B dexabpe 2004 200a 8 [poHuHeeHe (lonnaHAus) omKpbinack 8bicmaska «Pabomas ¢ [aeunesbimy, 8
cocmas Komopol BKJ/II0YeHbl pabombl omeyecmseHHbIX U e8ponelicKux XyOOXHUKO08 U3 pocculicKux u
3apybexxHbix cobpaHull. HaszsaHue o4yeHb MOYHO OMPaXaem Xapakmep U cOCMag 3Kcno3uyuu. Asmope!
KOHYenyuu cmpemusuch He moJibKo Nokasams paboms! xy0oHUK08 06beduHeHuUA «Mup uckyccmsa»
u 3HameHUmMbIX «Pycckux ce3oHos» 8 [NMapuxe C.I1/[ls2unesa, Ho u npedcmasums e20 oKpyxeHue. [1o-
3momy omdesibHOU memoli 8bICMABKU CMasu Nopmpems| XyO0XHUKO8, KOMNO3UMOopos, Xxopeoepagos, ap-
mucmos, MeyeHamos. Cpedu HUX U cosepuieHHO Heu3secmHble nyb/iuKe, npexoe He 3KCNOHUPOBABLIU-
ecs pucyHKu u3 aabboma M.®.JlapuoHosa 1915 200a - spemeHu e2o cosmecmHoli pabomsi ¢ [seune-
sbiM 8 Lllseliyapuu. CeoeobpasHbie epaguyeckue 00KyMeHmbl U BOCNOMUHAHUS 8Mecme ¢ Ny6IuKy-
eMbIMU HUXe (h)paeMeHMamu 1apuoHoB8cKol KHuau o JlAeunese - euwje 00Ha OPU2UHA/IbHAA GBMOP-
cKas sepcus 06paza 3HaMeHUMo20 pyccKo2o umnpecapuo. 30ech, HeCOMHeHHO, NpuUCMpPacmHoe U om-
moeo 8080liHe UHMepecHoe caudemesIbCMB0 0 XU3HU [lszunesa e2o cospeMeHHUKA U 00H020 U3 6/1u-
Xalwux compyOHUKO8.

December 2004 saw the opening of a new exhibition in Groningen, Holland, “Working for Diaghilev”,
which brings together Russian and European works from foreign, as well as Russian art collections.
Aptly named, the exhibition not only showcases “World of Art” and Russian Seasons material, but also
sheds light on Diaghilev's entourage with portraits of artists, composers, choreographers, wealthy
patrons and performers. It includes sketches made by the artist Mikhail Larionov in 1915, the result
of working with Diaghilev in Switzerland, which have never previously been exhibited. Together with
Larionov's book on Diaghilev, these graphic memoirs create yet another original image of the eminent
Russian impresario. This account of Diaghilev's life by one of his closest colleagues is all the more
interesting for its obviously personal bias.

He 6bin0 yenoseka, komopozo JlapuoHos
mak abun u yeaxan, Kaxk [seunesa. Bero
JKU3Hb U nocJie e2o0 cMepmu.

M3 Heony6nMKOBaHHbIX pyKonucen
1
Muxauna JlapuoHoBa

9Ty tpa3y JlapnoHoB ans GonbLien go-
KyMeHTanbHON ybeautenbHocTM nu-

can o cebe oT TpeTbero nnua. Kaxyuieeca
HEMHOr0 HauBHbIM MpU3HaHWe, BNpoYeM,
TaK 1 He onyb6iMKOBaHHOe U OCTaBlLeecs
«ans ce6a», Kak 1 MHorVe Apyrue 3aMeTKu
o [larunese, onpeaenstot cBoeobpasme oT-
HoweHn JlaproHOBa K 3HaMEHUTOMY pyc-
cKoMy uMnpecapwo. OHu Kak 6bl BKNloYa-
toT B cebA ABa 3Tana - AO W... Nocne cMep-

14 HAWW NYBNUKALNHK

™ [arunesa. PeabHblil Nepmoa 0XBaTbl- M.®.IAPMOHOB »

Ban 15 ner (1914-1929) coBmecTHo pa-
60Tbl ans «Pycckux Ganetos», BUPTyasb-
HbI = anuncs Ao cmMeptu camoro Jlapmo-
HoBa. OH OTMeyeH MHOXeCTBOM (Tpu or-
POMHble KOpOOKW pyKomucel, 3aMeToK U
PVUCYHKOB) NWTEpaTypHbIX U M306pasu-
TeJIbHbIX BOCMOMMUHAHWI 0 [larnnese n ero
aHTpenpuse.

«OpHa 13 caMbIx NepBbIX 3aMETOK 0
Cepree lNaBnoBuye [larnnese nossuBLLas-
cs B cOopHMKe, NocBALeHHOM namaTty [,
n3aaHHoM «Revue Musical»? 6bina MHOM
HanucaHa He3ajo/iro rnocje CMepTy €ro.
<..> HauuHas c atoro BpemeHu, s npo6o-
BaJ/l 3aMucbiBaTb BCe, YTO OCTANOCh B Ma-
MATU Moel o [larunese un 6anete. Ho Mou
nucaHvA Aenanvucb MefneHHo. A He npu-
BblK K paboTe CHUCTEMaTUYeCKON, UCKIO-
yas Teatp. <..> MouMm nepBbIM }xenaHvem
Obl0 Hanucatb KHUry o Aarunese. Llenb
KHWUMM Obina ocTaBuTb 0 [ArunesBe Kak
MOXHO Gonee AcHble MpeACTaBNeHNA KaK
0 YeNOBEeKe, CbirpaBLUEM KpYMHYIO posb B
C03/aHNM Aena, Ha3BaHHOTO 3a rpaHuLen
«Pycckum Ganetom». [larunes Kak yeno-
BeK A0/MKeH Obll BXOAWUTb CHOAA TONbKO B
CBA3M C ero genoM. 3ajaya - 06bACHUTb
co34aHue, Xo4 v pa3sutue Pycckoro 6ane-
Ta, pyKoBoauMoro [iarunesbimy.

B »u3Hu JlapnoHoBa 1 B onpeaene-
HUW nyTen ero UcKyccrea [arunes Tpux-
Abl Cbirpan cBoeobpasHylo posib «BepLiu-
TenA cyAbOb». XpoHMKa 3TWX cOBbITUI
TWwaTenbHO 3aMKCMpOBaHa CaMUM Xy-
AoxHukoM. CornacHo ero Bepcuu, nepeoe

Mpoguns C.I[1Aszunesa
1915-1916

Juct us anbboma
Bbymara, rpapuTHbIN
KapaHaal. 42x26,5

Mikhail LARIONOV »
Profile portrait of
Sergei Diaghilev
1915-1916

A sheet from the album,
lead pencil on paper
42 by 26.5 cm

M.®.NAPUOHOB
[Jazunes c ysemkom
1915-1916.

JNner ns anbboma
Bymara, rpadguTHbIN
KapaHaaw. 35x26,2
rTr

Mikhail LARIONOV
Sergei Diaghilev

with a Flower
1915-1916.

A sheet from the album,
lead pencil on paper
35 by 26.2 cm

State Tretyakov gallery

“No man was as well-loved and respected
by Larionov than Diaghilev: both through-
out his life, and after his death.”'

From an unpublished manuscript of Mikhail Larionov

riting of himself in the third person,

Mikhail Larionov makes this some-
what innocent admission all the more con-
vincing. Like many of his other notes on
Diaghilev, this was never published, yet
serves fo clarify the particular nature of
Larionov's attitude towards the famous
impresario. The “real” relationship between
Diaghilev and Larionov spanned 15 years.
Between 1914 and 1929, the two worked
together on the “Ballets Russes”; this peri-
od was followed by the “virtual” relation-
ship which Larionov maintained with
Diaghilev after the latter's death, constant-
ly remembering him in notes, drawings and
manuscripts - three enormous cases in all!
This latter relationship lasted until the
painter's own death.

“Among the very first notes on
Diaghilev to appear in the collection pub-
lished in his memory by the Revue
Musicale* was one written by me shortly
after his death... From that time onwards, |
attempted to record everything | could
remember about Diaghilev and ballet,”
wrote Larionov.

