
the Polka of \fbuschevich. (Slonimsky 1997) Because of the time proximity as th
performance to the tour, it is possible thatMadtzrecalled by Danilova was this one. This
performance took place the day before a tragic event took place, one that changed the course

of the lives of the young dancers: the death of Lydia lvanova.

45 ValseTriste and the One Left Behind

Originally, five dancers were contracted to tour Germi#éimyhe Soviet Dancers:
George Balanchine, Tamara Geva, Alexandra Danilova, Nicholas Efimov, and Lydia

Ivanova. Only four went due to the untimely death of Ivanova just days before group was
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scheduled to leave. The noeyn of Lydia Ivanova and the mystesi circumstances
surrounding her death were constant companions for the other four members of the Soviet

Dancers for the duration of the tour, leaving dolifg impact on them.

Ivanova had been a student at Tdre&chool with Balanchine, Danilova and
Efimov. One year behind Danilova in age, the two girls were among the best dancers in the
school and were cast together in school performances. This pairing up continued when they
joined the company after graduation and Danilova reported in her memdiesytbath
had many admirers who measured their progress and compared them to one another, some
being her fans, some |l vanovads. She said 1
women, since they danced in completely different styles which cantgdeome another.
(Danilova 198311) As young, yandcoming members of the company, they were often
cast togethér.Becauseof their close working relationshibe two were close friends.
(Danilova 198%5)

In addition to their performances at therpweky, Danilova and lvanova often
danced together as a duo at halusfésrding them both even more exposure to the St.
Petersburg public. Geva recalled that they did not exert themselves in these performances,
but woul d dance 0 s@omusidShcihnugb eeg d $y todMo ma mi | il
i nstance, i n which they danced, garbed as
(Geva 1984286) Geva believed that they began to work with the Young Ballet because
noticed that the audience reactedWwe t o Bal anchineds work when
the same halutra. As students at En&thool, they had also been wiestss his first
work,La Nuit

After graduation from ThemtSchool, Ivanova became an immediate success with
the St. Peteosirg public. She charmed the audiences with her spontaneity and love of life.
Bal anchine was particularly drawn to Ivano
taller and had higher extensions than most of the dancers of the time. Hodson, who
reconstructei¥alselriste e x pl ai ned t hat Danilova and 1| v
kind of polarity of style, Danilova, a blond virtuoso, was essentially an allegro dancer, quick
and light with great elevation. lvanova was a brunette, a dramaic whose strength was
adagi o, although she had power f ul |l eaps. O
very expressive, coquettish, earthy beautiful in adagio, with a big extension. And she used her
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extension in her jump, which was not very big looked enormous because she could leap
with her |l egs i n,4al)s pShiet .al s(oDachd 94 mwrviab eld9 88
incredible dancer | have ever seen. She was like a gift from God. She was the only woman
| 6ve seen who-usumpseoda rleidk ei na tmhaen a,3t)Ske ( Tr a
also compared the two dancers:

Both were already prominent soloists at the Maryinsky, and both were very talented
in different ways. Danilova of the Biblical face and green eyes was theecisgeand
technical, while Ivanova leaned toward lyricism. She was famous for an extraordinary
elevation usually seen only in men. She could rise in a leap and literally hang in the air for a
second, leaving the audience breathless. Her looks corr@gpdmeteethereal qualitias
oval face with an angelic expression, a long Taglioni neck, a tibyt\wiaést concealed a
wild nature, reckless and sensual. (Geva 1984, 285)

Sl oni msky saw in her a talent t hat equ
Ivanova he found a champion of dance, equal to himself, with whom he could capture the
audi ence. 0 (6B8) She wan ik first mused the first woman to ifspire

choreographic endeavors.

Danilova described Ivanova as having been much mone raatl sophisticated
than she had been as a young womarsaddthat shéaad many admirers among the
Bolshevik elite. (Danilova 1988) Her recklessness and connections with men involved in
government activities proved in the end to be her downfailhglthrs time period, the
power struggle within the unstable new government was ensuing, and those vying for power
were insecure and suspicious of one another. (Danilove61P88 | vanovads fr
warned her not to spend so much time with people whe mot trustworthy, but she
brushed their warnings aside. #he regularly seenciibs and cabarets frequented by
powerful men in the government and had often been invited to the club of the GPU, the

secret police.

Geva recalled that she had clothinag was hard to come by during those times, and
that they never knew where Ivanova had gotten them. (Tracy and De LaBt)1988
al so described a conversation with Efi mov
everything. | sometimes think shewkso t oo muc h. |t i S3up it heal
proved to not only to not have been healthy, but to have been disastrous.
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Both Geva and Danilova said that about one month before the group was scheduled
to leave for Germany, Ivanova announced thatghlel not be going because she had met
a fortune teller who had warned her to stay away from water. Ivanova interpreted this as a
warning to stay away from the steamer which planned to take the troop from St. Petersburg
to Stettin. Her fateful meeting witlater, however, occurred a few weeks later when she was
invited to spend the day with a few of her officer friends. When she failed to arrive at the last
performance she and Danilova were to perform at before leaving for Germany, her friends
were informedhat she had been killed in a boating accident. The events surrounding her
death were more than a little suspicious. Witnesses said that a ferry had collided with the
motor boat in which she had been riding and Ivanova and her three officer friends had be
thrown overboard. The captain of the ferry said that the three men had been thrown three
ropes and lifebelts and had been rescued unharmed when the smaller boat capsized, but that
she had been pulled under the propellers. (Danilova619&8eva alsoelieved that the
existence of only three ropes to rescue the officers as well as the confused account of the
captain of the ferry was evidence that the indd@hbeera premeditated act of murder.
The reaction to her death proved to be as mysteritlus dsath itself. The three officers
were seen in public having dinner in hig
(Danilova 19882) In addition, despite the tragedy, there were no announcements at the
Maryinsky, nor was themgyaind ofmemora | . l vanovads mot her <call
but none was ever made. Her friends had been given a strict warning to not get involved and
to not ask questionBespite tk warning one of | vanovads boyfrie
for the body. Heeported that he had seen it, and that there was a hole in her head, but the
body was never recovered. (Danilova, BB&8alanchine latsaid,0 | thidleset t was
u p Ehad heard that Lida knew some big secret and théydidh her to go to the/est.
They decided to fake an accidefuckle 1988, 2&eva and Danilowaereconvinced of
the sameAlthough the incident was officially ruled an accident, there is no reason in the
hi storical record or I n any npberattiuteddio acco

anything other than foul play.

In 1923Balanchine and Ivanoghoreographed a solo for lvanova to the miedse
Tristdoy Sibelius. Thdyad beem nspi red by Duncands perfor ma
of Tchaikovsky, which they hadrsegth other members of the Young Ballet. In the dance,

a young woman was pursued by some sort of evil and in the end was overcome by it.
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|l vanovads death shortly thereafter seemed

becoming the meanintjeeched to the dance.

The balletvalse Triswsas i ncluded in Kostrovitskaya
the Young Ballet as having been choreographed by lvanova together with Balanchine.
(Slonimsky 199863) In the same essay, Slonimsky says thaddldene it either together
with Balanchine or under his direction. (Slonimsky, B831The dance itself is well
documented in the Russian ba@hningrad Choreography: the Greenttéaaby, Mikhail
Mikhailov as well as by other St. Petersburg pe&alanchine, namely Slonimsky and
Cherepnin(Hodson and Archer 2008 Hodson and Archer used these sources extensively
in their 2004 reconstruction of this dance
been reconstructed. Examining soohetheir work puts this dance intontext with
Bal anchineds other early works. Il n additio
newspaper critic giving some details of the dance in his 1976 eskayNuikéhis dance
was performed inthBovi et Uni on | ong after Bal anchir
West. As | ate as 1976, Sl oni msky wrote tha

performances of various,66)emal e dancers. o6 (

In ValseTristea youngwomanwasp ur sued by some evil for
some critics interpret as,K liSawabdrasdediedréd 6 (
tunic dress with a deep blue scarf and her long black hair hung on her shoulders. The solo
consisted of thregearts, the prelude, the struggle and the defeat. The dance opened with the
oray of a searchlight finding the dancer,
(Hodson and Archer 2003 Hodson and archer explained this section in detail:

éCaught periodically in the searchlight, t
one side to the other. She keeps her back to the audience, moving laterally through abrupt

ankle flexions and suddeointeendussometimes her arms are stretché in front of her

body, as though to shield herself from a stalking menace. Sometimes she turns, enfolding

herself in the scarf, so that the public never sees her face. She falls baclcartbiteep

scarf dropping to reveal her long hair. Thercellapses and lifts her face, which the public

now see is tormented with vulneralslitgl despair. (Hodson and Archer 20p3

One extant photograph of Ivanova shiwer in this dancg¢Photograph 3phe was
holding the scarf to her head, and was looking out from underneath it. Her feet were turned
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in, one foot behind her, as if she has just taken a step. She was looking to the back as if to try
to see what was pursuing h€his section included elem® borrowed from other
choreographers as well as combinations and steps used by Balanchine in other early works.
Bal anchine made extensive use of Goleizovs
the dancer was on pointe. The description obleen ng o0t or ment ed wi t h
despairé demonstrated Balanchine and | vanc
this dance. The spotlight, here used as a searchlight, appeared for the firsutieral in
Marcland later i\pollo

The second sectioaf this dancethe struggle, shows the dancer trying to fight her
fate: o0éthe dancer <c¢clings to |life, doing a
almost skipping with the Duncan signasissoniséep in parallel. As the nwseaches a
crescendo, she performs ever more expgesigetéentrelacasd shargoursenl dia i r
heroic defiance of d e at  h2) Recalling tlaHthates who an d
remembered lvanova as a dancer mentioned her ability to jgngectiun revealed that
she and Balanchine chose steps which would show hgudlgsts. Danilova mentioned
her ability to perform a complete split during her jetés, which most dancers were not able to
do in the 19200s, a nrdmaiGsespended ip tha dirl Botl thésee r  a
traits could be shown to their best advant
more expansive jet®s, 0 the jet®s entrel ace
that Balanchine made use of othdrr e n gt h s suppte awwme andl handdhé teapped
in the scarf at the moment when she seems caught in a tightening circle, trembling from head
to foot.o6 (Hodfon and Archer 2003

The next part of the struggle was one section recalled by many observers:

Strong accents in the music make her r
trembling. She edges to the back of the stage, then, like a somnambulist, moves in a straight
line © the footlights. Unexpectedly, at the last instant, turns her back to the audience in a

quick motion and becomes frozen for a moment. Toward the end of the music, according to

Mikhailovthe dancer, with her back ttofher,he publ ic
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3. Lydia lvanova invValse Tristeabout 1922.

as if trying to protect herself from a wall of waves advancing on her, moved back to the
footlights,d as though she would step into
6nearly dead, notdHadsdnandArcher”@®Bt i nue t he fi gt

Slonimsky also discussed the same elements, which were recorded by the Moscow critic
Cherepnin:

I n one smal/l compositionéthere appeared
female dancer, developing her feelings of horror and moving in a kind of emotional
crescendo in a straight line from the rear of the stage to the footlight, unexpectedly, at the
last instance of high intensity, turns her back to the audience in a quicknddiecomes

frozen for a moment. This fermata makes an enormous impr&simmsky 199566)

Geva also recalled this section. She mentioned the straight line from the rear of the
stage to the front. Sih dressedhirysnic bké dressndaventoa 0 s o
the knees. That dance frightened the audience because | moved forward towards the very
edge of the proscenium as though | wer e bl
(Geva 199113) Through these descriptions it isacléhat emotional expression the
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choreographers sought was achiewed e account tol d t hat It

i mpressiond and another told of frightenin

In the final section, the defeat, Balanchine borrowedelements fronthe silent
films.Cher epnin sai d that othe final emoti on
completely new devitkceh e si |l ent scream of a wi,6®ly op
This last position, in which the young woman succumbs to her fate made a lasting
impression on the audiences who saw this dance. The use of the open mouth also appears in

variations of the MusesApollo

The memories df v a n o v angwer left éariertds. Although Balanchine had
many muses throughout his life, he never forgbtdtisTributes to her are found in several
of his ballets. Hodson and Archer expl ai ne
|l vanova can be recogni zed, t r an-thd woghanr e d ,
searching for her fate HBrrane (1933), the fregpirited Russian girl Berenad®934),
perhaps othes ( Ho d s o n Sanmer0@513)cThey described that another ballet
al so may have been inspired by herLeBaéemory:
was a very personal story for Balanchine but he would never elaborate. Perhaps it was a
choreographic game of Nemesis in which a beautiful girl, with the help of adbeiyne

outwits an offic&mmé0d55Hodson and Archer

Although Valse Triel at er came to be the symbol 0
performances by her most likely touched the audiences who had become use to death and
fear since the Revolution. Balanchine used choreographic elements which, rather than
completely rejectindné classical tradition, combined classical pointe technique with new
I nfl uences i ke Gol ei zovskyos sixth posit
movements. The theme of death, appearing once again in his early works, reflected the
desperation of thiemes and gives us an important clue as to why Balanchine and the other
Soviet Dancers chose not to return to their hometandt y days after | van
other four Soviet Dancers left for their tour of Germany. At that time, none of them thought
that they would never return, and none could image the impact that decision would have on

the course of the art of ballet.
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4.6Summary and Analysis o€hapter 4

The repertory of the Young Ballet shows a striking departure from the style that
Balanchineand his collaborators had learned and at that point in time still continued to
dance when they performed Petipads ballet:
seen in the work of Duncan and Goleizovsky outside the Academic Theater as well as what
he had learned directly from Lopukhov within the Theater. His own choreography began to

resemble theirs more than the classics in the years 1921 to 1924.

Two of his most memorable works from this time period Wwer& welaadFuneral
Marchboth choreograpldefor larger groups and both performed in an arena thEager.
Twelvdid not contairmanychoreographic innovations, but wasstandindecause it was
done to voices rather than movements. It was the only dance that Balanchine every
choreographed withbumusic. This demonstrates his willingness to experiment many
different elements, and to keep or to rejeem Choreographicallfsuneral Maratas
important to his development as a choreographkéo &is transformation of ballet. In this
dance, heude sever al dancers to create ofor mat.
bridge position being held high over theAaiistated beforgye see him expanding on what
he had | earned from Goleizovskyods Censtr uc
had begun in the invention of the first overhead lift in his first balldtik. Once again,
overhead lifts have become so commonplace in ballet, that it is almost unimaginable that
they did not exist before this tinTdhe addition of overhead liftsas example of one

element which clearly shows into what Balanchine transformed the classical ballet.