On three occasions, Sergei Diaghilev
could be said to have played a decisive
role in Larionov's destiny: all three are
well documented by the artist. According
fo Larionov, the two first met at a modern
architecture exhibition in 1903. In 1906,
Diaghilev invited him to take part in a
grandiose Russian art exhibition in Paris.
Decades later, he recalls receiving the
impresario's letter with equal excitement
and jubilation: “The iron bolt clacked
against the gate, and the postman called:
'Letter for you, sir!'.. The letter came fly-
ing through the air, swaying slightly, and
fell onto the wet grass by the board... It
was from Diaghilev. He was inviting me fo
participate in the Paris exhibition and
wanted me to come to Moscow so that he
could look at my work. | had not been
planning to return to Moscow for a good
two months, yet the very next day | decid-
ed fo pack up all my paintings and leave,
abandoning my dear Tiraspol, my grand-
mother's garden and the wonderful south-
ern sun.”

1 -
Bce pykonucHbie TekcTbl M.JlapnoHosa o C[larunese xpanatca B Otaene pykonwceii focyaaper-
BeHHol TpeTbAKoBcKoii ranepen (¢b. 180). B sanbHeliiem Bce UUTUpPyeMble TEKCTbI U3 3TOMO apXu-
Ba NpuBOAATCA Ge3 cneynanbHbIX CCbIIOK. TekcTbl AaHbl C COXpaHeHNWeM aBTOPCKOro CTUNA.

2 La Revue Musicale. Les Ballefs de Serge Diaghilew. Paris, 1930, Décembre.

! All Mikhail Larionov's manuscripts on Diaghilev are kept in the State Tretyakov Gallery Manuscripts
Department (Archive no. 180). All texts from this archive are subsequently quoted without further
reference. The author's original style is preserved in the quotations.

2 3 Revue Musicale. Les Ballets de Serge Diaghilew”. Paris, December 1930.
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In 1914, again thanks to Diaghiley,
Larionov refurned to Paris - this time with
Goncharova, to work on the premiere of
“Le Coq d'Or” (The Golden Cockerel).?

The success of this production
aroused significant inferest in Larionov
and Goncharova's Rayonist exhibition in
the Galerie Paul Guillaume.* In his mem-
oirs, written around the time of the debate
concerning the emergence of abstract art,
Larionov claims to have discussed figur-
ative art and Rayonism with Diaghilev in
1903°. The impresario's fame and author-
ity ensured that Larionov was seen as one
of the earliest and greatest figures in
abstract art.

Following the triumph of “Le Coq
d'Or”, still unaware of Larionov's talent for
theatre work, Diaghilev was eager to
engage Natalia Goncharova. She, on the
other hand, ignored his telegrams until he
added the words: “Larionov will accomp-
any you, of course.” In 1915, at Diaghilev's
invitation, the artists left Russia for a third
time: this time, for good. Travelling via
Paris, they reached Ouchy in Switzerland,

16 TPETbAKOBCKAS TANEPES

where Diaghilev was already hard at work
with Bakst, Grigoriev, Massine® and a num-
ber of ballet-dancers. The newly-arrived
artists threw themselves not only info cos-
tume and stage design, but into the entire
process of preparing the new ballet reper-
toire. As at the outset of the “Ballets Russ-
es”, the whole group was involved in com-

M.®.JIAPMOHOB
C.IMseunes

Maket 06n10%KM Ans
KHuru o CAsrunese

Mikhail LARIONOV
Sergei Diaghilev
Cover design for book
on Diaghilev

M.®.JIAPUOHOB »
/Jsazunes c cobakoli
1915-1916

JNluet us anbboma
Bymara, rpadutHbI
KapaHpaw. 42x26,5

Mikhail LARIONOV »
Sergei Diaghilev

with a Dog
1915-1916

A sheet from the album,
lead pencil on paper
42 by 26.5 cm

M.®.JIAPMOHOB »
lonosa C.I1/seunesa
1930-e

Pennuka c paHHero
pu1CyHKa

Jlnet u3 anbboma
Bbymara, rpacuTHbIN
KapaHpaaw. 38,3x26,3.

Mikhail LARIONOV »
Portrait of Sergei
Diaghilev

1930s

Copy of an earlier
drawing.

A sheet from the album,
lead pencil on paper
383 by 26.3cm

3 Onepa-6anetr Ha My3biky H.A.Pumckoro-KopcakoBa, noctaHoBka M.M.®okuHa, odopmnenue
H.C.loruapogoii, npu yuactum M.® JlapuoHosa. «Les Ballets Russes de Diaghilev», «[pana-One-

pa», Mapwx.

4 «Exposition Natalie de Gontcharowa et Michel Larionow», Mapw, 1914. Mpeaucn. k kat. FAnon-

NNHepa.

5 o
Takoit pasroBop He Mor coctoATbeA B 1903 roay; nepsble GecnpeameTHble onbITbl JlaproHoBa
oTHocATeA K Havany 1910-x. OgHaKo, 4Tobbl AoKa3aTb CBO 6e3ycnoBHbI NpuopuTeT B 06nac-
Tn abCTpaKTHOI XnBoNUCK (Hanpumep, no oTHoweHuio K K.Manesudy u B.KaHanHckomy), xy-

JOXHUK NPUBOANT 04eHb paHHioto aaty - 1903.

3le Coq d'Or” (The Golden Cockerel) - an opera and ballet with music by Nikolai Rimsky-Kor-
sakov, produced by Mikhail Fokine, with sets and costumes by Goncharova and Larionov. “Les

Ballets Russes de Diaghilev”, the Paris Opera.

“ Goncharova and Larionov's exhibition was held in 1914 in the Galerie Paul Guillaume, in Paris.

The foreword to the catalogue was written by Guillaume Apollinaire.

s Larionov's first attempts at figurative painting dating from the beginning of the 1910s, this con-
versation could not have faken place in 1903. The early date is chosen in order to demonstrate
Larionov's prowess in the area of abstract art and his superiority over such painters as Malevich

and Kandinsky.

& Sergey Grigoriev (1883-1968). Dancer and producer of the “Ballets Russes”.
Leonid Massine (1895-1979). Dancer and choreographer. Worked for the “Ballets Russes”

between 1914 and 1921, and again between 1924 and 1928.
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3HakoMcTBo cocTosAnock B 1903 rogy Ha
BbICTaBKe COBPEMEHHOW apXUTEKTYpbl.
AB 1906 rogy [arunes npurnawaert Jla-
p1OHOBa y4yacTBOBATb B rPaHANO3HOM Bbl-
CTaBKe pyccKoro uckycctBa B [lapuxke.
JlnkoBaHue, oxsaTuBLiee JlapnoHoBa npu
MONy4YeHUUN JATUIEBCKOrO MUCbMa, He No-
MEpKII0 faxe CrycTA AecATunetus: «f yc-
Nbllan xnonaHune XenesHon pyyKkn o Ka-
JINTKY = W FON0C MOYTaNboHa: «naHuny, na-
Huy! Bam nucbmop. <...> [TncbMo yxe nete-
110, Kayanchb B BO3AYXeE, 1 YNaso Ha CbIpyto
TpaBy OKO0J10 AOCKMW... [larunes npurnawan
MeHA Ha BbicTaBKy B [Mapwx u npocun
npuexatb B MockBy, 4To6bl MOCMOTpeTb
Mou paboTbl. XoTa 370 6bino Gonblue, YeMm
3a ABa MecALa [0 TOro CPOKa, Kak A pe-
wun Bo3BpaLaTbca B MOCKBY 13 MUNOTO
moero Tupacnons, A Ha ClefyloWuii xe
AeHb pelnn BblexaTb CO BCEMU MOUMM
XMBONWCAMY, MOKUHYB BabylKuH cag v
YyAecHOe I0XHOe CONHLIe.

B 1914 ropy, BHoBb Gnarogaps [s-
runesy, JlapnoHoB BMecTe ¢ [oH4apoBoi
epfet B [lapuk B CBA3W C MOAFOTOBKOW
npembepbl «3onoToro netywka»®, «Mpu-
rnacutb [oH4apoBy [lAruneBy mocoBeTo-
Ban s», - nucan JlapuoHos. Bocxuiyerue
He MewaeT JlapuoHOBY BCTaBAATb B BOC-
MOMWHaHWA HebBonblive KOMMEeHTapuu,
noayepkusatolme ero - JlapuoHoBa -
ponb B pa3BUTUM AATMIEBCKOTO TeaTpasib-
Horo Aena.

Yenex «30n0Toro netywKka» Bo MHO-
rOM npejonpesenui UHTepec K OTKPbIB-
wewica B ranepee ona [Minoma BbicTaBKe
loHyapoBoit n JlapnoHosa®, rae dhpaHuys-
cKoi nybnuKke GblM NPOAEMOHCTPMPOBA-
Hbl JYYNCTCKNE MPOV3BEAEHNA XYAOKHMN-
KoB. Kaxercsa, MMeHHO Mo3TOMy B BOCMO-
MUHaHUsX, oTHocAwwmxes K 1903 roay, Jla-
PVOHOB MPUBOAMT Ananor c [larnnesbiM o
npupoge G6ecnpeaMeTHON XKUBOMUCU U O
nyunsme®. MoKasaTenbHo, YTO 3TM BOCMO-
MUHaHWA HanucaHbl B pasrap AUCKYyCCUU
0 nepBeHCTBe B 06/1aCTH OTKpbITUA abceT-
paKTHOro UCKyccTBa, U larnnesy cyxaeHo
CBOWM MMEHEM 1 He3blbneMbIM aBTOpUTE-
TOM yTBepAWTb Ge3yCcNoBHbIN MpUOpUTET
JlapuoHoBa B 3701 06nacTu.

Tpuymo, BbinaBwwuiA Ha gonto loHya-
poBOI1 Nocsie NpeMbepbl «30/10TOM0 MeTyLU-
Ka», ybeaun [laruneBa B NiofoTBOPHOCTM
nocneayroLLero CoTpyaHMYyecTsa ¢ Hel (o
TeaTpasbHbIX TanaHTtax JlapuoHoBa oH ele
Huyero He 3Han). Ho go Tex nop, noka He
6bina fobasneHa dpasa: «Pasymeercs, Jla-
puoHoB eget ¢ Bamu» - [oHyapoBa npocto
UrHopvipoBana AAruiaeBcKve Tenerpammsi.
B 1915 ropy no ero npurnateHnto XyAox-
HVKW B TPETUI pas (y»e HaBCeraa) NoKuHy-
nvn Poceuio 1 yepes Mapux Hanpasuamch B
Lliseiuapuio. Tam B HebBonbllOM ropogke
Ywm yxe Haxoaunca [larunes ¢ coTpyaHU-

kamu - Jl.bakctom, C.IpuropbeBsbim, J1.Ms-
CMHBIM®, HECKONbKUMK BaneTHbIMM apTuc-
Tamu. ATMocdepa B Yium uapuna paboyas.
Mpuexaslve JlapvoHoB u [oH4YapoBa He
TO/IbKO 3aHANMCH 0OPMIEHNEM CMeKTaK-
Nei, HO U BKOYMAKCH B NOATOTOBKY HOBO-
ro 6aneTHoro peneptyapa. B yem-To nosto-
pAanacb mctopusa Havana «Pycckux Gane-
TOB» — COBMECTHO COMMHANUCH NNBPETTO,
obcyxpanach v Bblbypanacb MysblKa, X0-
peorpadus. TonbKo Tenepsb [larnnesa okpy-
anu HOBble LA, CMEHMBLUNE Jipy3eii ero
neTepOyprcKoi Molof0CTH, U OH B MOJHOM
Mepe CMOr OLeHUTb MX BO3MOXKHOCTU. Jla-
PYOHOB aKTMBHO MOTPY3U/CA B COYMHEHME
xopeorpatun. Crapble aAarunescKue co-
TpyaHuKK - J1.bakct, A.beHya - Takxe aaBa-
nmn 6anetmeiictepy M.®okuHy cosertbl, Jla-
PVOHOB )Xe HacTanBan Ha CoO6CTBEHHBIX X0~
peorpauyecKnx peLleHnsx, Kateropyuyec-
KV He cornawancb HK ¢ [larnneBbiM, HU C
MAcuHbIM.

Anb6oMbl 1 610KHOTBI JlapuoHoBa
3TOr0 NepuoAbl — OTPaXKeHne TBOPYECKON
atMocdepbl, LlapyBLIel B HEGONbLLOM KO-
neKTuBe. B HUX - 3cKM3bI AeKopaumii n bec-
KOHeuYHble HabpOCKM TaHLIOBLUMKOB B ABU-
XEHWW, NOPTPeTbl BCEX YYacTHUKOB pabo-
yeir rpynnbl - H.foHyaposon, U.CtpaBuH-
cKoro, J1.MacunHa, n vawe gpyrux - Aarune-
Ba. OcTpble rpoTecKHble U306paxeHns co-
3[aHbl Ha OAHOM AbIXaHUW 3HEPTUYHbIM
ABWXKEeHMeM KapaHngawa. 7o bnectAwme
XapaKTepUCTUKK, CKNafblBatoLMeca n3 He-
CKOJIbKMX Y3HaBaeMbIX 4epT. BHelwHocTb
[Jsrvnesa c HenponopLyoHanbHO 6oNbLIoN
rONI0BOW, €ro NoAYEPKHYTO apUCTOKpaTnye-
CKMe MaHepbl «pyccKoro 6apuHa», Tak pas-
ApaxaBLune Apy3el ero Monoaoctu, Jlapmo-
HOBa mpuBneKatoT. /13 yepT parvneBckoro
NIML@ OH M3BJIEKaeT BbIpasuTesbHbIA Npo-
¢nnb, CO 3HAMEHUTLIM MOHOKIEM U Fancry-
KoM-6aboukoi. Bnepsble HalgeHHbIN
31ecb 06pa3 XyA0XKHUK ByAeT MHOTOKpaTHO
MOBTOPATb, NPeBPaTVB B y3HaBaeMyto Mac-
Ky, C JNerkocTbio KOMupyeMmyl CrycTa
10-20-30 net nocne yxopa arunesa. Jla-
pyoHOB-xopeorpad 3aHAT MAEAMU CXOACT-
Ba MNACTUKM XKMUBOTHbIX U YENOBEKa, U B TA-
xenom nuue [larunesa emy yyautca Oynb-
A0Xbe 06nmybe. CrycTs MHOTO IeT OH 1306~

pasuT ero B 06pase orpomHoro Gynbzora B
OKpY*eHum cobak ¢ amuamu Macuxa, Ctpa-
BUHCKOrO, AHcepme’ 1 T4,

B «Bbaiike npo Jlucy»®, nepsble Ha-
BpOCKU K KOTOPOI OTHOCATCA KO BPEMEHM
npebbiBaHNA B Yiuu, AAruneBcKoe nuuo B
OyKBaNbHOM CMbIC/le MpeBpalLaeTcs B Ma-
CKy — ero y3HaBaeMblil 061MK obpetaer..
KoT, camblii cepbesHbiil 1 06CTOATENbHbIN
repoi CKasKu, MOCTOAHHO PYKOBOAALLMNA
LeNCcTBUAMU APYrUX NepCoHaXen.

Kaxertca, uyto yxe Toraa JlapuoHos
HauMHaeT 3afyMbiBaThCs 0 Oyayllen KHU-
re, POAMBLUENCS, MO €ro NpW3HaHuio, U3
«MaTepuana xopeorpauyecKoro apxvsa,
KoTopbIi A cTan cobupatb ¢ 1914 roaa,
KaK TO/IbKO BMIOTHYIO NMPUKOCHYNCA K 6a-
NIETY U Cepbe3HO UM 3avHTepecoBancay.