Bal anchineds ot her dances showeethe vary
demonstrated how he was breaking away from the traditional phrases and combinations of
the classical pas de deux and incorporating lyrical steps which flowed into one another.
While not originating with Balanchirs thange in choreography was revolatipfor the
time, and is a vital element that he incorporated intolassical danck demonstrates a
stark difference to classical choreogramphysed lassical vocabulargut put the steps
together ito phrasesvhichflowedinto one anotheas oposed taepeating combinations
with breaks in betweelm this dancé is clear thaBalanchine was beginning to transform

the classical, not completely overthrow it.
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Finally, invValse TristBalanchine experimentwith anelementin this case plas
expressionismand then rejectingt in his future work. This dance however, does
foreshadow one of the most fundamental changes he brought to ballet: his choice of body
type. An untypical dancer for her time, Ivanova exemplified what would latex thescom
Balanchine dancéfrhe choreography &false Tristmagnified her strengths. Her untimely
death left an indelible mark on Balanchine, and it would seem that he was ever after trying to

find dancers who resembled her.
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Chapter 5

Germany:The Bridge from East to West

In 1924 four young daers from the Maryinsky Thead®d School embarked on
what was to be a two month educational tour of Germany. When Balanchine, Danilova,
Geva and Efimov, calling themselves the Soviet D'adltese to ignore a telegram from
the Soviet authorities demanding their immediate return, no one could have predicted the
impact their decision would have on the history of ballet. This chapter will cover the time
period of the spring of 1924 shortly beftirey left the Soviet Union and end a few months
later, in autumn of the same year when the group auditioned for and was accepted into the

Ballets Russes.

Much of the material in this chapter is based on the personal recollections of the
dancers themsel\s . Wi t h t he excepti o8plit &Sécond&eAr a d s
Remembraticeir accounts were short, and many important details were told only as a side
note A historical study of the tour is designed to answer the question of what actually
happeneda the dancers on the tour, placing them and their work in its setting: the Russian
émigré community as well as the circuit of variety shows both in Berlin and in the Rhineland
region. The performances in the concert hall in Berlin as well as thosarietthehows in
the Rhineland are interesting in that they were a break from the elaborate productions of the
Maryinsky and Ballets Russes, but were in many ways similar in nature to the halutras in St.
PetersburgThrough his association with the FEKSaBzhine also had come in contact
with some aspects of the variety shows of Western Europe. These elements later found
themselves in his Ballets Russes ba#leéthattelack in the BamdThe Triumph of Neptune.
Working as a pianist for silent filedposed him tgazz and ragtimeefore he ever left

Russia

The contracts made between the dancers and their manager, Vladimir Dimitriev, will
be examined, since thehed light orsome of the statements made by the dancers in their
memoirs and interviewhey give clear dates and citbegsh where the contracts were
signed as well as providing itinerafibese details do not necessarily reflect where the
actual performances took placemany casetheyr e v e a | the groupos |
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more than iying any actual tour facts. The memoirs of the darcemthina few of the

cities they performed in, but none of these sources gave details as to the exact location or
dates of certain performances, and the lack of billing or reviews rddkeslkito locate

the exact halls in which they performed. However, in order to give a clearer picture of the
environment in which they performed and to understand the comments the dancers made in
their memoirs regarding the tour, general information abowdriéty cene as well as the
general attitude towards the art of ballet from contemporary German sources will be quoted.

5.1 St. Petersburg: the Beginning of an Adventure

The tour of the Soviet Dancers was the brainchild of Vladimir Dimitriev, a former
baritone with the Maryinsky Opera. In the years directly following the Revolution, he earned
what amounted to a fortune in St. Petersburg, working as a croupier at a tegaho,
enterprisat the time itwas shut down. In light of the unstable political climate, it would
have been too dangerous to keep the money; at the time it was not unusual for certain
dbauthoritiesod6 to appear at trnimg and coofiscateo f pr
property, as described by both Geva and Danilova in their autobiographies. Exactly how he

was able to arrange for the tour was not known. Geva wrote:

Dimitriev must have worked on his scheme for a long time, probably while he was
stil at the casino, because there he became friendly with many important government
officials. At any rate, he never disclosed how he achieved the incredible result, but somehow
he got to the very top people in government and presented his idea. As\adoygiizZsa,
he said, he didndt want to spend the money
some talented young people in the arts, whom he would take on a two month educational
tour of Germany at his expense. He would bring the group bauk iiort the fall season,
with information and photographs of what was happening in the outside world. He
suggested, also that it was high time for Europe to get a glimpse of Soviet culture, and with
that in mind, he would arrange for the young artistedamge orwo recitals in BerlirHe
confessed modestly that he wanted nothing for himself but a chance to serve the Soviet

Union and its great alicredible as it seems, he got permission. (GevE80984

Dimitriev knew which dancers he wanted to takéhe trip, and got their visas
approved even before asking them if they wanted to go. He chose Balanchine, which
automatically included taking his wife Geva, Efimov, and the two well known Maryinsky
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dancers Danilova and lvanova. In addition to thedfimeers, musicians were arranged for

the trip. Danilova recalls that a pianist and a singer were arranged. (Ackermann and Summer
1982 12) In her autobiography sh&ldhat they were accompanied by Dranisnikov, their
conductor from the Maryinsky and hi$frigend, a soprano from the opera. (Danilova,1988

60) The original contract, dated April 4, 1924 in Leningrad, lists a total of ten persons: the
five dancers, Dimitriev, and the following persons, most likely the musicians and conductor
mentioned by theancers in their memoirs: O.F.hstsskaya, V.A. Dranikov, G.D.

Neliubim, and E.G. QRovsky. Dimitriev is listed as manager il as administrator, and

Olkovsky as the authorized representative of the group. The last three persons were to
receive amdditional 5% off the top of any income the group made. (Balanchivadize et

April 4, 1924) The dancers stood under contract from the day after the end of the Maryinsky
season to September, and were expected to pay their own expenses out of gwir earnin
from their performances. The contract resembles the western, capitalistic style of contracts
made by Russian touring groups during the days of the czar. Its commercial nature indicates
the relative freedom the artists enjoyed compared to later yearStatid when all tours

and contracts were tightly controlled by t
by Geva was suppose to function in light of this contract is not clear. Geva explained,
namely, that Dimitriev wanted to take the damcetke educational tour, implying that he

was to pay for their expenses out of his
want to spend the mon3d9) Batanchire ialsosedthiat.this ( Ge v
was to be a sort of cultumchange. (Balanchine 1972) Whatever the conditions of the
original contract, they were short lived, as the group discovered that they did not have
enough money for even a short stay, and new solutions needed to be made. Geva explained:
0l t s o o ndebtéhat Dimigrievéhadigreatly overstated his financial position and that

he had made no plans or preparations for the recitals. Thwarted by the new metropolis, he
was totally ina@fquateéd (Geva 198414

An undated, handwritten supplement toahginal contract described the planned
I tinerary, and also contained some conf us]|
recollections that Dimitriev had not only overestimated his fortune, but also his ability to
arrange concerts. The origir@itcact stated that he somehow thought he would be able to
exchange $2000 for 1500 rubles. (Balanchivadake april 4, 1924) The supplement
changed the amount to $1100 for 2200 rubles, moving in the right direction in terms of the
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worth of the money,u still far from a realistic expectation. Interestingly, in the supplement,

he began to speak of payments being made in Swedish Crowns, and listed an itinerary:
changing their route to the following countries: Sweden, Norway, Denmark, Finland,
Belgium, Egland and the Netherlands. (Balanchivada¢ &upplement to April 4, 1924)

Another interesting detail regarding the supplement was that it was not signed by all the
paticipants: it wasgsied by Dimitriev, the dancers, andilin and Méanskaya, burot

Olkovsky, t he groupds authorized reporwaeat ati v
who died shortly before the groupos pl ani
appeared on a new contract made in Stettin on July 7(Be&adchivadze.etl. July 7,

1924)By this point in time, the group had already been recalled by the author#ietheand

other musicians, as well as the administrator and official represbathtetarned to the

Soviet Uniorwithout everhaving actually perforohen Germany.(Taper 198470) This
discrepancy could have different meanings. It is possible that Dimitriev made the
supplement at a time when the others wer el
them sign it at a later time, since their absanttee contract, particularly that of the
authorized representative, i's not expl aine
on this supplement, it is possible that he quickly made a new contract in the few days
between her death and the planngrhdere, and there was no time for the others to sign.
Anot her possible explanation fits with Gev
for a long time and finally was able to obtain permission for the trip. The first contract was
very official ath was type written, containing the names of all ten participants. The
supplement was hand written and contained details regarding plans to visit several countries
not mentioned in the original contract. It is possible that the first contract was the one
pesented to and approved by Soviet authori
Il ntenti ons. Possibly h e di d not trust t h
connections to the secret police would have made it precanmdasnder of the plans as

well. The real reason for the discrepancy will most likely remain unknown due to the missing
dag, but i n any case, it i's cl| e &aountridsawds Di mi
greatly out ofeachto the small, inexperienced grotibe length of this contract was two

and one half months, indicating that the group still planned on returning to Russia.
(Balanchivadze.etl. Supplement to April 4, 1924)
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5.2 Stettin: The First Stop

Since the trip was to be short, Geva saidateeightonly a couple of suitcases of
costumes. (Geva 1976) Leaving with only the clothes on their backs and one small bundle of
possessions, none of the young people were aware at the time that they might never see their
homes or families again. On thatbwhich brought them from Russia to the German port
of Stettin, one thing stayed in the memories of the dancers for the rest of their lives: their

amazement at the abundance of food. Geva recalled that in Stettin

everything was neat and ordarlyarlanaf shrubbery surrounding the house; the
stairs to the front door flanked by rows of plants inside, spotless walls; chintzy furniture,
comforters beaten into fluffy heaps on top
experience was oundreal Geemar h®rheecookingvhet breéad and butter
and cookies and a plethora of rich sauces and vegetables and other culinary marvels, all
temptingly fragrant. (Geva 19825)

Such meals werelaury for the groupafter the near starvation conditidntie post
RevolutionarRu s s i a . Danil ova recalled that o0the
they had oforgotten what ,64f felt | ike to b

The telegram recalling the group home must have arrived while they were in Stettin
since here the contract from April 4, 1924 was annulled and a new one was made, this time
signed by Dimitriev, Balanchine, Danilova, Geva, Efimov, and Dranisnikov. Interestingly,
Dimitriev required that each of the participants give $50 to his investi$&dd towards
the trip to give the group a total starting capital of $580. Exactly why he was calculating in
dollars is unclear, perhaps that was the currency he was able to get to exchange his rubles.
Equally unclear is how he thought that the youmgedawould be able to come up with a
sum of $50. In addition, obviously irritated that many of the participants had broken
contract, he added a clause requiring the members to pay $100 in case of breach of contract,
(Balanchivadze.adl. July 7, 1924) @ther unreachably high sum of money for teenagers
who up to this point had been living in starvation conditions. In addition, he included a
clause forbidding the dancers to participate in any performances without his permission.
(Balanchivadze.all. July?, 1924) Acting as their manager and administrator of all aspects of
the careers and performancélse dancers had to run everything through him.
(Balanchivadze.et. July 7, 1924) In effect this contract bound the dancers to him making it
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impossible fothem to do anything on their own. Exactly how legally binding the contract

was is questionable, however, the dancers obviously did not consider breaking it.

Although none in the group planned remaiing in the West, when a telegram
arrived demanding their immediate return even before they had given their first recital, all the
dancers and Dimitriev opted to stay, despite having no money, no visas and no real plan. All
the musicians eventually returnech ko, evident i n that even Dr
appear in the next contract made among Dimitriev and the dancers in Wiesbaden on
September 6, 1924. (Balanchivadzs. September 6, 1924) Whether he participated in the
first performance in Berliauncertain but he definitely did not complete the planned tour.

l vanovads untimely death definitely pl a
return to the Soviet Union, but the dancers also recalled several other issues that were
instrumentaln their choice. Both Geva and Danilova came from wealthy families, and Geva
recall ed sever al epi sodes in which the o0al
time, showed up at her house and turned the entire house upside down looking for anything
valuable. She also knew that it was patrtially luck that her father was released from prison
after his arrest for his former connections, and the authorities could easily have chosen to
ignore the petition that saved his life. Danilova also recalledsthedoE her f ami | vy
She said that the family was forced to move into a smaller apartment, twelve rooms being
considered too much, and that their sesvaftf stealing much of their propérfipanilova
1988 46) Additiorally, in the cases @anilova, Geva and Balanchine, none of the dancers
had a close family back in Russia. Danilova had been orphaned as a young child and her
adopted mother and uncle had died before the Revolution. Geva described the family
situations of both herself and@al c hi ne: ol was al one, and
functioned around me, but | lived in solitude with my thought, hopes and dreams. My rare
moments of communion with Father could not close the gap between the rest of the
fami |l yeéGeor ge,Hethau been cataftifrom lois famiyegor years, and though
| ately they had begun to exchan®d) | etters,

Since Danilova also recalled having been full for the first time in years, it is easy to see
why the dancers whathe decision to stay in the West. The only reason they would have had
to return would have been to advance their careers, something that was only realistic for
Danilova, who sathat she was suppdde dance the role of Kitri iDon Quixat&his role
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would have beean important stepping stone in her career, stwedcstill planned on

returning to the Maryinsky up to the point that she made her contract with Diaghilev. She
had wanted to see what the world outside the Soviet Union was like, but Haidamotam

stay permanentl y. Il n an i nt erddintendtoicame 19 7 3
back. Oh yes definitely. Yes, we wanted to come back, but everybody seemed so interested in
us, what we wer &973Parti)40yTde shqreddgthoif both the original
contract and the supplement confirmed Dani
directly disobeyed the order to return immediately, it is questionable if she would have even
been able to go back had she wanted to, &dpdciy i n | i ght of | vano
however, one can only speculate as to how the young Danilova perceived these dangers. It
was clear to Balanchine that he had no future as a choreographer in the Academsiic Theat
and given his background, iuidikely that he would have been able to content himself
giving small concerts for the rest of his life. Geva describ@dithatnotvlagghowever,

that swayed us to a decision, but a sudden biastliahtion that they could never, never

return tothe dreariness, the privations, and the restrictions of (their) past existence. Come
what may, we wer e ¢330) bagilova alsosetadleg nob beifig@blerta 1 9
Imagine returning to Russia for similar reasons: no heat, no food, no &@Emspartd

personal freedoms becoming more and more restricted. She knew she wanted plenty of good
food and beautiful clothes, which were not to be had in Russia. In addition, she at some
point came to the conclusion that the Soviet Union was a hopedesto @uild a career.