B anb6ome 1915 roaa JlapmoHoB
nsobpaxaet [larnnesa 1 B MONHbINA PocT B
Bblpa3nTebHbIX No3ax - [larunes c uBeT-
KoM, [laruneB, HaKNOHMBLIMIACA K coba-
Ke, = XYAOXHUK Aaxe 3anucbiBaeT Ha pu-
CYHKe C/ioBa PYCCKOW MecHW.. Y3HaBae-
myto durypy cuaswero Ha ctyne Jlarune-
Ba, HabsoAaloWwero 3a peneTmpyoLWwmMm
MACKHbBIM, OH NOMeLLaeT Ha 3aJiHeM NnaaHe
3CKM3a KOCTIoMa K «PyCCKUM cKaskam»’,

370 npaKTU4YecKn efMHCTBEHHble
n3obpaxeHusa [AruneBa, UCnonHeHHbIe
MOA HeMoCpeaCTBEHHbIM BreyaT/eHneM ot
obuleHna 1 HabnogeHna 3a HuM. MNocne
YiWm XyAOKHMK He AenaeT HUKaKuxX HaTyp-
HbIX MOPTPETHbIX 3apPMCOBOK, TONIbKO 130~
OpaxkeHne 6aneTHbIX MU3aHCLIEH.

B 1929 roapy JlapuoHoB odopmun
nocnesHU CrnekTakib ANA aHTpenpusbl
«Pycckuin 6aner CJlarunesa» - HoBylo
Bepcuio «Jluca» n B COTpyAHWMYecTBe C
CJlncdapem™ pabotan Hag ero xopeorpa-
¢duen. HeoxmpaHHaa cmeptb [arvnesa
3actana JlaproHoBa v loHuapoBy Ha Cpe-
AVN3eMHOMOPCKOM Mobepexbe, Hefaneko
oT MoHTe-Kapno, rae Ha npoTAXeHUN MHO-
rvx net Obina peneTMuMoHHan 6asa AAru-
nescKkoro 6aneta. lMoMyMo oLyLieHNsA ye-
NnoBeyecKon yTpatbl, AnA JlapnoHoBa yxoa
JAruneBa o3Hauan KoHeL, ero TeaTpasib-
HbIM 3KcnepumeHTam. Mocne cmeptn [a-
runesa JlapuoHoB odopmun Beero ABa Ha-
neta - «Ha Bopucdene» n «Mopt-Cang»''.

U Tpuropbes Cepreit Jleonnaosuy (1883-1968) - aptuct Ganera, pexwccep Tpynnbl «Pycckuin 6aner CLarunesa»; Macu Jleonna ®ego-
poeuy (1895-1979) - TaHL0BLMK, Xopeorpad, pabotan B Tpynne «Pycckui 6aner Clarunesa» 8 1914-1921 v 8 1924-1928.

7 Axcepme (Ansermet) Sprect (1883-1969) - weeruapckuit gupwxep v komnosutop. B 1915-1923 Gbin My3biKabHbIM pyKOBOAUTENIEM

Tpynnbi «Pycckwii 6anet Clarvnesar.

8 Banet Ha my3biKy U.®.CTpaBuHcKoro, noctaHoBKa b.HuxwuHcKo, odhopmneHne M.dJlapuorosa. «fpaHa-Onepay, Mapwx, 1922.

9 Xopeorpaduyeckas ctouta Ha My3biky A.KJIsgosa, noctaHoBka J1.9.MscuHa, odopmnerne M@ Jlapuorosa, H.C.loHuaposoir. «Les Bal-
lets Russes de Diaghilev», Can-Ce6actbsan-Mapux-Jlongon, 1916-1919.

10 Judapb Cepx (1905) - TaHUoBIWMK, Xopeorpad. B 1923-1929 - conuct B aHTpenpuse «Pyccknii 6anet CAarunesa», B 1929 - ocy-

LecTBMA NocTaHoBKy 6aneta «Jlue» («Le Renard»).

Onepa», Mapwx, 1932.

«Ha bopucdene» - Ganer Ha My3biky C.C.Mpokodbesa, nocraHoska CJludaps, ohopmneHve M.® J1apnoHosa, H.C.lonuyaposoit. «IpaHa-

«[opt-Cangy - 6anet Ha My3biKy K.KoHcTaHTiHOBa, nocTaHoBKa J1.Boiiunxoscekoro, oopmnerne M.® JlapuoHosa, H.C.lonuaposoii.
«Les Ballets de Leon Woizikowsky. European tour». Teatp «Konnseym», JlongoH, 1935.
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posing librettos, discussing and selecting
music and working on choreography. Yet
new faces had replaced the friends of
Diaghilev's Petersburg youth. Larionov
himself became engrossed in choreogra-
phy; Diaghilev's long-standing partners
Lev Bakst and Alexander Benois also
shared their ideas with ballet master
Mikhail Fokine. Yet Larionov always insist-
ed on his own choreography, disagreeing
vehem-ently with Diaghilev and Massine.
Filled with sketches of sets, swirling
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M.®.JIAPMOHOB
Jlseunes 3a
napmumypoti. 1940-e
Bymara, wapukosas
pyuKa, YepHuna,
rpaduTHbI KapaHaaLl
21x27

Mikhail LARIONOV
Sergei Diaghilev with
the Score. 1940s
Ball-point pen, ink,
lead pencil on paper
21 by 27 cm
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XoTa nx oTHOwWeHUA ¢ [ArunesbiM Gbian
JaneKko He WAMANWNYHBI, @ CMOpbl U Auc-
KycCuM1 NopoWi A0BOAUAN [0 Pa3pbiBOB, a
MHorga u Apak (06 3ToM OH MuLIEeT B BOC-
NMOMWHAHUAX), HO UMeHHo [Aarunes nos-
BONAN eMy BbIATW 3a paMKu cdepbl aes-
TeNbHOCTM XyLOXHMKa-gekopartopa. MHo-
rme mactepa aBaHrapga - K.Manesuu,
B.KananHckui, M.Waran - nbitanvck Kap-
AVHanbHO peopMUPOBaTb My3blKab-
HbIVi TeaTp, Ho JlapnoHoB, 6naroaaps nog-
Aepxke [larunesa, oKasancA egUHCTBEH-

HbIM XY/L0XXHVKOM, KOTOPOMY NOYTU B MOJI-
HOW Mepe yAanocb BOMIOTWTb B peasib-
HOCTb Ha 60/IbLLIOV CLeHe CBOM TeaTpasib-
Hble ugen. Mo cytn, npuHAB Ha cebA BClo
NPaKTUYECKYI CTOPOHY OCYLiecTBAeHUA
npoekToB, [larunes co3gan JlapnoHoBy
nieasnbHble YCNOBUA 1A OCYLLECTBEHUA
€r0 3KCMepVMEHTOB.

MoxeT 6bITb, ele 1 NO3TOMY Hayu-
Has c cepeauHbl 1930-x rogos JlapuoHoB
M0 HaCTOALLEMY OZEPXWM UAEeN KHUMM o
[lArnneBe, KHWUrKM, KoTopas He TONbKO
«BOCCTAHOBUT UCTUHHbIN 06MKY» reHuanb-
HOFO MMMpecapuo, HO U ...NOAYEPKHET C06-
CTBeHHylo ponb JlapuoHoBa B cTaHoBje-
HUK HoBOrO BaneTHoro TeaTpa.

MonbITKy Hanucatb KHury o arune-
Be JlapuoHOB MpeanpuHUMan HecKoNbKO
pas3. Mpexae Bcero JlapuoHoB NpuayMbiBa-
eT Ha3BaHuWe'?, 3aTeM UCMONHAET 0BN0KKY
c mopTpetoMm [lArunesa U MHOXeCTBO WA-
nocTpaumin. Ha 6enom none nncta cnoBHo
NpoCTynaloT U3BNeYeHHbIe 13 HeAp Mams-
TV napuoHoBckue pucyHkn 20- n 30-net-
Hen paBHocTv. KapaHaalu XyAoxHvKa Boc-
NpOV3BOAWT, BHOBb 11 BHOBb YTOYHSASA, MOP-
TpeTbl [lArnnesa n ero oKpyxeHus, ncnon-
HeHHble B 1915-1916 rogy B Ywu, co3ga-
BasA 06MaHUMBYIO WO3UI0 HATYpHbIX 3a-
puicoBok. [Topoii, cnepys 3a pasBopaumBa-
I0LLMMCA B XPOHOMOTMYECKOM MOPAAKE Mo~
BECTBOBAHMEM, XyAOXKHUK CTaBUT Ha nc-
Tax Aatbl. [lepepncoBaHHbIi, @ Horaa byK-
BaJIbHO KaJlbKNPOBaHHbIN PUCYHOK AaTui-
pyetcs no Mepe HeobxoammocTtn T0 1915,
10 1929 rogom. C paBHoW cTeneHblo JOCTO-
BEPHOCTU OH 1306paxaer cobbITuA, CBUAE-
TeneM Kotopbix Obii - BcTpeumn [arunesa ¢
MsacuHbIM, HyxunHekow, Jiudapem, - n cu-
AeTefneM KoTOpbiX He Obin - penetnumu
«®aBHa» Baunasom Hwkunckum™. Ona
MONHOWM A0CTOBEPHOCTYU UCMONb3YeTCA CTa-
pas Gymara, noxenTeBluan WAV HAaZOPBaH-
Has, C/I0OBHO OKa3aBLUAACA Cly4aiiHO noj,
pyKoW B peneTMLMOHHOM Knacce. XapakTep
MCMONHEHNA KOMMO3WULMIA TaKxe pasnu-
YeH. 3TO TO CMYTHbIE, CJIOBHO He NpOAB/EH-
Hbl€ 10 KOHLA KOHTYpbI, TO CKOPOMNMCh ne-
poM Ha LBeTHOi BGymaru, TO O4YeHb Tiya-
TeNbHble, UMUTKpYIOLWMe paboTy ¢ HaTypbl
KapaH/aLlHble 3ap1coBKU. VX croxeTbl Kak
6bl MHOTOKpaTHOoe 3xo pucyHKkoB 1915 ro-

dancers and portraits of the group mem-
bers - Goncharova, Stravinsky, Massine
and, above all, Diaghilev himself - Lari-
onov's albums of that period reflect the
atmosphere of intense creativity present in
the group. His swiftly-penned caricatures
built up around a few recognisable fea-
tures speak for themselves. The image of
Diaghilev with his disproportionately large
head, expressive profile, famous monocle
and bow tie was to be repeated time and
time again, fen, twenty and thirty years
after its model's death. Traced and re-
traced, it was to turn info a kind of mask.
The impresario's aristocratic manners of a
Russian gentleman, so irritating to the
friends of Diaghilev's youth, appealed to
Larionov. Preoccupied with comparisons
between animal and human mime, Lari-
onov distinguishes the features of a bull-
dog in Diaghilev's heavy physiognomy.
Many years later, he will portray him as an
enormous bulldog, surrounded by smaller
dogs with the faces of Massine, Stravinsky,
Ansermet” and others.

In Stravinsky's “Renard™, work on
which began in Ouchy, Diaghilev's face
indeed became a mask, lending its feat-
ures to the Cat - the fairytale's most seri-
ous and well-rounded character and one
always busy managing others.

Larionov's album of 1915 contains
some striking full-length drawings of
Diaghilev: Diaghilev with a flower,
Diaghilev stooping to stroke a dog. The
drawings are accompanied by words to a
Russian song. In the background of a cost-
ume sketch for the “Contes Russes”®, we
can also distinguish the familiar figure of
Diaghilev as he sits watching Massine
rehearse.

These are virtually the only sketches
of the impresario made in the process of
working with him. After Ouchy, Larionov
made no more portrait sketches, focusing
instead on mises-en-scéne.

In 1929, Larionov designed his last

12 JNapvoHoB npeanaraet usaatb KHury «[arunes. Ero aptuctu-
YecKas 1 4aCTHas XM3HBY aHIIMINCKOMY 6aneTHOMy KpUTUKY
ApHonbpy Xackento. OfHaKo, Kak usnaraer 3to cam Jlapuo-
HOB, XacKeN X0oTeN HanucaTh KHUTY CaM, BOCMO/b30BaBLINCH
JMLWb MaTepuanamm 1 KOHCynbTauMAMK XyAoKHMKa. Jlapuo-
HOBA 3T0 He YCTpamBano, 1 oH oTKasancs. CnycTa HekoTopoe
BpeMsi KHura 6bina HanvcaHa Xackenom ¢ nomolubto A.berya
n B.Hysens u Bbiwna 8 1935 roay B JloHgoHe noa npeano-
eHHbIM JlaproHoBbiM HaszBaHueM - «Diaghileff. His Artistic
and Private life», 4To o4eHb BO3MYTINO XyAOKHMKa.

HwxuHckuit Baunas ®omuy (1889-1950) - TaHUOBIUMK,
xopeorpad. B 1909-1913 - Beaywumit TaHuoBLmK, a B 1912~
1913 - Ganetmerictep aHTpenpusbl «Pycckuin 6aner C.As-
runesa». B 1912 rogy, koraa B.HwxuHcKui ctaBun v pene-
Tnposan «locnenonyaeHHbI 0TAbIX hasHa», JlaproHoBa B
aHTpenpuse [larunesa euje He 6bino.

1 Hysenb Banetep ®efoposuy (1871-1949) - apyr larunesa
CO cTyAeHYecKuX NeT. MpUHMMan akTUBHOe y4acTue B U3aa-
HUN XypHana «Mup NCKyCCTBa» U B TeaTpabHOM aHTpenpu-
3e [larunesa, B KOTOPOW WCMONHAN a[MUHUCTPATUBHbIE
byHKUMN.

Wwmeetca B Buay wypHan «Mup nckycctsa» (1898-1904) n
opraHn3oBaHHble C/lArunesbiM BbiCTaBKM - «BbicTaBKa aHr-
SINACKUX W HeMeuKkux aksapenuctos» (1897), «BbictaBKa
PYCCKMX U PUHNAHACKMX XyAOXKHUKOBY (1898), nepBble Bbl-
cTaBKy oGbeauHenns «Mup nckycerea» (1899-1903), Ucto-
PMKO-XYAOKECTBEHHAA BbICTABKa PYCCKMX MOpTpeToB B Tas-
puyeckom agopue (1905), BbicTaBKa pyccKoro UCKyccTBa Ha
OceHHeMm canoHe B Mapwxe (1906)

~

Ernest Ansermet (1883-1969). Swiss conductor and compos-
er. Musical director of the “Ballets Russes” (1915-1923).

“Renard”, a ballet with music by Igor Stravinsky produced by
Bronislava Nijinska, with sets and costumes by Larionov. The
Paris Opera, 1922.

©

“Les Contes Russes”, a suite of choreographic miniatures with
music by Anatoly Lyadov produced by Leonid Massine, with sets
and costumes by Goncharova and Larionov. “Les Ballets Russes
de Diaghilev”, San Sebastian-Paris-London, 1916-1919.
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M.®.JJAPNOHOB
Jsazunes c eazemoli
1930-e

Bymara seneHas,
rpaduTHbI KapaHzaLl
17,8x22,8

Mikhail LARIONOV
Sergei Diaghilev
with a Newspaper
1930s

Lead pencil on
green paper

17.8 by 22.8 cm

M.®.JAPNOHOB
C/lseunes u J.MacuH
3a cmosioM
1930-1940-e

Bymara kpemoBasn

C BOASAHBIM 3HaKOM,
Tyuwb, nepo. 23,2x36,9

Mikhail LARIONOV
Sergei Diaghilev and
Leonid Massine at
Table

1930-1940s

Indian ink, pen on
cream-coloured paper
with water-mark

23.2 by 36.9 cm

43, OAVH MOTVB MOPOXAAET MHOXeCTBO
penvK, pacxoAalLMXCs KaK Kpyrv Ha Boge
OT OPOLUEHHOTO KaMHS.

C nuTepaTypHbIM COEpPKaHNEM TeK-
cTa geno obcroAno cnoxHee. Kaxercs,
NpoLecC pUCOBaHUA YBEKAeT XyAOXKHW-
Ka, M300paXKeHNA MoCTerneHHo BbITECHAIOT
cnoBa u pykonvch obpbiBaetcs. Mnnatoct-
paLuy 1 TeKCTbl CKNaAbIBAIOTCA B eUHble
670K/ Ha OAHOPOAHON Oymare, KoTopble
MOXXHO AaTVMpOoBaTb ABaALATbIMY, TPUALA-
TbIMW UM COPOKOBbLIMU roaMu.