Exactly vinen she decided this is unclear, and it may havarb@&sconsciouslecisiornup

to the point that she signed her contract with Diaghilev, since she was somehow planning on
returning for the next Maryinsky season, desp#eofttion becoming more and more

unlikely as time went on. Balanchine described his decision in motermeggue 0 af t er t
Revolution, I woul dndt tell you how terri
Danil ova and Tamar all oGrselvesrSgvetv agcere Wevwenteto ¢ a
Germany for just a few weeks. They gave us permission because it was an understanding like
a cultur al exchangeél decided to go becau
1972)

Knowing that the physical sitioa for them was hopeless, that their prospects for
building their careers were smafid living with the fear and insecurity of the unstable

political situation, staying in Western Europe was a very attractiveHapteverunstable
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and transient thestays in different towns were, for the first time in years they were warm,
wel | fed and had no fears of the oO0knock on

perspective on life.
5.3 Berlin: The First Performance

The group took a train from Stettin to Berlin where they stayed in a boarding house
on Potsdamer Pl at z, the city center of the
for the group, since many other groups of Russian performers had settlpdssedr
through the city. (Behl 1928l) Members of the upper class of Russian society had been
forced to flee during the Revolution and the civil war that followed, and many went to
Germany because of its location in central Europe, eiitearstion place or as a place of
permanent resident€Dodenhoeft 199312-13) Berlin had the largest population, but
Wiesbaden and Baden Baden also claimed large groups of Russian émigré, since before the
Revolution the area was a well loved vacation spot fiyr Russian nobles and their

families.

According to an article written by Russian émigré Lew Lunz in 1923 these refugees,

in addition to the nobility, included business men, political migrants representing dozens of

small political parties which were nob s ol et e i n Russi a, and
i ntell ectual s6 who coul d be ébplOA3d59160) Ber |
Dodenhoeft confirms this, describing the

Russian emigrant community ¢siesl mainly of the nobility, upper military, civil servants,
freelance occupations, artists,lHmaddipoal i t i c
to those who fled the Revolution in 1917 and the chaos following it, 160 writers,
philosophers, piticians and scholars were exiled from the Soviet Union for being suspected

of counterr evol uti onary activities and for bein
Bolshevik§(Dodenhoeft 199%7)

Geva told of her fi rllg Berlinblapng with §ghteinthe of B
indigo of the early evening brilliant store windows, girls with bobbed hair, electric signs,
horns tooting, traffic t was enough to take 0358&HBs br eas
Danilova also recalled that the graue n t to see Max ReDehardt

Fledermah e recall ed that oduring the famous
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the stage while the floor revokg@ wer e f | abber g 64sDamlavadaid ( Dani
t hat 0 Ger maasp clear sorn@rdortable, soupunctual. | loved Berlin especially

t here were so0o man)36l)r eshse. 6a | (sDoa nri d coavlal eld9 8t8h
and everything was on time. It was run so perfectly. And then, of course, they have all this
schhgsahne (whipped c¢cream), and | became |
(Danilova Undated.83) Danilova and Geva also recalled being surpyidezldecadence

of the city, which they did not really understand. (Geva 3Z84Although the young

women had by no means been sheltered in the previous years, and had performed in many
venues other than the Maryinsky, they seemed to have still been a bit naive of the standards
of Western Europe. The following quote descrii291®s Ber | i n in col orf

the state of entertainment establishments since the war:

Shufflers, whose entire culture is the moneybag, have come to power and require
satisfaction of their sense of art. This art rabble screams for more andwseresagons
for its lust. The more obscene the means were, the larger the material success of the
organizer, who determined the entrance price based on how far the neckline plunged and on
howshorthe skirts were cut onBtehetpeEfVenmhggol
of this lust for sensation. Of course in Berlin!...

This epoch in the contemporary development of dance is so sad that one cannot be
warned enough of this art prostitution. There may be a few dancers who are acting in good
faith, but they should thknof the public sitting in front of them and not throw their pearls
to the pigs. (Stern 1926b)

Geva and Danilova were not only disturbec
suggestive posters and the young men and women flegiasitigg in the streets even in

daytime. 6,326epvanfieBdstingly, much of Bal an
as erotic by his peers and decried as indecent by his critics, and Geva also recalled the orgy
which accompanied her one and omsffgpmance on the stage of the Maryinsky. (Geva

1984299) Evidently, the young people were ci¢
Berlin, one that surprised even Geva despi

string of not so secrktvers. (Geva 198297)

Di mitriev had greatly overestimated his
without money, the group was unable to arrange any performances on their own. Their
arrival had been announced in one Russian paper, and a i@uws Rasse to visit them, to
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hear news about the homeland and to offer their friendship and assistance. Their new friends
hel ped by otirelessly investigating al/l t
could help him or gevan1984826) dhe\pweerefalble tonlbookcoee 6  (
recital, with the possibility of a second one, although this option wded:@ydble owner

of the hall where they performed. Geva r
travesty. 6 ( Gevwas gntalf finfe Bérlnevasadasdriec fordhe summer
holiday, and the group knew nothing about advertising, and even if they had, had no money
forttGeva descri bed: 0By European standards,
the performancesslomd t he whol e presentation, to thi
(Geva 198427)

Geva said that in Germany, Danilova and Efimov performed the classical variations,
while she and Balanchine performed the modern ones. Danilova said she and Eéchov danc
a pas de deurom La Fille Mal Gard¢ackermann and Summer 1982) and in another
source she said that the two danced the pas de deux from acoppéfi@Danilova 1991

5) In her autobiography she described the repertory as such:

Our repertare was limited but varied: Kola and | would dance the pasxdeotde
Sylvia that we had performed for our graduation from the school. Tamara and | would do an
Oriental dance with tambourines, from Khovanshchina. | would dance two solos George
had madedr me, one to music by Scriabin and the other to a waltz George had written on
the piano himself and dedicated to me. Tamara and George danced two numbers together,
bot h Geor ge évery modeonr As a gasiagmbmber, George, Kola and | danced
a Russian sailor dance, based on a popular folk dance, which George also arranged.
(Danilova 198%2)

In addition to their own deficiencies, Geva believed that the people were tainted by the
decadent art culture of Berlin in the twenties, and were not gvessed by the classical

pieces they performed. (Geva 132%) The art scene was described in similar terms by
many critics of the ti me. One described tf
Berlin, where business is trump and vinen sumpt i on represents
(Herrmann 19211.69)

Interestingly, the same author criticized the Russian cabaret, the Blaue Vogel, for
being too boringsaying thatts performancesshow no political, no erotic, not even
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intellectual or astic superiority, rather nicely polished artistic business, arranged around a
smooth nothing or ar ound owhiimackedt ihreg ofrri srk i yna
coarseness, sassiness6®f Autrhduagnte. der Heamm
directed towards a cabaret where the Soviet Dancers did not perform, his account of another
Russian show bore striking resemblance to the reports by the Soviet Dancers themselves,
describing their own performances in both Germany and London as beihgwioo s
colorless, and in general too boring. These statements combined to give an explanation to
what Geva experienced. Both the art culture in Berlin was corrupt and the contemporary
Russian style, themes and tempos were completely different and out@hplated to

those popular in Germany.

In addition to these factors, ballet did not enjoy the popularity in Germany that it did
in France and England. Another critic of the Blaue Vogel saw the cabaret as being a weak
imitation of the great art demonstrthby the Ballets Russes, and wonders that it seems to be
more successful t han t he bda&lauk ¥ogéin Berlinta i s s
weakreflectionof this art in the smallest formats a sensati on whereas
performances in Berlin do heeem to cause much of a stir. The author is not able to explain
why revues, where the main sensation is mediocre dancers and costumes, which, in the best
case, are still far below what the Russians have to offer, play to houses/e/bigbén sold
out for several monshwhile the Ballets Russes remained relatively unkn¢@ohen
Portheim 192518)

The revue format enjoyed much more popularity than the traditional ballet stage,
even among the community of Russian exiles, despite its large percentage of members of the
former upper class, the normal patrons of the ballet. This could explain why, in the
Rhineland, the Soviet Dancers performed primarily in revues, despite their low artistic
guality. It must be remembered that these young people had trained and danced at the
Maryinsky, and had been part of the cutting edge of the Sovigfaadtanhovemeénand
shortly thereafter were taken i1into Diaghil
Balanchine as the new choreographer. Given their immediate past and immediate future,
their lack of success could not be attributed to lack of talempbutertainly to lack of

experience in the new culture.
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Because of the failure of the first performamdgerlin the option for the second

was cancelled. Geva said that this could also have been attributed to an underlying hostility
towards anything noected with Soviet Russia. (Geva ,1984) Political discussions
abounded in the years following the First World War and the Russian Revolution. Most
people were suspicious in general of Communism, discussions extending into all areas,
including theaterjournals. (Jacob 191835) In addition to the political situation, the
problems connected with having well over 500,000 refugees in a country recently
impoverished by war cannot be overlooked. As it became obvious to the German population
that most of th&Russian émigré were there to stay, many became concerned that jobs and
apartments could be lost to them, fostering a general attitude of hostility both in the press

and in the general population. (Dodenhoeft, 1993

However, not denying that the grotgally was as bad as Geva reports, it is
important to note that the ballet was not as well received by the German population as it had
been in other parts of Europe. German papers reporting on the Parisian theater scene said
very little (and that was usyalegative) about the Diaghilev Bélletaddition, when the
Ballets Russes performed in Berlin in 1925, only six months after the Soviet Dancers
appeared there, the performances were not successful with the German public, being
attended mostly by Rumss. Paradoxically, so many Russians attended that the stay had to
be lengthened. (Coh&ortheim 192515) In his articld@he Diaghilev Ballet and Gebraany (
Diaghilevballettd Deutschla@dhenPortheim descrildewhy it remained closed off from
the general public:

With little exception, the newspaper critics said nothing. The painters, sculptors,
musicians, writers, who crowd these performances in other cities (to which they owe endless
stimulation), were almostngpletely absent. The Russian ballet is largely unknown in Berlin
and, despite its reappearance, stayed that way. It is even stranger since there is an active
interest in dance here, but the general opinion towards ballet is exactly as it was during the
first appearance of the Russians in thevardime: ballet is without content and soulless
pointe technique. People fabricate an oppo
Portheim 192516)

Ballet simply was not growing in popularity in Germany as invgome other countries,
and modern dance was taking a stronger foothold both in the artistic community and the
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general publi€The performances of the Soviet Dancers in Berlin were in every respect the

wrong people doing the wrong thing in the wrdagepat the wrong time.
5.4 Rhineland: The Variety Circuit

After the failure in Berlin, Dimitriev managed to arrange a series of performances in
the Rhinel and. Geva said that oOoDIimitriev
offered us a contractrf@ series of recitals along the Rhine. We were given a definite
guarantee, but he refuséa specify any details @ive us an advance until the
groupéarrived i n WidZ/sDardla/arengetmberedSteawiadifféréntys
She saysthatthete@d | s wer e ar r af glodeprésgnted aaGelvhan piande s s |
manufacturer i n L e ®0) Agardindg to hhehd ddranged Ifoo thear 1 9 8 ¢
performances in Wiesbaden, Baden Baden, and Frankfurt am Main and secured their visas.
The groupwas to give a series of performances at spa resorts where a large population of
white Russians resided. (Danilova 18@8In addition to the Russians who had settled in
the area, the spas were full of summer vacationers, providing a natural audarety for
performances. (Mc Doogh 198330) Some of the spas, such as one of the larger ones in
Wiesbaden even hdekir own concert hall where various groups gave performances to the
visitors. (Mielert 189224) Larger cities had opera houses, and maadlyemas exerted to
rebuild the arts in this area after the destruction of the First World War, but it is unlikely that
the dancers performed in any of these houses. (Hartmart9292B6)Audiences here
seemeckven less interested in ballet than the audiences in Berlin where the Ballets Russes
enjoyed a following at least among the Russian émigré populati®heiftigche Thalia
reported regular operas ahdaterpieces being performed, but ballets werey rs@eh on
its schedule. In addition, no articles on ballet appeared in these papers, but numerous articles
on modern dance were writteRh¢inische Thalia Bla@2&1922) SimilarhpDie Neue
Schaubuhrze German wide journal dmeaterpublishedarticles on modern dance in the
same yearsiotably two articles dylary Wigmarn(Wigman 1921, 98, Wigman 1922, 30)
about her own dance and thatRafdolf von Laban, but contained almost no mention of
ballet. Die Neue SchaubiBegtember 1921, February 1922)tiA®sarticles on the
performances of the Ballets Russes did appear in 1925, but as already stated, these articles
attempt to explain why the company did not seem to enjoy the success in Germany that it
had in other countrie(Sintenis 1925, 1, Cokartheim 1925, 15)
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The music halls and varid¢yeates in the Rhineland were not as elaborate as the
revues in the entertainment palaces in Berlin, but still presented programs with song, dance,
circus artists and slapstick. (Uecker,3#) An importantvenue for modern dance, the
varietytheates and circuits in Germany did provide a place to perform outside of the opera
houses, and became a maj or s(éaosencl@9023)fIn wor k
his book on varietygampwdananen hreotleds2 Otdlsg t
exception dancers took the opportunity to dance as part of a variety show or in a cabaret
production without making a fuss. 6 He cont
open for new forms of dance expressi@an the ballet traditionally bound to the opera
stage. 6 (1273 This statemer® i8 Diteresting because it seems thaththese s
provided dancers with the opportunity to show-traxditional works that the halutras
provided for the dancers @&t. PetersburgBecause of the influence of Duncan and
Goleizovsky, mc h o f Bal an c has weall a@sshis sirhptercestmirges adgelimby
modern dancenore than it did balleThe Cataloguisted the following dances as having
been performed in Germa La Nuit, Schén Rosmarin, Valse Triste, Matelotte, Orientalia,
Hungarian Gypsy Dances, Enigman#lagiation to the Dambe audiences, accustomed
to seeing modern dance, woul d have respon
however iteresting, that although some of his agarde works were performed a few
times at the Ballets Russesre of theelements typical of modeatancelike expressionism
and barefoot dances!| | but di sappeared from Bal anchi

working for the Ballets Russes.