B cooTBeTCTBMM C 3aABNEHHON nae-
el KHuru - larunes Kak cosgartenb Hanet-
HOM aHTpenpu3bl - JlTapnoHOB B CBOUX pu-
CYHKaX-BOCMOMUHAHWUAX M306paxaeTr ero
Ha peneTuuMAX, B OKPYKEHWU COTPYAHW-
KoB, BaneTHbIX apTucToB, pagom co Crpa-
BUHCKMM, [pokodbeBbIM, BakcToM, loHua-
POBOI Y HUKOFAA... € JlaproHoBbIM. bonb-
WwasA yacTb MOAFOTOBUTENbHbIX TEKCTOB
TaKKe He BK/IOYAET onucaHus ohopmneH-
HbIX JIapvOHOBBIM CMEKTaKIen unmn xe
OHV HanucaHbl OT TPETbero NMLa, Kak bbl
CO CTOPOHbI He3aBucKMoro HabntoaaTens.
Te e dparMeHTbl, KOTOpble HaNKCaHbl OT
nmua camoro JlapuoHoBa, HamoaHeHbI Mo-
JIEMUKON C APYrMMU aBTOpaMu KHUT O
«PyccKoM Ganete», mpexpe BCero ¢ aHr-
JINACKUM KpUTUMKOM A.XacKeneMm, 4bsi Mo-
Horpatua o [arunese nocesweHa B.Hy-
Bento' n AbeHya. JlapnoHos o6BuHSET

HALW NYBNUKAL NN

&0

KPUTMKa B NMPUCBOEHWW ero (napyvoHOB-
CKOro0) Ha3BaHWA KHUMM 1 B OTBET NiaHu-
pyeT HammcaTb He OAHY, @ Liefylo cepuio:
«0AarnneB n ero Bpema»; «[arnnes u ero
Maitres de Ballets»; «Diaghilev. Memyapbi
Jlapnonosa»; «Larionov. MctoyHnkn pyc-
CcKoro TaHua v 6anertan.

Cpean yetbipex npeanaraembix ns-
laHU - Ba B He MeHbLlUel cTeneHun no-
cBALWeHbl camomy JlapuoHoBy. Bece noaro-
TOBUTENbHbIE MaTepuanbl ANA 3TUX KHUT
HOCAT APKO BbIPAXKEHHbI aBTOPCKUIA MO~
yepK. JTapMoHOB HauMHaeT ¢ TOro, YTo 13-
6aBnsAeTcA 0T BO3MOXHbIX UJIN YXKe COCTO-
ABLUMXCA KOHKYPEHTOB, 0TCTanBan UCKJII0-
YnTeNbHOE aBTOPCKOE NPaBo Ha BOCMOMU-
HaHuA o larunese.

«M3paHne xypHana, yCTpoOMCTBO
BbICTAaBOK'®> He COCTaB/IAOT TAKOMO 3HAUN-
TeNbHOro BKNaja co CTOpoHbl [larunesa,
KaK ero opraHu3sauus ero 6aneTtHomn aHT-
penpusbl. U cpean 20 net paboTbl ans
3TOro Aena, 22 ce3oHa AaHHbIX B [Mapuxe
BpemAa 10 net mexay 1914 n 1929 - oa-
HO M3 caMbIX MPOAYKTUBHbLIX U BaXHbIX,
TaK Kak OHO mossonwio [JaruneBy co-
3/1aTb HOBbIV 6anet. HoByto My3bIKy 1 Xu-
BOMWCb OH NMLWb nponaraHavposan. Ho-
BbIVi )Ke 6asneT oH co3Aas, MOAHAN K HeMy
nHTepec 1 fan obpasibl, B KOTOPbIX OH
npossBunca. <..> Ero xusHb ocTaHOBU-
nacb Ha 3TOV AeATeNbHOCTU. 3Ta leATeNb:
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work for Diaghilev - a new version of
“Renard”. Together with Serge Lifar', he
was also responsible for its choreography.
When the artist learned of Diaghilev's sud-
den death, he was with Goncharova near
Monte Carlo, where the Ballets Russes had
rehearsed for many years. Besides filling
Larionov with acute personal grief, this
event put an end to an important chapter
in his theatrical experiments. The artist's
relationship with Diaghilev had been far
from idyllic: the two had argued, rowed,
temporarily separated and even got into
fights, as Larionov's writings testify. Yet
only with Diaghilev was the artist able to
explore beyond stage design. Many avant-
garde masters such as Malevich, Chagall
and Kandinsky had attempted to trans-
form musical theatre, but Larionov, thanks
to Diaghilev, proved the only artist almost
fully to realise his theatrical ambitions on
the big stage. By dealing with the practical
arrangements, Diaghilev had provided
Larionov with an ideal opportunity to
experiment as he wished.

From the mid-1930s onwards, Lari-
onov was bent on writing a book on
Diaghilev. This was not only to “restore the
true image” of the genius impresario, but
also to shed light on his own role in the
development of new ballet.

The book was begun many fimes: its
title invented", and front cover, with
Diaghilev's portrait, designed, illustrations
prepared... As if faken from life, sketches
of the manager and his group hard at work
in Ouchy in 1915-1916 appeared. The
artist's pencil faithfully reproduced and re-
worked images first captured twenty or
thirty years earlier. Equally convincing is
Larionov's portrayal of events he had wit-
nessed, such as Diaghilev's meetings with
Leonid Massine, Bronislava Nijinska or
Serge Lifar, and things he had never seen,
like Vaslav Nijinsky's rehearsal of “L'Aprés-
Midi d'un Faune"'? To complete the ill-
usion of sketches made hurriedly at
rehearsals, he used old and yellowed or
torn paper. The technique varies: some
illustrations are hazy, whilst others are like
a flurry of ink on coloured paper. Detailed,
laboriously executed pencil sketches
appear to imitate life drawings, echoing
the subjects of 1915 as the old images are
refined and multiplied.

The text for his book did not come fo
Larionov so easily. Caught up in the
process of illustration, he produced image
after image, whilst the words gradually
dried up. The textual passages and illus-
trations were then divided into separate
blocks, each on similar paper and dating
from the 1920s, 30s or 40s.

The overall aim of the book being fo
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HOCTb CO3/ana JIlofiel, KOTopble ero Aeno
MpOAOMIKAIOT, U KOTOPOE MO3TOMY MO cue
BpeMA ocTaeTcs XuUBbIM». JlapnoHoB fe-
JINT XU3Hb AATUNEBCKON aHTpenpu3bl Ha
ABa nepuoja - nepBbli, NP KOTOPOM OH
He npucytctBoBan, - 1909-1913 roabl 1
BTopoin - 1914-1929, KoHeuHo e, 60-
Nlee NNOAOTBOPHbIN C TOYKU 3peHUsA Mo-
cnepyollero BANAHUA Ha 6aneTt XX Beka.
«Camoe rnaBHoe - 3T0 Gbinn HaneTHble
OTKpPbITUA, U paboTbl TaKUX U3yMUTeNb-
HbiX mMacTepoB Ganeta Kak MscuH, Hu-
UHCKaa n banaHuynH Kak pa3 u ecTb TOT
BK/1aA B UCKycCTBO Ganeta v COBpeMeH-
Horo TeaTpa BoobLLe, N0 KOTOPOMY 1 MOLU-
Ny MonoAble xopeorpagbi».

BeHya, bakct, ®okuH, no JlaproHosy, -
NpeACTaBUTENN UJIOCTPATUBHOIO METO-
Aa», ByKBaNbHO KOMMPYIOLLEro NcTopuyec-
Kue o6pasubl, B TO BpeMA KaK «HWXUH-
ckuin, foHyapoBa, MAcMH - HaumHaTenu
BTOPOro, cBOBOAHOrO, C aHaXpoHU3MaMy,
<..> C HapyLueHneM UCTOPUYECKOW 1 peT-
pocneKTUBHON npaBaby. «CKpoMHBbIA» J1a-
PVOHOB HE BKJIIOYAET CBOE UMA B CMUCOK
«6nucTatenbHbIX pedopmatopos» baneta.
OpaHaKo ecn yyecTb, 4To Honbluylo YacTb
6anetoB OHM 0(OPMUIN B COAPYKECTBE C
[oH4yapoBoi, TO 3a ee MMeHeM B paBHON
CTeneHu CKpbIT cam aBTop KHuru. U nuwb
B OTAE/bHbIX (hparMeHTax OH BblCKa3biBa-
ercA, oTOPOCMB BCAYECKME 3KMBOKMW.
«C.M.AaruneB ocHoBatenb «Mupa uckyc-
CTBa» NOPbIBAET C 3TOW rPyNmnoW, HaunHas
¢ 1913 ropa (re. 17 net Tomy Hasag). He-
CMOTPA Ha JN4HyI0 Apyx0y 1 6amnsocTb K
rnaBHbIM, 0C06eHHO B chepe NOCTaHOBOK
6aneta, npeacraBuTensmM Kak A.beHya u
J.bakcer, C.N.Aarnnes npurnawaet [oHYa-
poBy 1 JlaproHoBa v NOA 3HAKOM XyAoxe-
CTBEHHbIX BKYCOB IM1aBHbIM 06pa3oM 3Tux
ABYX apTVUCTOB NpoTeKaeT BCA Noc/esyto-
was paboTa 3HAMEHWUTOTO AUPEKTOpa pyc-
cKkoro 6aneta. bnarogapa loH4yapoBoi u
JlapnoHoBy nosBnsAeTca nepesec B CTOpO-
Hy HoBeWiLero (hpaHLy3CKOro NCKyccTBay.

PanHui (nonapvoHOBCKUI) nepuoa
AeatenbHocTn [larunesa JlapuoHoB npo-
roBapuBaeT CKOPOroBOPKOW M He COMpo-
BOXJAET MANIOCTPALMAMU — OH He Hame-

2 Ony6nvkoBaHo B KH.: TLoguine. Gontcharova et Larionov. Cinquantfe ans a Saint-Germain-des-

prés. Paris, 1971.

7 %
JlapvoHoB Gbln OpraHM3aTopoM HECKObKUX XYAOXKecTBeHHbIX oGbeguHenun 1910-x rogos —

«ByGHOBBIN Banem, «OcnnHbIN XBOCT, «Muwwenb». Kaxabii pas, Koraa, Kak emy Kasanoch, 00be-
AVHEHe ncyepnbiBao ceba K HYXAaNoCh B CMeHe COCTaBa Y4aCTHWUKOB, OH MOMEHTa/IbHO Ha-
XOZMN NOBOA ANA CCOPbI U paccTaBaHms ¢ 6| ea1Ho {HMKaMW.

0 Serge Lifar (1905-1986). Dancer and choreographer. “Ballets Russes” soloist (1923-1929). Pro-

duced “Reynard the Fox" (1929).

! Larionov approached the English ballet critic Arnold Haskell with the suggestion of publishing a

book to be entitled “Diaghileff. His Artistic and Private Life". The artist claims that Haskell, how-
ever, wanted to write the book himself using Larionov's material. Larionov refused. Haskell then
wrote the book with the aid of Benois and Nouvel. In 1935, to Larionov's indignation, the book
appeared in London under his original title.

2 Vaslav Nijinsky (1889-1950). Dancer and choreographer. Principal (1909-1913) and ballet mas-

ter (1912-1913) of the “Ballets Russes”. Nijinsky rehearsed and produced “L'Aprés-Midi d'un
Faune” in 1912, when Larionov was not yet involved with the “Ballets Russes”.
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peH cobCTBEHHON pyKOW YyBeKOBeYMBaTb
KOHKypeHTOB. Ho oH moapobHenwunm 06-
pa3om onwucbiBaeT loHocTb [larunesa, onu-
CbIBaeT JIYHHYI0 HOYb HaKaHyHe fArunes-
cKoro oTbesga u3 lMepmu, cneays NyLWKWH-
CKOI Tpaauumu, COYMHAET €ro pasroBopbl
C HAAHEN, N B KayecTBe UAMOCTPaLMmn Npu-
Nlaraet nnaH UMeHWUA ¢ BUAOM roCMoACKOro
Aoma, rae poawnca [larvnes, n pasBers-
JIeHHOe reHeasormyeckoe Apeso poga [Jla-
runesbix. JJapyoHOB He c/yyaliHO Tak no-
Apo6Ho onucbiBaet npebbiBaHue B Mepmuy,
CBUAETeNeM KoToporo TeM Gonee He Mor
6bITb. OueBMAHO BCMOMUHAA 0 COOCTBEH-
HOM TMPacnoibCKOM [ieTCTBe U B MUKY
A.BeHya, oH Noa4YepKMBaeT NPOBUHLMANb-
Hoe npouvcxoxaeHue [larunesa. «Bce Ho-
Bble CUNbl WAW TOr4a W3 MPOBUHLMN.
<..>Pasnuua Bkycos C.I.J. n ero nepBbIx
coTpyaHukoB benya, Hysens v 1.4. - 310
pa3HuLa ropoACKON Mosy3anagHow Kysb-
Typbl neTepbypiLeB 1 BoctouHo-pycckon,
€C/I1 XOTUTe MOHIO/10-PYCCKOM, BOIKCKOWM,
HEMHOT0 aBaHTIOPUCTUYECKOW NPOBUHLN-
anbHOWN, K KOTOpon npuHagnexan [aru-
nes». 370T (parMeHT, noyt OyKBasbHO
LIMTUPYIOLLWIA TeKeT nncbma loHYapoBoii B
rasety «Pycckoe cnogo»', o npotusonoc-
TaBneHun Boctoka n 3anaga, npeacraBna-
eT JlaruneBa KaKWM-TO BOWHCTBEHHbIM
cKudoM, Ha NOJHOM CKaKy BOPBaBLUMMCS
Ha MapuXCKYI TeaTpasbHYH CLEHY.
JlapnoHoB HecKonbKo pas AeTanbHO
onucbiBaeT CBOM ccopbl € [lAarunesbiMm,
4TOBbI NOAYEPKHYTH CBOIO HE3aBUCHMMOCTb
oT ero BanAHUA. Kak n apyrue memyapuc-
Tbl, OH OTMeuyaeT, yto [arunes nobun un
yMesl MaHWnynIMpoBaThb J0AbMMW, MOPOW
crneumanbHO NPOBOLMPOBA UX Ha CCOpbI,
4T0Bbl M36aBUTLCA OT HEHYXHBIX Y)Xe CO-
TPYAHUKOB. «..MenouHbln XxapakTep, 3a-
BUCTb W KeNaHue ycTponTtbes ... - [arunes
Ha 3TOM yAMBUTENbHO yMen urpatb. Camo-
CTOATE/NIbHO JepXannch U Aaxe 3aHOCYU-
Bo LTpayc, MNpokodbes, N3 XyA0XKHUKOB =
K.Bpak, loHuapoBa, Mukacco. Y 60bLunH-
cTBa Mmonyyanoch, To4Ho Jarunes penaet
UM BeNMKOe OJOMKeHWe, YTo jaeT pabo-
TaTb». OAHaKo onucaHuA KoHdnKToB Jla-
pvoHoBa ¢ [JAruneBbIM, 3aKaH4YMBAIOTCA...
cnoBamMu NpuMupeHus. B nuue xyaoxHu-
Ka, KOTOpbIN M caM NpaKTuKoBan nopo6-
Hble MeToabl", lsarunes, o4eBuUaHO, BCTpe-
TN AOCTOMHOrO NapTHepa v conepHuKa.
Ho ocHoBHas 3apjaya JlapnoHoBa -
npeacTaButb [laruneBa B KayecTBe pe-
(opmaTopa 1 YyTKOro HoBaTopa, U OH C
NIerKoCTbio KOPPEeKTHpYeT ero 6rorpaduio,
co3paet cobupaTenbHbI XyA0XKeCTBEH-
Hbl1 06pa3, HafleNeHHbIii B TOM Yucie Yep-
Tamu aBTopa KHuru. CosHaTenbHo, a Mo-
XKeT ObITb, y’Ke 1 BepsA B 370 caMm, Jlapuo-
HOB MOCTOAHHO HaxOAMT HeKWe napanne-
v B 6uorpadun ceoenn n Asarunesa. Mo-