Apparentlythe spas in Rhineland provided the ideal setting for the Soviet Dancers to
perform.t i s probable that this venue provided
work at the Ballets Russes: in Russia haltesdly been experimenting with acrobatics in
his work, but after the tour he began to use more syncopation in his dances, beginning with
the solo of the Nightingale in his first ballet for DiaghievChant du Rossidgdeflore
beginning her ballet tnemg, Markova worked as a child dancer and pant@aifoemern
variety shows in London, so it is not surprising that she wasaidernstandd al anc hi ned
musicalitymaking her the ideal person to ddyaté the Nightingale and later the Cdtan
Chatte In additionback minstrel dancers often performed in the variety shows in Europe
and wee common especially in Lond@Miemeyer 198444)Characters representing these

dancersappeared in two of his Ballets Russes waakg, in the Bard TheTriumph of
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NeptuneAnother balletBarabauyas described as having Charlie Chaplin type humor, a
slapstick comedy act that was typical of the variety shows before it appeared in the silent
movies where Balanchine was likely to have seen him perform plagedée piano for

the silent film in St. Petersbarg.

Geva said that out of mistrust of Soviet citizens, Kessler required some of the
dancers to arrive in Wiesbaden with their costumes before he was willing to make a contract
with them. Since the group did not have enough money for them all to maketttee trip,
women were left behind in Berlin while the men made arrangements. Completely broke, it
was during this time that Gewaldsher hair. Soon thereafter the entire group met in
Wiesbaden where they spent time rehearsing to improve their repertory, tngke it
more upto-date for the public. (Geva 19828)

In Wiesbaden, Dimitriev and the dancers made a new contract, this one without
Dranisnikov. It was a short, handwritten contract, signed on September 6, 1924 to extend
the contract made in Stettwwhich was to expire on September 7. (Balanchivadde et
September 6, 1924) Again, the contract was only to last two months, indicating that the
group still planned on returning to the Soviet Union. Danilova, however, recalled that it was

becoming morenal more unlikely. She said that

It was in July, while we were on tour in Germany, that an invitation arrived from the
EmpireTheaterin London. We were asked to come for an engagement in November. The
others agreed immediately and signed the contrattatBiinst refused to sign. We were
expected back at the Maryinsky on September 1, to begin rehearsals, so the decision to go to
London was also a decision not to go back to Rumtgisst yet. But the West was for us an

adventure, and we were not readyt to be over. In the end, | signed. (Danilova, 88

The dancers reported that they did two things in Rhineland. They danced and they
at e. When they werenot d g 828)iDangoyva sayhk that sheve r e
ate so much of the go@krman food that she gained too much weight, and a few months
later at the Ballets Russes, Anton Dolin ethita had difficulties performing his variation
after I|ifting her, complaining, O0Whdad3) do vy
They rformed at least once a week, sometimes more, in every possible place: in halls,
summer theaters, open air theaters, at private parties, and even in an insane asylum. The
performance in the asylum was interesting for the dancers because the writelidgrnst
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was a patient at the time. His wbik Hinkemanhad been translated into Russian and

pl ayed i n St. Petersburg. Geva recalled t
against war.o6 (Geva 1976) S hwere imtezestedlin ted t h ¢
play. (Geva 1976)

Danilova recalled that the group traveled down the Rhine by boat and was impressed
by the castles. She also said that at one point the group traveled tooViesara
Rachmani nof f pl ay and that the dancers me
admiring, paying tribute to him as i f he w
ball et to your beauti f ul comuetrntcd, Ar@e gyrogie
And he threw us out of h@5)s dressing room. 6

According to Geva the dancers performed in Mainz, Wiesliadgryloseland
other small towns of the Rhine provinces. (Geva 328 Danilovaecalledhat recitals
were arranged in Wiesbaden, Baden Baden and Frankfurt am Main. (Danil&@ 1988
Their last performance was a variety show in a beer garden in Mainz. The success of the
performances was reported differently by |
more believabl e. Danil ova stated that oour

act on a bill with marothers playing variety theaters in spa towns along the Rhine. One of

theotheract s was a c¢cl own, wh o ma dPanilew £988%4a t me
Geva described tinelast performancen a beer garden in Maiazs s uc h: oBird
over head, the stage was slippery and t heé

bursting i nto song. We,339pHerdecnpeod was codsistgnt a c t .
with the purpose of many of the establishments where the Soviet Dancers performed in
Germany, namely to relax and to be amused rather than to be artistically uplifted. (Uecker
1994 309)

Geva stated that tohneys oo hfaadr ,magdaei nneod innop rr
19843 29) I n another source she went so far
absol ute di s all) Danilovadid (oGreallyadesaribedhttw bad the group was,
saying in one @dalceveelny yt i ({@aniovad¥@Geandna ny , 6
another that oO0the critics said we were a \

alteration. 6 (Ack,dd mann and Summer 1982
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5.5 London and Paris: The Empiréfheatera nd Di a gé$covergevds Di

After completing the Germany tour, the group was given a one month engagement at
the EmpireTheatei n London, a oglamorized vaudevi |l
tradition of presenting ballet as part of their program. Once again, Diboitnel the
dancers to himself with a new contract, dated November 3, 1924. This contract was more
detailed than the last one, reaffirming his complete control over all financial arrangements
and all performance contracts. The contract was to last fivespamnihdication that the
atmosphere was changing: they had already long passed the beginning of the Maryinsky
season, and although Danilova says she still considered returning, from the stipulations of
the contract and the places and dates, it doesenot@diave been realistic. This contract
had another condition; one that had long term effects on the dancers after the five month
period came to an end. Officially to end on April 3, 1925, almost one year after the original
contract was signed, it contmna clause which bound the dancers to continue to pay
Dimitriev as their manager and administrator for the duration of any contract which was
made with the group while they stood under this contract. (Balanchivaldkewtmber
3, 1924) The consequerdf this clause was that, when the dancers joined the Ballets Russes
one month later in December, they were bound to Dimitriev until they no longer worked for
t he Ball ets Russes, for Geva until 1927 a
deathin 1929.

At the Empire, Danilova recalled that she and Efimov danced the pas de deux from
Coppéliand Oriental Dandesm Khovanshchivith Geva. (Danilova973Part 1,40) Geva
reported that they did not understand the precision of music hall amdingince their
costumes were not made for quick changesyéreylate for almostery entrance, and the
orchestra had to keep repeating their music. (Geva@3383881) She recalled that all their
ocostumes had | ittl e hopeedk quickhchahges 8a whennng wa
started dancing there, we had these | ong w
were told that the others could not wait for them to change the costumes and were fired,
leaving them with the question of whereadognext. They could not return home, since
they had not responded to the telegram from the Soviet officials requesting their immediate
return. They had no work permits to stay in England, and no visas to go back to Germany.

Soviet passports were frowmngmdn in most places, but were accepted in Féance.
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Perhaps Gevaods description of the grourg
finally arrived i n Pari s: owhen we travele
what was going to happenflact we were i n some sort of s
Paris with our last bits of money and were sitting in this little hotel on la Place de la
Republ i qu e é dwdsaehis pointittihiragh)lev contacted them. Geva recalled
that Balanchingot t he phone call and reported to t
How he found us | dondt know, but he wants
Geva said that they never really knew how Diaghilev had tracked them down to Paris, (Geva
1973) but that Anton Dolin had seen them perform in London and had informed Diaghilev.
(Geva 19911 3) Danil ova said that Lidia Lopukho
formerly danced for the Ballets Russes, came to visit them in their dressifigrronenad
their performances. She also said that Diaghilev had sent his cousin to look for the group in
Germany, but had missed them there, finally catching up with them in London. According to
another account, he was not able to contact them untibtigeayrived in Paris. (Danilova
198865)

Most of the corps de ballet of the Ballets Russes had returned to Russia at the
beginning of the War, and Diaghilev had not been able to get new dancers from Russia for
several years. Since much of the earlgssuctthe Ballets Russes could be attributed to an
entire company of dancers trained with the discipline of the Maryinsky, the absence of such
dancers caused the quality to decline, and Diaghilev saw the opportunity to bring in some
fresh talent. Lifar, w0 was present at the audition, recalled:

So | was taken to Madame (Misia) Sertos
had chosen freedom. They did not invite t
Madame Sertods, and youang tlahcers. There geare fauaof tbem. | | s a

looked at them and saw that they were dancers of my generation, and | said te Diaghilev
knowing nothing about their qualties sai d t o Di aghil ev, 0We mu
and Diaghilev agreed. (Joseph ,206)2

For their audi tion, Dani | ov kiregygamdfBalanchieed a v
and Geva performegitherEnigmar Etuder both Danilova describes the audition:
After tea, the furniture was moved to clear a space at the end of the room, where
Tamara and George did their number i n CcoO:¢

choreography to some Arensky music ftbme N u i -very dnédErg. YWhen ¢hey had

116



finisheqt Di aghil ev turned to me and said, O0And

me ? 6

oDance for you?6 | said. OWhat do you mean?
He said, oWell , tragbpeyodawourideds lkinklel at hioughe
0Do you know t havaryinsky Theafie.lf | fam gaod endugh for the
Maryinsky Theat |, | am good enough for you. o6 Can yo
1988 66)

To celebrate, Danilova said tttedegr oup sol d Bal anchineds sui
and well cutand bought enough food to have a feast on that day and to hold them over
unt i | they jJjoined Diaghilevds company bacl
(Danilova 198%7)

The dancers were hired for the remainder of the season, from Decer@bérd, 1
July 1, 1925 (BalanchinvadzeaketDecember 1, 1924), receiving contracts based on their
status at the Maryinsky: Danilova as a soloist, Efimov in the corps de ballet and Geva, in the
corps, but with the least pay since she had still been & atutlezedr School when they
left. To solidify their standing contract with Dimitriev, shortly thereafter in London, a
request was sent to Diaghilev asking that all payment be made to Dimitriev, not directly to
the dancers. (BalanchinvadzeaktDecemhbell, 1924) Danilova described that she and
Bal anchine fulfilled this agreement: 0Geor
lived by our old agreement, that everything we earned would be put together and divided
evenly. Mr. Dmitriev wanted open a photography studio, to do portraits of society people.
He moved with wus into the | i t,85) 8he sapsadhatt me n t
the arrangement | asted for years, extendin
it was tine to make a break with him. Balanchine, however, still felt obliged to him since he

had brought them out of Russia. Danilova recalled that

He had a strong personality, and during the years when we danced with the Diaghilev
company, he refused to let goofge and | brought our salaries home, put them into one
pot, and divided them three ways; Mr . Dmi t
Russia. When Diaghilev died, it seemed tim
not yetwe are obliged o hi m. 6 Al though he took wup phot
career out of,100t . 6 (Danilova 1988
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5.6 Enigma and Etude

Accounts differ as to whether Balanchine and Geva perfemgdar Etudeor
their audition for Diaghilev. The dances bore some similarities to each other, so it is possible
that they were confused in the recollections of the dancers. However, it is equally probable
that they showed Diaghilev both danbsch less is writtembout the pas deak Etude,
choreographed to the music of Scriabin in 1923. Since it is not listed among the dances in

Kostrovitskayads | ist of bal |Iskowsdurm@thesehe Yo
performancesor it may be the adagionwemb t hi rt een: 0Geva and B
high | ifts (I dondot r e me,6b68)italsehbooldleaverees i ¢ ) .

part of a smaller performance or haswiigdere only Balanchine and Geva performed.

TheCataloggadt h a t was prébabsy performed by Balanchine and Geva as an
audition piece for Diaghilev in Pariso6o and
performances in Monte Carlo for the Ballets Rusbesm@ndset. al.1983 65) It sad
similar things abougnigmathat it was used by Balanchine and Geva as an audition piece
and that it was performed at least three times by the Ballets Riumsssds et. al. 1983,

63)

Enigmavas menti oned as being one of Bal anc
also ejoyed a longer life thaftudejt was performed in the Soviet Union up until the
1 9 3 0Sinmsnonds(et. all983 63) Originallyit was choreographed for Ivanova, but
Balanchine and Geva also performed it both at the Donon as feel denefit concert
given athe Maryinskyit i s i nteresting that at | east o
garde works did make it to the Maryirsgtlkge even if the concert was unorthodox. Since
this was the dance he and Geva performed for Diaghilev at thein daditiee Ballets
Russes, (Mc Donagh 1982) it is probable that Balanchine either particularly liked this
dance or that he and Geva danced it particularly well, or else he would have chosen

something else to show the legendary Diaghilev at theirdogheer.

Like many of Bal anchineds early worKks,
(or lack of loyalties to tradition) before the dance even began: both he and Geva appeared in
tunics. Geva descri bed t hattunicshcevgringdodranc e d

t or sos. 0,2085%he ecomphredtlis dance to Isadora Duncan, most likely because
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of the costumes and bare feet. However, s h
1991 12) Recalling that Fokine was forced to dresgahcers in tights and shoes with

toenails painted on them rather than break the ironclad rule forbidding bare legs onstage, this
was a daring step for Balanchine to take, particularly for a dance that was choreographed to
be performed on the Maryinskygstatself. This does, however, show how radically times

had changed in St. Petersbiifypse in charge of the Academic Térsadisapproved of

Bal anchi neds wo ritkhroagh the ptessiarel dby farloddirng php daacers of

the Theawr to take prt in his productionsHowever,performing this number in the

Maryinsky would have been unthinkable a decade earlier.

The original performance of this dance

Maryinsky stage (Geva 1976), given at a benefittc68heeremembered it vividly:

Standing in the wings as we awaited our turn | felt a painful letdown. | was about to
step out on the stage | had only dared to dream of, but it was far from what | had imagined.

The lights in the auditorium were only partly dimmed, the audience wag, Stanéi of

the important dancers were taking part, an

the hullabaloo, it was impossible to determine the degree of our success or failure, but we

took three bows. | think dwdefwal aovdriathousaed, wa s

bizarre in its conglomeration of fancy costumes, ordinary clothes and a few leftover evening

dresses and dinner jackets was getting unruly. People ate and drank gluttonously, spending
their last rubles on what had been delhieah ffor years. Unaccustomed to drink, they were

thrown off balance, anthough in Soviet Russia yarpublic display of affection was

suppressed, eroticism was rampant. One had only to open a door to the antechamber of a

box to come upon entwined bodiesvdts madnessball during a plague. Ttheatey the

beautiful blue and gold dignifib¢éatey was t he scene of a, dr unkeé

299)

Given the description of the audience, it is ironic that this dance was criticized for
being obscene.dwever, it is exactly this point that was later remembered by the dancers
and those who saw the performance. Balanchine committednsgyessions this ballet,
the first being at the very beginning. An extant photograph of Geva and Balanchine show a
position which was certaimifensiveto those championing the Academic Tdre&buritz
says that this photograph is a picture of the Hzilete( Sour i t z 1990 OTl
BalanchineinRusgia 6 9) but Taper says that Etulee phot
music by Scriabin @&@nigmamusic by Arensky. (Taper 1984) Kochno, who had been
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present at the audition of the Soviet Dancers, emtyagays that Balanchine danced a pas

de deux with Danilova, not Geva, but claimed to have a photograph of this dance:
oBal anchine I|ifting wup Danil ova, w82p cove
Because there are so fearywgpksdis stajemanpdeans t f B
support that this is a picture BhigmaGeva says that they perfornt&dgman their
audition for Diaghilev, but since Diaghile
Scriabin, it is possible that it viziedeinstead. It is likely that the two dances were very
similar to one another, and that one was kept in the program for theGeumeny and

the other left out. In light of this, it isopablethat, whichever ballet this photograph shows,

the podions appeared in both ballets.

4. George Balanchine and Tamara Geva
In Enigmaor Etudein 1923.

Thedancers were dressed in chiffon tunics and were barefoot as described by Geva.
Her tunic was |light <colored, Bal anchineds
shoulder and continued under the other arm, similar &lettes on the costumes from
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FuneraMlarchThey were bound at the waist and Balanchine was weariddreske#t is

not possible to see if Geva was wearing a headdrestisinesvearing her hair open and

was in an upside down position in the picture, but since their costumes were otherwise very
similar, she probably also had a headdress. The phostgrnapld Balanchine with the girl,

lying on her back, slung over his shoulder. Both her legs were bent, and one held the
position by wrapping itself around the man. The other was held in a forward attitude
position. Since she was for the most part upside, der tunic did not even cover half of

her thighs. The al most full body contact t

extreme violation of the standards of the Maryinsky up to that point.

Balanchine was not tbhely choreographer to usewgside down position in a pas
de deux. Firebirdthe preds briticizédsthe adagio for sweeping the dancer
upside down across the floor like a broom. Souritz quoted Mungalova who described the

move.

The final struggle takes place. The bed fipward, the Tsarevich catches her in an
arabesque, and sets her on the ground in this position, holding the raised leg; he violently
pulls the bird toward him, so that she turns. Immediately he throws her to his chest, and for
a second turns togethethwher, lowering her head to the ground, then placing the bird back
on his chest, t aki@d8Sowdthoreographersoftth@®e8D 6 ( Sour i t

The steps described here show that the traditions being broken by Balanchine were also
beingbroken by Lopukhov, the artistic director of the Maryinsky: the points of contact

between the partners and the position of the woman upside down.

The second offense Balanchine committed in this WwaBemore drastidNear the
end, the girl positiondterself in a backbend and the man performed a darting jump across
her body. This move, performed when the music reached its climax, was extreme. Gusev

recakdhow shocked they were:

I remember that in this piecerifdged.heTlh
shocked people but was accepted. But when
grand jeté with his bent leg, this produced general indignation and protest. Even Lopukhov
told us that such a st untetodBalanchinatolsstent@a nd s
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the criticism and remove the jump. But he stubbornly continued to jump all he wanted.
(Slonimsky 19967)

Interestingly, Lopukhov later used the same jump on Gusev and Mungalova in a duet of
acrobats in the opedadith(Sonimsky 199%67)

The tour of the Soviet Dancers mar ks th
in the aesthetics of the Soviet axggmtle, partially because it was clear to both him and the
other Soviet Dancers that the styles that had beargaedtje in Russia were behind the
times and not well accepted in Western Europe. Diaghilev introduced Balanchine to new
things, taking him to museums all over Europe and giving him the opportunity to work with
the best artists and composers of the timduidrfirst ballet for Diaghilel,e Chant du
Rossignddalanchine did pay one last tribute to his days in St. Petersburg in the role he
choreographed for himself, the Mechanical Nightingale. According to Hodson, in this role
he made fun of himself and biwn extreme experiments, done only a short time before.
(Bank and Van Schaik 2004)

In addition, with the exception of the few performances of the Young Ballet, most of
his performances in Russia and Germany were small recitals or part of varieydhews,
Di aghil evds choreographer he had an entire
de ballets to seasoned principals, who danced in real theaters and opera houses with the
finest sets and costumes money could buy. The contrast to thehafjgedyed group of
students and young corps members from the Maryinsky dancing in whatever venue they
could find, wearing costumes that they themselves had made out of whatever old cloth they

could find could not have been greater.

After this point, Baanchi neds ballets began to res
modern dancaVhile he continued to use certain experimental elements in a refined form,
there were many that he no longer utilidedarelychoreographed dances for only one or
two peopleSolos and duets were choreographed,duglly apart of ballets with larger
casts. In addition, for the time being, he no longer dressed his dancers in tunics as he did in
La Nuit, Poéme, EnigatajeandValse Tristit.was quite a bit later that returned to this
characteristic, dressing his dancers in leotards to enable the audience to see the body more

completely The next photographic evidence to show his dancers wearing practice tunics in a
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performance is in the origiraérendden 1935. Fom the very first balldéte did at the

Ballets RusseBalanchinend his dancers were again wearing costumes of the quality they
had enjoyed at the Maryinsky before the Revolution when the ballet was still well funded by
the czar. Finally, his experinsenith barefoot dances practically end.hé&tene of his

ballets at the Ballets Russes had the dancers dancing barefoot.

5.7 Choreographer

Diaghilev was also in need of a new choreographer at the time and decided to give
Balanchine a chamto showwhat he could do. Kochno says that Diaghilev wanted to get
Goleizovsky as choreographer for his company about the time that Balanchine arrived on
the scene, but since he was unable, he began to groom Balanchine for the role. (Joseph 2002
62) In London, héet him work with the company for a few hours to set one of his ballets.

He chose to sedtuneral Mardn the company, something which surprised the dancers

because afs oppressive theme. De Valois recalled that day:

When we were in London, | and faurfive other girls got a summons to go to
Madame Serafima Astafievads studio on a Su
the company was to arrange a piece of choreography on us for Diaghilev to see. So there we
all went, angry about having ourdaymmorning lost. Except we did like Balanchine, he was
sweet, only twenty. Of all things, he arranged a little number for the five or six of us to the
Funeral Maro Chopin. | only think of that music for royal family funerals. It seemed so
strange thahe used that. Diaghilev came in about two hours later and looked at it with
Kochno and Grigoriev. That was the start. (de Valois8®91

SinceFuneral Mardhowed a definite influence of Goleizovsky and the Constructivist
theaterin the Soviet Unignit may have encouraged Diaghilev in his decision to hire
BalanchineThe current choreographer for the compbBiijinska, quit almost immediately,
making Balanchine, who weeks before had been a totaldmiline variety circuit in
Germany and a musi@ll in London, the chief choreographer of the legendary Ballets

Russes.

5.8 Summary and Analysihapter 5

Balanchine did natreate any new ballets during the 1924 tour of the Soviet Dancers.
Rather, the tour was a failure in every sense excepteodanters were discovered and
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hired by Diaghilev in December 1924. Its impaddres in that this tour enablerntht®

leave the Soviet Unicend become part of the Ballets RusBesause the Academic
Theaters moved so decisively in the directigoresferving the classics, had Balanchine
stayed in the Soviet Union, he would not have been able to develop his art the way he did in
the West, and ballet would not have been transformed into {tlasscal.

Why the Soviet Dancers decided to remaimeivtest although they were planning
on returning to St. Petersburg after only a few months was one of the questions presented by
this study. There is no clear answer: it would seem that the young people were simply living
day to day, and themselves cantbeaealization that they would remain. It is certain that
the poverty, the | ack of 0 puntmonely death played and

important roles.

The dance performed by Balanchine and Geva at their audition foleDiagh
either Etudeor EnigmaThese pas de deux resembled one another and both showed
Bal anchineds exper i meTheydearlydemonssdte his prase wio s t
development in which his choreography least resembled the #&aksichine and his
partner danced barefoot, another radical departure. St. Petersburg had been taken by storm
by Duncanos barefoot dances, and Goleizov
perform barefoot. Interestingly, in the cas&migmaand Etudewe once again see that
Balanchine was influenced by the artists around him, experimented with what he saw, and
then decisivelyejected it. After joining the Ballets Russes, he no longer choreographed

barefoot dances.

SecondlyBalanchine completelyoke with the rules of the Academic Theater
regarding points of contact in theleecesthe dancers had almost full body contact. This
represents a radical change from classical pas de deux which allowed contact only at the
hands and waisthis change wasng lasting, and also shdwesv Balanchine transformed
the classical into netassicalAllowing body contact between the desm@xpanded the
vocabulary of partnering beyoodmbinations, balances and turfise photograph of
Balanchine and Geva clgashows a new partnering move, one that would have been
forbidden in the Academic Theat@hotograph 4Dther memorable partnering moves
appeared later ira ChattandApollo.
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The end of the tour also represents the
While he continued to experiment and transform dance at the Ballets Russes, his

experiments were less extreme, and the road to neo classicism becomes clearer.
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Chapter 6
Choreographer for the Ballets Russg49251927)

It has been said that Bal anchineds edu
Russiavhere he was formally trained in the classical dance vocabulary, in music, and was an
active part of the Sovietavgnar de movement of the early 109
theatrical and dance projects on every level. The second phase tookiplacevat chief
choreographer of the Ballets Russes, where Diaghilev helped him refine his work. Serge
Di aghil ev, with his uncanny ability to det
described him as having talent without taste. Taperrilast e d Di aghi | evds or

Diaghilev remarked that the music Balanchine had usedi#¢heabin and such
was not really very good music. Diaghilev also pointed out that in what he had seen of his
choreography false, crude, or disappointing effitets marred passages of great beauty,
and he added that Balanchine was like someone who carefully prepares an elegant and
delicious meal for his guests and then, when they are waiting for just the right wine to go
with it, brings them a big jug of waf@aper 198475)

Since Balanchine and Geva damttedeto Scriabihfor their audition with Diaghileiv,is

likely that Diaghilev was directly referring to this dance.

I n the Soviet Uni on as well as i n Gern
performed in simple productions, many in sthatites and nightclubs, and all without sets,
the dancers wearing simple homemade costuAgs child he had performed in the
elaborate productions of the Maryinsky, complete with sets and costumes that dmuld only
financed by theCzar himself. These productions continued after the Revolution, even
though the costumes and sets were worn down over time. At the Ballets Russes, Balanchine
was given the opportunity to set his own ballets on a large stage witth cessuares
created by the most talented artists of the time. He was definitely prepared for this venture,
and choreographed his first full length ballet for the Ballets Russes ire 10R&nt du
RossignolSt r avi nskyds score atgset h sets and costu
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The following chapter will cover the years that the former Soviet Dancers spent as
members of the Ballets Russes, beginning in 1924 and ending in 1928 as well as analyzing
some of the choreography Balanchine did for the company. Since so rhaeh haigten
on the Ballets Russes and Diaghitee chapter will only briefly describe the time period
before 1924 to allow the reader to put the events and choreographic development into
context. The rest of the chapter will primarily deal with tbesesidirectly related to the
dancers themselves, their memories, and the dances they performed in. The main sources are
the memories of Danilova, Geva and Balanchine, with two important additions: Felia
Doubrovska and Alicia Mark@vaalanchine creatednse of his most important early
works on these dancers. In addition to the recorded interviews from the Oral History
Archives at the New York Public Library for the Performing Arts, and various published
interviews of these two dancers, Markova wrote@n@raphyMarkova Rememli2asice
Chroniclo ub |l i shed an extensive article on Do
Huckenpahlerin Appendix Il of this book, four letters from Balanchine to Diaghilev
discussing various dancers are translated into English. Since they give insight into
Bal anchineds choice of dancers as well as
anayzed in this chaptefhese sources have been used at length together with the materials
from the other dancers to examine the choreography. To supplement the accounts from
direct witnesses, material has been taken from the work of Hodson and Archekedo wo
directly with Markova and Danilova at different levels in many of their reconstructions.
(Hodson and Archer 19942, 46) Their work provides an important secondary source of
information for the ballets described here. In addition, quotations o&rtbersd from

archival film footage shown in documentaries have been used.

One maj or di fference does exi st in the
Ballets Russes in comparison to his work in the Soviet Union, namely the amount of
documentatiomvalable Not only were the ballets better recorded, but the memories of the
dancers seem to be clearer at this time, perhaps due to the more stable environment in which
they were living.

6.1 Serge Diaghilev and the Ballets Russes

In the documentary fillkaur Emperors and a Nighti@dmistophe Maillet, Artistic
Director of Les Ballets de Monte Carlo, described the Ballets Russes as the father and
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mother all ballet companies toddank and Van Schaik 200#y founder and the
motivating force behind Berge Diaghilev, first became interested in art as a student in St.
Petersburg, where he, along with some of his friends, including the artist Benois, produced a
journal known as th@/orld of Atvhi ch propagated the member
topics. B t | Pleeling Beanspired them in what later became the goal of the Ballets
Russes: the realization of Wagnerds Gesami
for a short time, but was dismissed, according to Geva because his arrogance made him
unpopular and because of the gradual disclosure of his homose&xewadity97PBecause

of his dismissal, Diaghilev sought other venues for his endeavors, at first bringing an exhibit
of Russian art to Western Europe followed by a season of opera3 Ime&@ught a

program of ballet and opera to Paris, the ballet becoming more successful than he had
imagned. After their first Russian Season in Paris, the Ballets Russes became the forefront of
the avangarde art movement in Western Europe, with nfahg dest artist and musicians

of the day collaborating on ballets: Stravinsky, Picasso, Matisse, Cocteau, Debussy and Satie
worked together with choreographers Fokine, Massine, Nijinsky, Nijinska and Balanchine to
create ballets that both shocked andreimed all of Europe as the group toured from city

to city. It has been accurately described
artistic mov e,mM& Diven@mdsiTcanpletely by Bs§otinder and director,

the Ballets Russesmained on the cutting edge of art in Europe until his death in 1929
when the company dispersed. Gewhtsh at ohe had perfect taste
discovery, and there was no other man in France who commanded equal respect in the world
of thearts. Surrounded by great painters, composers and authors, he ruled his domain and
mani pul ated his peop338334)i ke puppets. o6 (Gev

During the Ballets Russesd first seasor
owed to choreographer Fokineovdtaged some of his ballets that had been performed at
the Maryinsky as well as choreographing new ones. In Western Europe his work was not
stifled by the rules of the Acaderfileates as it had been in St. Petersburg. The first
seasons of the BalletssBes took place during the holidays of the ImJdvester the
dancers returning to perform in the regular season. This provided Diaghilev with dancers
trained and maintained by the Maryinsky and kept the dancers in Rigsditeupn

happenings in Wiesn Europe. Eventually, the company became a full time enterprise under
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the patronage of the royal family of Monte Carlo, where the company rehearsed and had a

permanent home.

Most ofthe premiers took place in Paris where the company enjoyed gilaatyopu

and a fixed place in Parisian society:

A Diaghilev premier in Paris was always an event of electric excitement. There was in
t he air t heveryboai® matiergdewah sedted in that audibvedeaut monde,
the artists, the intellectuals. With tense anticipation they awaited the curtain rise, wondering
what new discoveries Diaghilev was going to reveal, what new trends in art and fashions in
styles were about to be set; what new reputations would be raddeandals perpetrated.
(Taper 1984, 76)

The years of the Ballets Russes abound with scandals, some of the most spectacular
involing the renowned dancer Nijingk@ne of his highly experimental werkrhe
Afternoon of a Fazhmgreographed to Debussyded with the Faun making an autoerotic
gestureSacre du Printerapsed a legendary uproar when itclassical choreography was
first performed to Stravinskyds musi c. By
Nijinsky had been gone for iparears, and none of the witnesses mention his choreography

as having influenced htrbut his reputation both as a dancer and choreographer preceded

him. Balanchine recalls:

Nijinsky, of course was magnificent. He literally flew through the air,
powerfulfy € They <cal l it ONijinskyds secretd; but
other dancers. | can put it this waye dancer can do one thingdj,vemd another something
el seéBut only Nijinsky coul d d owasthisseoretal | !
People argue over whether Nijinsky was a good choreographer. What | saw was promising. |
would say that he could have become a real ballet master if he had been given the chance.
Nijinsky knew how to invent interesting things. They shaué&ldsked for more new ballets
from hi méNijinsky did his ballets to compl
think that Nijinsky was more talented than his sister Bronislava, even though she did a few
interesting things herself. Of course,d prabl y woul d hates Natesne St
differently from what she did. (Volkov 19853214)

Of Ni j i ns k yTbesAftebnadn bf @ tweas)still baing yerformed when Balanchine
joined the company, and it is possible that the dancers showed him some of the moves from
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his other ballets. However, works of all three of the other choreographers, Fokine, Massine
and Nijinska remained in the edpry of the Ballets Russes, and Balanchine knew and
performed in many of these ballets. He does not, however, seem to have been greatly

i nfluenced by Massine or Nijinskads choreo
elements of theirchoreogray t hat were influenti al i n Bal

Although the other choreographers did not impact his work directly, the influence of
Diaghilev, himself not an artist, on Balanchine and many other dancers was immeasurable.
Bal anchine ommé&tsdiod difagiht | eer | ,104 ul dno
Danilova recall ed o0we BelewE8le vaenrdy tMairnkgo vtao abD i
owe hi m m@evacl@MAsavith. ath his(choreographers, Diaghilev took it upon
himself to educatéalanchineDani | ova recall ed that Bal anch
inner circle and was often invited to lunches and dinners with famous and important people
that she and other dancers were not allowed to attend. Lifar recalled that they did this
toget her , saying oDiaghilev educated wus bo"
and paintings Lifard9822 5 )h oBal aChhcrhiisntes .réec(al | ed t
man. Intelligent. Tall. Enormous head. Anddwi, halwhite natuda hai r . 6, ( Gr ue
281) Doubrovska said that h ®ouwasskaldBn3) c e, Vv
Markova said that Diaghilev became a father to her, since her own father had died shortly
before she joined the Ballets Russes atthe ageoAldkMva 1972) She 71 ec
the company thought heds gone crazy becaus
Diaghilev took special interest in her educatidome members of the company were
frightened of Di aghi |skouldbeNximeeested indne. Dmghitew d w

worried about my education and arranged for me to have French lessons as soon as | arrived.

He insisted that I grow my hair from its 0
classical. He took meto museamsd t ol d me t o | i $¥986el&20)t 0 mu ¢
Geva recalled that Di aghilev was o0i mmersed

of the Ballets RusseGelva 1979

Descriptions of Diaghilevds cechaalbtet er v
characteristics of Dr. Jekyll and Mr. Hyde, his personality changing from overwhelming
charm to the roughness of a truck,33yiver
Ninette de Valois said that he was very kind, and he showed ttrassindndividuals, but
never the whole companyefva 1979 Few dancers had a personal relationship with
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Diaghil ev. Some recall ed Diaghilevds great
been a distant di ct at orkingaGegvrae ad e stcarliebnetde dh i
think in his behavior he was a ruler, he was ruthless, he played with the lives of people right
and left, without takingnythinginto consideration. | feel that it is so and | had a few
examples that prove it. But everyamalld really shake when he walked into a room. He
could also charm t he 4pA mad known fof histrefined tastese e s . C
she also recall ed he 0mastylindRussiamyaeyd rn gl ok eh ad 0Ots
he was at his most imaginafive ( Geva 1976) She recalled an
balletRomeo and JufieParis. The surrealist artists who had made a pact not to do any
commer ci al wor k obj e cthedalletTheystaredra riod duringthe t i c i
performanceand he dancers were unable to hear the nibsighilev insisted that they

keep dancing:

We were dancing and terrified because they turned on the lights in the audience. We
coul dndt h enathe othdr gide because the rfoise absorbed it. Diaghilev stood in
the wings and he wanted us to continue dancing and he swore at us in Russian, in a way that

| have never heard duplicated. It was just absolutely incredible! Just a flow of obstenities tha

came at uséWhen peace came about, he turne
made one slow move on stage and said in Fr
From the beginning... 6 And the WWwple ballet

Doubrovska also recalled his power over the company. She said that if he decided that
someone else was to dance a particular role on a particular evening, it was done, even if it
were someone el seds turn to daeaganseems ( Do
only to have been towards dancers of lesser status in the company, not to those in the inner
circl e, as Doubrovska also recalled that C
ballet himself. Of course he was the boss, but alseouid call the composer, the
choreographer, and the designers together, and they would discuss and he would listen to
everybodyds opinion. Then he would deci de:
r i g h Daulravsk#l9827)

Somerecalled artber aspect of Diaghilev: he created an environment where the
dancers were pitted against one another in competition for roles and status. Dolin said that
owith masterly strategy he played off one
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parts theymost coveted. No one dared relax or rest on their laurels, as there were always
other splendid dancers only too anxious and capable of stepping into the shoes of the
slackers and the seld8)saldlsifn s édHt g tDeorhda mt
many of the dancers, but not all recalled being intensely competitive. Markova and Danilova
were good friends by all accounts. This environment, on the other hand seemed to have
been one of the issues Geva found intolerable about the Ballets Russgshanakin
employment in the company relatively short, only two years. Diaghilev tried to keep her on
by promising her the roles of Sokolova when she retired, a situation most likely as difficult
for Sokolova, who knew someone was waiting in the wings fovwhelogn, as for Geva

who waited for a chance that never came.

Life for everyone was hard in the company, even under the patronage of the Monte
Carlo royals. After World War 1, the dancers were cut off from Russia. Since there was
nowhere else to work Europe, the dancers were trapp€eva reported that they were
paid badly, and only during the season so that everyone was concerned when the vacation
time came. In addition, the dancers paid not only for their own living expenses, but for their
pointe slbes and tights as well. (Geva 1976) Markova recalled that they had daily class at 9
a.m. regardless of how late they had worked the night before, adding that it was not
uncommon for a rehearsal to last until 2 a.m. (Markova 1972) Geva described the daily
schedulecompany class was taught from 9 to 10 a.m. by ballet master Cecchetti, followed by
rehearsal until 1 p.m., when they broke for lunch. Rehearsals resom&tbf4:30 p.m.
Dinner was followed by performances in the evening, call was at 7 parl9® She
further described Cecchettids cl asses: owe
another set of steps every Tuesday. He had divided them over the week and you knew
exactly what you were going to do on Monday, on Tuesday, on Wedaerdday
ThursdayéThey were taxing. They were diffi
1976) Doubrovska also recalled training w
everything posed, artificial éBmonthgtaltaiyng t h
to study with him because he gavia disr¢estrengttd (Doubrovskal982 9) Markova said
that oit was Maestro and Madame Cecchett]i
Madame Cecchetti took the corps and some of the sokist Maestro only took the
principals. o6 (Markova 1993) 1t is not <cl ea

after she joined the Ballets Russes, since Geva was a member of the corps and remembers
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Cecchetti ds c | as sthat Cecchettidaaghtaiffdrent grioups witlsn ther o b &

company at different times.
6.2 The Young Choreographer

Balanchine created 10 ballets for the Ballets Rus$€&#sant du Rossignol, Barabau, La
Pastorale, La Chafttee Triumph of Neptdaek in the Box, Apollon Mu3dgetepds go a
Begging, Prodigal &ali,e Balln addition, he created two new solos for Geva in 1927,
Grotesque EspandiSarcasmhen she left the Ballets Russes to go on tour in the United
States with Chauve SisuMWhen Balanchine and the other dancers first arrived at the Ballets
Russes, the quality of the dancers was not particularly good, according to Doubrovska
because most of the corps de ballets had returned to Russia during the First World War,
leaving Daghilev without dancers who possessed the discipline and training of the Imperial
Theates. This deficiency was definitely ohdais motivations for finding and hiring the
Soviet Dancers. Danilova recalled that they were not well received by the cgheindan
the company since Diaghilev had fired othe
(Danilova 197 979) Balanchine said that the corps was a disaster, but that the soloists were
good, and Dolin believed that the principals had strong priesan@eva 197PMarkova
gave an interesting insight into the quality of the corps:

Well, looking back the corps, to begin with, were older than the corps today, they
were more mature as artists. Maybe weheir t
have today, but then today they concentrate on technique first, and in some of the works that
are stildl danced there are things that ar e
aspect of technique, but during that period technique was suppogaess simplicity. No
preparations, so that you didndot see any of
first thing they want to do is to i mpress
doing how high, or 58hatevereé(Vaughan 1977

De Valois also noted that the dancers in t

but she gve a different reason:

He brought back far more classicism. We had rdehaeharateggeriod with
Massine. Nijinska started to move out of that, but Balanchine brought back a lot of pure

classicism. When he arrived, he was horrif
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think any of the dancers were any good. He was looking foakttiesters, and such a lot
of them were character dancers. (de Valois 1991 87)

Scholl supported this notion, saying that the choreography of the ballets became less
interesting as the focus of the works was pointed towards the décor and dramatization.
(&holl 19946 5) Geva also recalled that o0Di aghi
terribleéWhat the kids dance now could nev
the Diaghilev cpdf)pany. 6 (Joseph 2002

The letters Balanchine wrote to DiaghieSeptember 1925 and 1927 showed him
trying to remedy the problem of the quality of the dancers. Whether the reason was the lack
of training or simply that the company consisted mostly of character dancers at that point,
Balanchine attempted to get gaador the company who had been trained in Russia. In the
letter dated September 4, 1925, Balanchine discussed some dancers whom he wished to hire
for the upcoming season. Many of these dancers were at the time in Western Europe (Berlin,
Paris,andRiga)a ki ng it easier for them to be hireé
beauti ful énot a bad dancer, about t he sai
September 4, 1925) Exactly what he means by the style of the quartet group is unclear. He
couldhave meant that she would be able to dancesdémist roles, such as pas de quatres.
Since this letter was written only months after the premiseeGfant du Rossignslalso
possible that he was referring to the four dancers on whom Balahohreographed a
special section in that balktcording to Hodson and Archer, these dancers were unhappy
that Diaghilev had cast Markova in the role of the Rossignol, and Balanchine choreographed
a pas de quatre for them. (Hodson and Archer 1999/2000, 9)

In this letter Balanchine also discussed another dancer, Susan Gercenberg, from the
Bolshoi, who at the time was at Riga. He probably had not seen her dance, but, having
received confirmation that she inddé&d had
hire her. (Balanchine September 4, 1925) This seems to confirm that he was working very
hard to hire classical dancers for the company. A second letter to Diaghilev discussed more
dancers located in Western Europe, one in Berlin, another in FialandhiBe mentioned
the years in which some of these dancers had graduated from Theater School and described
them in detalil. His description of some of the women demonstrated that he was looking for

a certain type of dancerdfulOwemaoman ahé es ai
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Anot her was oO0an intelligent, cl assical dan
accomplished cl assical dancer. é6 (Balanchin
only looking for beautiful womdmyt slim ones as well. He obviously was conscious of their
heights.

After 1925, it would seem that in their search for dancers, Balanchine and Diaghilev
had exhausted their resources in Western Europe. In another letter, dated only September 5,
but mostlikely written after 1925, Balanchine discusses the dancers he was attempting to get
from Russia. A telegram and a letter dated September 26, 1927 also show that Balanchine
and Diaghilev were still attempting to get dancers directly from Russian, dotrtbey
seem to have been successful. Interesting is that Balanchine was trying to get his former
classmates and Young Ballet collaborators. In the letter from September 5, Balanchine tells
Diaghilev that Mungalovaddot want to leave Russia, and thattkavitskaya ldmarried
and would be willing to come with her new spouse. Mikhailov, Archipova and Stukolkina
would be ready to leave immediately. A handwritten copy of a telegram from Diaghilev to
Balanchine tells him to hire these dancers immediatelef@ember 26, 1927 he again
mentioned that Stukolkina and Archipova would be ready to come immediately, and he
added Mlodzinskaya to the dancers he was trying to obtain. These dancers appear in
Sl oni mskyds | i st of me mb €994, 619 Howevéreit wsutdu n g |
seem that thewere not able to leave the Soviet Uhiang Balanchine was forced to work
with the dancers he had

As in Maryinsky, the company was divided into a strict hierarchy, Lifar explained:
owhen | entered the company in France, t h
didndot count for much, but senioritys. The
and girls who had to go buy cigarettes for
(Lifar 1972). The hierarchy was set for the Soviet Dancers from the beginning, their status
and pay in the company based partially on their former status atytimskyl. Balanchine
was hired as choreographer, giving him the largest income, Danilova was hired as a soloist,
Efimov and Geva in the corps de ballet. Geva received the least pay since she had still been a
student aTheateiSchool when the group lefheSrecalled that this was a bit of a blow after
the months they had spent together in Gern@myour they were all of equal status, and
she felt |l i ke she had been oOquite success
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197) In addition, it must & been difficult to be married to the choreographer who

bel onged to Diaghilevds i nner circle, a pl

The following section wil/l l ook 1in det
works for the Ballets Russes. It will fanushe elements that he brought with him from the
Soviet Union and show how he began to combine them with what he had learned from
Diaghilev. The two solos he created for Geva for Clsnuwe,Grotesque Esp&h@R7)
andSarcas(h927) will be examinad well as six of the ballets choreographed for the Ballets
Russes. Two of these ballets,Chant du Rossi#fl5) and.a Chatt¢1927) have been
studied in detail and reconstructed by Hodson and Archer. Since these ballets give important
clues to chieographic elements of the other works, they have been included in this section.
The other four ballet®araba(1925) La Pastora|#926) Jack in the B®926), and’he
Triumph of Nept(@26) have not been reconstructed, and most of the informatibis
section is from the recollections of the dancers themselves. This study has a different goal
than the reconstructor; there is not enough documentation for stage worthy reconstructions
of many of these ballets, but examining the materials #stoan give vital information
to Balanchineds early vocabul ary, further.
possible. The size of sections on each dance is not based on my personal determination of
the historical importance of certain wptkst on the availability of material. Dances that
have been recalled in detail by numerous dancers are described in more detail here. If the
dancers claimed the dance to have not been as significant or as important as another, it has
been stated here, Butave made no such distinction myself. In addition to the memories of
Geva and Danilova, which continue to provide a rich source of information, the
recollections of Markova and Doubrovska have been used extensively, since these dancers
not only particigted in the creation of these ballets, but also numerous interviews in English
detailing their experiences in these ballets and giving clues to the choreographic experiments
in these ballets.

In contrast to thedifficulties presented in the study of Balah i n eBéllsts pr e
Russes works, these ballets are well documented, many of the dances having been performed
all over Europe for several years. Even the memoirs of the dancers seem to be more
complete. This is probably not due so much to the time smaatsey the interviews and
the actual events; only a few months and years separate the performances of the Young
Ball et and Bal anchi neds rathertretdancers bad efsthee s  a't
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chaos of postevolutionary Russia, and itikelly that they have clearer memories. More
sources not directly relating to the memories of the dancers are used; however, the reader

will note that this study is based to a large extent on the recollections of the artists.
6.3 Le Chant du Rossignol

Le Chant du RossigmolSong of the Nightinggdeesents a number of firsts:
oBal anchineds first creation after he | ef
Diaghilev and his first project wi,)it I gor
was al so Balanchineds first full l engt h b
ballerina. (Markova 1972) In 1995 Markova recreated her role on video for the Interpreters
Archive of the George Balanchine Foundation. The video, ehlitiedarkova Recreating
Excepts from Le Chant du Rosgignele s a over bal anal ysi s, n
seasoned advice as to their technical execution and projection of their movement qualities),
but o f the motivati ons 985¢elh)iUsing this prelectsag @ ps é 6
starting pointHodson and Archereconstruad the entire ballet for the Grand Ballet de
Monte Carlo. The filnkour Emperors and a Nightetgile their process and gives many
important details about the original pagiin from 1925. This section will look at those
aspects that were influenced by Bgaldgaschi ne
well as his own choreography and put it in context with other, less documented works. The
memoirs of the danegive a more complete picture of what the dancers and witnesses
experienced e rehearsing and performing this ballet, especially when examined in

conjunction with other sources.

The score tde Chant du Rossigadlbeen written by Stravinsky arst 8taged as

an opera in 1914. Buckle said that Balanchine was already familiar with the music since he
ohad played a small role in the complete
the ballet version was nBuckle 1IOB®4) The scdreewad or t
very difficult, and no one except Stravinsky was able to play it for rehearsal, so he made a
copy for the pianolas to be used during rehearsals. (Markova 1993) The original sets had
been destroyed in World War | so newlsatisto be made when the music was staged as a
ballet in 1920. Choreographed by Massine, the ballet was not successful and was dropped
after only a few performances, partially because it was overloaded with the sets and
costumes, but primarily because he ¢tt@oreographed against the music, making the
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audience think that the dancers had been
2002 45) While rehoreographing the ballet, Balanchine got rid of many of the sets and
props that had burdened the Massne oduct i on. Hodson descri
fascinating study @& a | a n adsthatics Bexzause he cleans deck and gets rid of a lot of
det ai | in the props and costumes add str
Danilova also said that streamiinthe movements of ballet was one of the qualities
Balanchine brought to the dance. It would seem that in this ballet he began to work on this
element, which, like in many other works was progressing towards what later became the

important elements hiswork.

Boris Kochno said that Diaghilev gave Balanchine this project to try out his skills as a
choreographer. (Kochno 19%P) Doubrovska recalled Bal anc

with Diaghilev about the ballet:

Then he sai d t oar@yukanowansiciscewell. Ihive & Hadletl he
Rossignoy Stravinsky. Two people have tried it already, but it was not very successful and

itds in the cellar now, al | the costumes a
wantto see howyauan do it . ¢
So Balanchine said: oAl I rightoé and Di

Stravinskyds music?déd And Bal anchine answer
1975)

Balanchine himself recalled that Diaghilev asked how quickly he boald e o gr ap h:
said 6Can you do it very fast?06 | sai d 0o
youdre young you do anything. So | grabbe
(Gruen 1972280)

Balanchine admitted that at the time&h@wvledge of the arts did not extend beyond

dance and musi c. He recal | edLeCbantldeRos$signolst vy
Mati sse was there. | di dnodt ekameswofthelpeopld he h
or the wonderful paiats.® | was absolutely stupid. I ne:

(Gruen 1975280) His youth and lack of experience when choreographing caused
Balanchine to sometimes be caught between the older, more experienced collaborators. In
archival footage, he gbf being caught between Stravinsky and Diaghilev, both insisting on

a different tempo for the mas{Bank and Van Schaik 2004)
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The role of the Nightingale was choreographed on 14 year old Alicia Markova. An
English girl who spoke neither Russian nendfr, she was a student of the Russian
ballerina Serafina Astafieva in London and had been performing professionally since she was
a very young <chil d, being bill edl9842) oLi tt
Diaghilev discovered her when stesten years old, and she recalled that he was so
impressed with her that he wanted to include her in the Prologu§lekttiag Prinasske
Fairy Dewdrop, the smallest fairy with a variation choreographed for her by Nijinska. She
unfortunately beoae too ill to perform. (Markova 198@) Markova said that Diaghilev
kept up on her progress and eventually had her audition for him and Nijinska, at which time
she was tol d s heasamemlserof tbe Bhllets Russessni thte édeweYear
of1 25, andéwould be able to | ive,ld)iBéecauset he N
of Nijinskads sudden departure from the c
this time for Balanchine, speci flwasanmal 'y f or
and wasloing anything he asked me to do. | was doing 16 fouettés 32 fouettés, double turns
i n the air, al | kinds of things. o6 (Markov
movements. (Markovi®8615) and o061 anding on her tummy .
air. o (Jeols)ephheod&scription of o0landing on

Catodos slide on the f lLaGhattea't her final exit

Doubrovska recalled that Markoveswaa 0t i Dopbrogskall98214) and (

Geva said that when the ballet was choreog
all in long white tights from top to bottom, sitting in a cage. She was very awkward at the
time. Shewas alllegsandatms,r r i bl 'y ski nny. I al ways wonc
arossigngl she looked more like some sort of chick tteblrme n pl ucked. 6 ( G
Her extreme youth itself presented its own difficulties, but Markova remembered that she
got on well wih Balanchine, since he himself was also very young, twenty, at the time. She
said that ol think being very young | foun
said that she began to cry at her first rehearsal because she was unable to uederstand th
music and was sure that she would be sent home. At that point Stravinsky himself was put in
charge of her Hnus ookl medadGhauwea st o Ot i ¢t dbee
he said, 6Dondt worry. N onwnusicfby earoyou Willemevern by
have any more worrieséd Stravinsky said vy

counting. 6 (Markova 1972) Markova also rec
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Markova only spoke English when she arrivdteatdampany, and all calls were posted in
Russian, Danilova wrote her name in Russian for her so she would know when she was up.
(Geva 1979 ani | ova al so r e c adoptedldtle AlibiecaMarkavdGandr g e ¢
for her sixteenth birthday we took loait to dinner, orded her first glass of champagne,

and gave her her first ,bHdtst)l eMacfk opar fsuamal.

Danil ova ébecame | i ke an el der Ssi ster t o m
then,assheremain® t hi s day, one of myl9dearest fri
Mar kovads rol e i n t he ball et was one a

witnesses refer to movements she made during her solos when recalling the ballet Markova
recall ed her wae®l @ean o0Rod atgunolr ol e, a | itt
partneringéthe action of the ballet wasnot
there was the marvelous pas de deux ,bet wee
91) The video @ng of Markova reconstructing the solo showed some of the steps of the

Ni ghtingal eds sol o:

The Nightingale 0O0singsdé with fluttering
Songbird Fairy), but with hands flat and angular arms, crossed in front of h8hehest.
delicately sails around in a front attitude, but with the working toe touching the opposite
hand. In the reverse of this turn, the knee is directed toward the floor, this time with the toe
reaching for the other hand, with the arm crooked backwardhevehoulder. The
Nightingale walks on pointe with knees and insteps forward. Her dainty buhgggimgl
crouches would strain the thighs of any damdérthese turned in positions were
c hal | gRegnblds d3938)

Mar kova recalled how difficult it was
would have my classes with Cecchetti and he would be instilling me to turn out, and then |
would have to come in the evenings with Balanchine, and all these wonderfuhmgslern
he waggii ng me, al | turned i n. I found that rz¢
(Drummond 199725062 5 1) She recalled that he Oopen:
learning the classical traditi@h e sai d oOowhat f awas rather tiked me
mathematicst] appealed to the mind. The way it e
ORossignol wa s filled with i nventi on t hai
subsequent choreographers have stolen them from George. Georglevéons
hi msel f. 6 ,OMa3r iGewaa B9 1d -tHgéedhgymsast iac oht
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ball et and i1t would seem that Bal anchineds
and silent cinemas in St. Petersburg helped shape the @idnedglandarins and other

court figures. (Hodson and Archer 1999/200p Pet i pads i nfluence w;:
this ballet. Danilova said that he adapted the entrance of the ShadBayadéi@ the

procession of the court ladies when theyghbthat the Emperor had died. (Hodson and

Archer 1999/20009) While Balanchine gave his tribute to his classical past in these
movements, Markova emphasized that the movements were not classical. (Reynolds 1995
18) Danilova also mentioned another imorrirom this ballet, one that could be seen in

the Nightingaleds solo: oBalanchine introd

thenopenagamo one had ever seen73)hat before. o6 (

Mar kovads ori gi nal igticalyy tbaaomiul, itvshewednhow onl
different the Ballets Russes productions were in comparison to those in Russia where the

academic rules were still very much in place. She recalled that her costume was

all over white silk tights, with large diamondebetsecon my ankles, and my arms,
my wrists, and with a little white chiffon bonnet rimmed with white osprey. It was all very
modern, something to do with the Chinese legend of white being associated with
deat héThat was perf ect e rfobody hadhaay ofjextionsdo ao p e n i
female appearing -@tage in abbver tights. But two years later, for the London premiére at
Princeds Theater, suddenly the manager was
time it wasnodt epdrhmittétTdhdhtt avaasp pwhaem |hiek ( Mat
white chiffon trousers to go over the tights, studded with rhinestone, and this little tunic that
went over that also to make me decent. But today, to think about these things! It was very
strange. (Bummond 19972251)

Both Geva and Danilova danced the role of the Ladies in Waiting. Geva described
t hat role as having been orather cumber so
what not . 6DgrGelvayv d 9s7&6i)d o0l daséwd hadthe c.
certain procession. Then we lie on the floor in certain way, prostrated. Then they brought in
t he cage w(Danhovatl®d7897%Hodsdn. sdid that Danilova and the other
principal dancers of the Ballets Russes, Doubrovkkaa\and de Valois, were displeased
t hat Mar kova had been cast I n the role of
embedded pas de quatrehe female corps, calling these daneersd e ar i ngl vy, ot t
(Hodson and Archer 1999/20®)
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The role of Death was alternated by Doubrovska and Sokolova. (Reynolb®) 1995
Hodson explaedt h at OMassine made the original r
inherited for his own choreography. Once the chance came, however, Balanchine cast long
| i mbed Doubrovska as Death and Yembodiedded t

what later became dwwn as the Balanchimancer She recalled her first meeting with

Di aghil ev: oBefore | danced for him, he | «
parts. o6 | sai d, 6no. I am a cl assical dan
solost i n classical parts...® My graduati on
and the | ast part | had doneDoubrovsii9822-i a bef

3) For Balanchine, however, she had many qualities he admired: lomg legtgnision,
and pure classicism, qualities essential to what he considered the ideal ballerina.
(Huckenpahler 198388)

Li ke the Nightingal e, Deathdés costume s
Maryinsky, and his leaning towards costuraef¢led the body and allowed the audience to
see the movement. Mati sseds costume for l
demonic shade of red, with face painted to match, over which Matisse personally traced
skel et al | i ne s, 388)Dpubrovekia said it avds loree rof the €r&t 8mes she
wore just tights, no tut(@lracy and De Lano 198®) She wore a necklace of skulls around
her neck, an instrument eventually used by the Nightingale to entrap and defeat her.

In the final scene of thaltet, Death came to take the Emperor away and his plan is
thwarted only by the Nightingalélhe role of Death was inspired by military salutes,
consisting of high kicks and arm movements, movements which complimented
Doubrovskads taHbdbodysand tbag o6Pgat hds s
and her ambiguous sexuality belong to the archetypal femme fatale of the 1920s and Geva
said this sort of Balanchine woman owed something tS8albeéof his mentor, the
iconoclastic choreographer tasGol ei zovsky. 6 (Hods®nhShand Ar
continued, 0 T pas ddeuislmtkedrihe eritics. fAndté hevinson recoiled as
Death Oput her foot on the spine of the f
what he deemed a nelassicism in this Balanchine d@einfoed®,2 June 1925) . 0
and Archer 1999/2000)
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Balanchine himself danced the role of the Mechanical Nightingale. In this dance,
Hodson said Balanchine made fun of his ayade past. In one performance, las w
forced to dance the role of the real Nightingale, once again demonstrating his ability for
comical character roles (although thewedenot meant to be funny). Diaghilev never let a
performance be catliegl, and one night Markova was ill, and siece ttas no understudy
for the role, Balanchine was fart® do it1t (Geva 197PKochno described his costume in
detail:

Having, with considerable difficulty, g
costume, Balanchine dreamed up for himself what he believed to be the makeup for a fairy
character in the Chinetbmater but was, i n act ualfacetwjtha a c | o
thick layer of white grease paint and, in order to look like a bird, completed his mask with a
storkods beak.

His entrance onstage was greeted by a stunned silence that gave way to shouts of
laughter throughout thteeatey and, finally, to tnderous applause; people supposed they
were witnessing a comedy number. But they were soon disappointed, for Balanchine was so
paralyzed by the audienceds response that |
to improvise a single step.

For subesquent programs that seasio@,Chant du Rossigmasl prudently struck

from the announcements. (Kochno 1940)

When he appeared on stage the people started to laugh and he froze. Having forgotten the
choreography, he began to improvise, making it almost impossible for Death to react in the
final scene. Danilova said he was eating and drinking, which Markova pawver ttat

everyone was laughing to tears, even Diaghilev. The princess of Monte Carlo liked it so
much that she wanted to see it performed by Balanchine again. (Danitaed 9)&&/a

said 0so George put o n.Swwherthemetgéedghe busstirdon d g o
some | ight fantastic dance trying to remenm
danceonpoints o it was quite different. He di dno
| aughed hi msel f si c k1991 £ Dodbrodskatreeadled that thithatn c e .
same performance she was for some reason wearing the wrong dress, making it hard to kill
the Nightingale. She did not recall if she actually managed to Kill it in the performance or not.
(Doubrovska 1976)

Hodsonh so described this as 0a very ecl ect
Petipa and the Meyerhold Russian Construdheistey all kinds of things are brought in
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with the gener al aest heB)iShe deseribgs exadthelrow . 6

Balanchine utilized what he had learned:

Vsevelod Meyerhold presented an ayamtte production at the Maryin3keater
in 1918. Meyerhold seated singers on benches and surrounded them with dancers,
emphasizing the horizontal axis of the stage. Weréaliz t was pr asedb!| y Me\
scene h at showed Balanchine how to exploit t
Mati sseds d®cor . Ball et designers wusually
use of the diagonals. But Matissehmithrone and dais at the top, dead center, establishing
two polarized points of reference, the Emperor upstage and the public downstage.
Balanchine devised his dances as a double mirror image, reversing movements on either side
of the perpendicular ardidressing it to both the fictional audience, the Emperor, and the
real ones beyond the footlights. (Hodson and Archer 199982000

It is interesting to consider that this was the first time that Balanchine worked with platforms
as sets for a ballet the choreographed himself. He had seen the work of Meyerhold and
also sa that Goleizovsky was one of his biggest early influences. Goleizovsky used
platforms extensively in his ballets, most notably in the Joségih the BeaatiiThe
Afternoon afFaunThat Balanchine had not yet used a platform in one of his ballets could
have been due to a lack of interest in building them, but, bearing in mind that the costumes
were even handmade, | think that lack of funding for anything such as sets in his
performances St. Petersburg @&@so dikely reason. In addition, many of his dances were
performed in small nightclubs and on various stages in St. Petersburg as shorgen number
variety shows, making it impossible to have any sort of stage dedtirtganst what was
providedby the facilities where the performances took. ptaaddition, it would have been
unrealistic to bring sets along on the tour of the Soviet Dancers. Whatever the reason for the
lack of sets, the fact that Balanchine did ndt wibh sets at an early stage probably enabled

him to develop in a different direction, namely that he began to use the bodies of the dancers
to build different levels, asikoneral Maigdomething that he expanded updra Chatte.

6.4 Barabau

AlthoughBarabalalso choreographed in 1925, was well received by the public, there
I's |ittle information available about it
danced ilBarabad. ( Geva 1976) Kochno said tfromt i s v
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the repertory because of oproduction diff
(Kochno 19702 3 3) Sokol ova descr i be dlooking eittrensais 0 a
black bowler hats and gloves who popped up from behind a fence and sang a deadpan
commentary on the ,2Z2®tion. o6 (Sokolova 1989

Vaughan described the scenasio

éa ki mhtefmporary commedia dell darte pi €
Woizikowski) outwits a troop of rapacious soldiers, led by Lifar, who are billeted on his farm,
by playing dead. There were also flirtatious episodes between the military and the women of
the village, with the danseurs disguised with false noses and padded posteriors, performing
the grotesque antics devised by Balanchine and generally entering into the spirit of this
vulgar, knockabout farce with appropriate gusto. (Vaugha63)979

Kochho described this work as oballet wit|
commissioned Italian composer Vittorio Rieti to write specifically for a ballet. (Kochno 1970
230) Geva recalled that the balnethingabwats bas
ruining a vegetable gardenéand ol d song ar
they ruined your vegetable gaidenh a t are you going to do?¢
Diaghilev presented to George ond hmisgltad H e
(Geva 1976Barabawas created especially with Efarn  mi n d . He Basahgud t h a
Balanchine becanmayc h or e o g Litap1982r25) Gevd recalled that the dance
contained no solo for the women, since it was done for Lhiaplayed a soldier. She said
that they wore boots instead of pointe shoc
looked like a dancing Charlie Chaptinvas very funny. George invented all sorts of
incredible things, idiotic ones. The audiem@er ed, j ust roait9%6 t hr ouc

Danilova also recalled her rolBarabgu s ayi ng it owas the fi
did for Diaghilev. It was one on the Italian song. It was funny. We all been padded with
bosoms and derriéres. The choir stood behind the wooden fence. Maybe twelve, sixteen
people in funny hats. And they begsg and we be dancing. Diaghilev did it, | think, as a
little bit of a tribute to Monte Carl o. It
and De Lano 19825)

145



Sokol ova described t hat Woi zi kows ki W ¢
moustaches, eating imaginary spaghetti, swilling it down with Chianti straight from the flask,
doing amazing tricks and dancing,283%40f op of
Sokol ovads performance in thi sasmobarignallwas al
created on her, but Tatiana Chami ®,2408s not

Sokolova recalled:

It was not long before | took over the role. | realized | must do something to make it
a success. The costume was a blodsskat) red stockings, black boots and an upturned
straw hat. | got a switch of false hair and pinned it on top of my head, then planted the hat
on top of that. Next | stuck a piece of wax on the end of my nose, raised my eyebrows and
reddened my loweplionly. | was rewarded by a burst of spontaneous laughter as | came
onto the stagthe first time that such a thing had happened to me, and it was a wonderful
experience. (Sokolova 198%0)

Little was written in detail about the choreography of thes, ladthough the dancers recall
that it was inventive. Its chief elements seem to have been the costumes and the comedy of
the ballet.

In 1930, when Balanchine spent one season working at the Royal Danish Ballet, he
set this ballet on the company. UbalPl sen recall ed that it oOwas
audience. It was an amusing, grotesque little ballet. We liked it because it remibded us of
Sylphidesxd some of Bournonville, but the audience wanted to see another kind of ballet.
The criticswr ot e terri ble things, a,Mme) Shetdid o s t a
elaborate on what parts reminded her of the Romantic ballet.

6.5 La Pastorale

Premiering in London in 1926a Pastoraleas not as successfullas Chant du
Rossignbbwever, it was often mentioned in memoirs. Doubrovska said that Diaghilev was
astoni shed at how wel | Bal anchine had acc
anot her ball et , ot hi s Doubrevskal®82 4) Bromu faastools s k a @
the accounts, its primary importance was how Balanchine worked with Doubrovska, a
dancer whose body typified what would | ate
accounts deal primarily with her performance.
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The scenario written in twelve scenesanig Bochno told the following story:

éeit dealt with a telegraph boy (Lifar)
day. Tossing his deliveries aside, he whiles away an afternoon enjoying the pleasures of the
countryside. To his surprise a film clbeaaks in on the peace of the meadow. The Star

(Doubrovska) is an alluring woman, qguite
experience. Together they dance a novel du
and the star enjoyinghermow over him. At |l ength the boyo

villagers, who demand their mail. The film troupe leaves, and the boy returns to his peasant
love (Danilova and Gevergeva, alternately). (Huckenpah|&89983

Kochno, who wrote the scena o f or the ballet, admi t -
confused, and the plot, based on antic situations that arise between some screen actors and
villagers acting as extras in a film being shot outdoors, was incomprehensible to the
audience. 0 Hsepiatded emda ntyh ata popdye i nspi rati ons
choreography |l acked,288)stTarcdoydocKdtcama ®L N

by Geva, but Danilova took over the role when Geva left the company.

Sokol ova al so said t hat t his ball et |
0Doubr ov sglise ofiatilm stdr @nlike any seen beforsirce wearing a short,
fringed skirt and a long velvet train, extending her elegant white legs, pointing her lovely
arched feet, being followed about by a silly little camera on a tripod and interrupted by Lifar
riding a bic&ld8.)0 Dbk wlvekka B9 so raedcal | ed
throw everyone the | etters. ochdqredgraphyfootiviss k a 1
piece demonstrated that early on Balanchine loved to choreograph on tall women. She said
oit was a perfect role for Doubr oihsugla beca
very beautiful, she looked different from everybledy @most freakish. And Balanchine, in
his choreography for her, used to exaggerate her uniquenessn {lateProdigal Soa
made her into the Siren who devours the young man and had her wear a very high hat to
make her appear lova u1¥a79)tltaid interesling do cqmpaaen the
description of Doubrovska with that of Bal
legs and arms, Balanchine made use of her strengths in the choreoyfalsey ridte
creating large jumps andowvements which accentuated her size, lengthening the
movements. When Danilodascribedhat in the classical dance of the Imp&halates
the movements were hindered by stapphe leg atinety degreeshe als@utomatically
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impliedt h at |l egs that go over ninety are no |
By using theléveloppésver ninety degrees, Balanchine not only changed the line of the
dancer, but her movement dynamics as well, the movements becoming Idreyer as t
become larger. It is also important to note that it is unlikely that Balanchine could have
created this role on another dancer at the time, since most of the other dancers were shorter

with less extension.

Buckle said that Diaghilev likeal Pastoradéad kept it in the repertory until 1929,
despite the bad reviedws received in England. Since he could not read English at the time,
Bal anchine was not troubled by the bad r e\
(fool 6s) p aroardat theetigndéhd landuagé laslouldk have committed suicide.
But | can judge for myself. I f 1 ,83@)6t | i k
The ballet was criticized for its lack of classicism and for the use of steps that appeared to be
agobatic and to have been taken from the music hall. The criticism gave another clue to how
this ballet was an extension of Balanchine
moves showed the influence of Biomechanics and as well as the iKEK®@rdisting that
the ballet was criticized for these aspects, since the Ballets Russes had created other
successful works which combined the high and lotfartgears. However, the criticism
seemed to be justified because the piece simply wasyrgiad, and was not solely due to
the incorporation of popular culture.

The dance had several el ements that pre
t o Huckenpahl er, oclassicism was the base
movementseminiscent of the musical stage or athletic field. In the principablpag de
Doubrovska was given a series of développés, not to be performed in the ordinary manner,
but passed over the head of her partner as if to affirm her confident @glamour.
(Huckenpahlefi983 389) This description again indicated that extension was more to be
expected of modern ballet dancer s, a stark
at TheaterSchooll t f or eshadows one of Bfarinadionctb i ne 8 s
ballet.

The most important aspect b& Pastoralgas the introduction of a new step.
Doubr ov s k a theadagiafor bifaréndimé was mew and very difficult. Lifar turns
me by the knee while | am standing on one foot with miylethe very high arabesque. It
Is the same movemehat you see noim Serengdmly more difficult because now there is
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5. Felia Doubrovska iha Pastoralen 1926

a long tutu, and iha Pastoralehave a very short dress so the audience sees the whole
movement . 6 ( Tr ac¢42) Roobdovskaenlsorecalled that®h8 &ep was very

di fficult since she ohad to uphold my body
the time this ma& was considered o0l®®Y Doalgovséa fdltDa n i |
privileged to be used so often by Balanchi
gui nea pig. 0 [(3%2uHekflexbiitadidwedrher 1098 Bsed to create some

of Balachine most interesting early roles including Deathe irChant du Rossignol
Polyhymnia i\polloand the Siren ihhe Prodigal Sorlearning the new style, she said that
Balanchine would explain what she had to do, and that the technique woutd develo
naturally while creating new ballets. She insisted that when a dancer knows the classical
technique well enough, she can build on it. (Doubrovska 1975)
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