POI Ka)eTcA, 4To YMTaellb KaKyl-To pas-
ABavBatolytocs buorpaduio, rae KusHb
Jarnunesa - 3epKanbHoe OTpa)keHvie napu-
OHOBCKO. JlapoHOB Kak 6bl npumepset
Ha cebs paArunesckuii obpas, Ty camymo
MHOFOKpaTHO MOBTOPEHHYID MacKy AAru-
JIeBCKOTO NMLa, KOTOpylo OH 6e3 yctanu
BOCMPOM3BOAMT Ha CTpaHULax CBOUX
6nokHoToB. Kak 1 [larunes, OH NpuHUMan
ydqacTue B XypHaNbHON W M3AaTeNbCKow
AeATeNbHOCTY, co34aBan 06beanHeHuA n
OpraHv30BbIBaN BbICTaBKW, B TOM uucne
COBpPEMEeHHOro (hpaHLy3CKOro MCKYCCTBa,
yMeno peknammnposan ux, 6bin LieHUTenem
KHUI, KoTopoMmy [larvneB AeMOHCTPUPO-
BaJl CBOV HOBble MPMOBpPeTEHNA 1, HaKo-
Hew, CTPacTHbIM No6MTENeM U 3HATOKOM
6aneta... [laxe 3amMacKkMpoBaHHOE aBTOp-
CKoe yecTonobue CpofHN AATUNEBCKOMY.
«Hwn oaHoro noptpera [larunesa 3a 20 net
B nporpaMmax otredyataHo He Gbino'®,
W ero »enaHwve 6b110, 4TO6bI O HEM MeHb-
we Bcero rosopunw». 3a [larunesa pon-
eH Obl roBOpWUTb HA3BaHHbIN ero nme-
HeMm «Pycckuii 6aner».

«PacnpaBuBLLMCH» C KOHKYPEHTaMW,
JlapnoHoB npucTtynaer, HakoHel, K 13n0-
XeHWI0 raBHoit yactn 6uorpadum [saru-
nesa - pedopme baneta. /l 3pech okasbl-
BAETCH, YTO XM3Hb U AeATENbHOCTb CaMO-
o XyAOXXHUKA MPaKTUYeCKN HEOTAENNMbI
OT AAruneBcKoii. Kak 370 0TpaxeHo B KHY-
re, AupeKkTop «Pyccknx 6anetos» bbln «0T-
KpblBaTenemM» HOBbIX GaneTmeiicTepcKkux
TaNaHToB, CO3JaHHbIX MOJ PYKOBOACT-
BOM... JlapuoHoBa. «Y JlapnoHoBa oka3a-
NnUCb B3MAAbI, NpoTuBopevawme u Hu-
XUHCKOMY, 1 DOKWHY, 1 camMoMy B3rnagy
Jarvunesa Ha TanaHT MAcuHa ToNbKO K
nnactvke. <..> B gBa MecAua coseplim-
Nocb npeBpalleHne MKOHHOro MAcuHa,
3aHATOr0 PeNUrMO3HbIMU FPyNnamu 1 no-
3aMU B FPOTECKOBOrO TaHLUopa. <..> Waes
KNnaccuMyeckunii U akpobaTuyeckunii TaHew,
COBMECTHO BMOJIHEe OMnpaBAana OXuAaHuaA
JlapuoHoga. <...> [larunes He npoTuBope-
4yun 3TMM nomckam. I MacuH nocne no-
e3/1K1 B AMepUKy ycepaHo ctan pabotartb.
HoBasa TeopuA eMy ouyeHb nopaxoawna.
W reHnanbHblin Ganetmeiictep, HageneH-
HbI UCKNIOYUTENbHBIM YYBCTBOM PUTMA,
OKa3ancA B [MaBHbIX poasx cBoux bane-
TOB 1 3ameyaTeNbHbIM TaHuopom. C Jlapu-
OHOBbLIM COBMECTHO 6bii cpaboTaHbl ele
«PyccKue cKasku». A 3atem Monogoit 6a-

M.®.JJAPMOHOB
HuxuHcKuli penemupyan
«[locnenonydeHHbIl
omadbix PasHar. 1930-e
Bymara Ha Gymare, Tylub,
nepo, 6envna, YepHbIi
KapaHpaaw. 32,4x40,5

Mikhail LARIONOV
Vaslav Nijinsky's
Rehearsal of "L Aprés-Midi
d'un Faune". 1930s
Indian ink, pen, zinc
white, black pencil on
paper set on paper

32.4 by 40.5 cm
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3Ty HecrnpaseaInBOCTb XYA0XKHUK ABHO 6bi1 HaMepeH KOMMeHCHMpoBaTb, Co34aBaA AeCATKU AA-

TMNEeBCKNX JINKOB.

'3 Walter Nouvel (1871-1949). A friend of Diaghilev since his student days, Nouvel was actively
involved in the “World of Art” magazine and Diaghilev's theatre work. Acted as administrator for

the “Ballets Russes”.

14 Larionov is referring fo the “World of Art” magazine (1898-1904) and exhibitions organised by
Diaghilev, namely, the Exhibition of English and German Watercolour Painters (1897), Exhibition
of Russian and Finnish Artists (1898), first “World of Art” exhibitions (1899-1903), Historical
Russian Portrait Exhibition in the Tauride Palace (1905) and Russian Art Exhibition for the 1906

Paris Autumn Salon.

portray Diaghilev, creator of ballets, the
illustrations show the impresario at
rehearsals surrounded by dancers, col-
leagues - including Stravinsky, Prokofiev,
Bakst and Goncharova, but never Larionov
himself. In his fext, the artist argues heat-
edly with authors of other books on Russ-
ian ballet, notably the English critic Arnold
Haskell, whose monograph on Diaghilev is
dedicated to Walter Nouvel™ and Benois.
Larionov had sought Haskell's help in pub-
lishing his own memoir of Diaghilev and
now accused him of stealing his title. He
would outdo his rival by writing an entire
series of books on Diaghilev, he claimed.
These were fo be:
1. Diaghilev and His Time
2. Diaghilev and His Ballet Masters
3. Diaghilev. The Memoirs of Larionov
4. Larionov. The Sources of Russian
Dance and Ballet

Of these four books on Diaghilev, two
would to an equal degree have focused on
Larionov himself. The artist's stamp is
clearly visible on all the materials gathered
for this task. Claiming a unique right to
write about Diaghilev, Larionov dismisses
all real and possible competition.

“The magazine and exhibitions'
were far less serious a contribution than
Diaghilev's ballets. Of the twenty years he
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worked on the Ballets Russes... the period
between 1914 and 1929 was one of the
most productive and important, as it
allowed him fo create the New Ballet. New
Music and New Art were championed by
him, but New Ballet he actually created,
making people interested in it and provid-
ing models... There, his life stopped. But his
work made the people who are now faking
his vision forward and, for this reason, it
remains alive to this day.”

In Larionov's view, Diaghilev's ballet
work could be divided into two periods:
1909-1913 and 1914-1929. The second
period, of course, in which the artist was
actively involved, had far more influence
on 20th-century ballet: “First and foremost,
it was the new discoveries in ballet and the
wonderful masters such as Massine, Nijin-
ska and Balanchine, whose contribut-ions
to the art of ballet and contemporary theatre
in general have shown young choreo-gra-
phers the way forward.”

Larionov saw Bakst, Benois and
Fokine as adhering to the “illustrative
method”, literally copying historical models,
whereas “Nijinsky, Goncharova and Mas-
sine were proponents of a second, freer
[model] of anachronisms... and distortion of
historical and retrospective truth.” The
“modest” Larionov does not include himself
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NleTMelicTep caM co3jaeT Lienyto Lenb 3a-
MeyaTenbHbIX 6aneTtoB, MOKa3blBaLMX
VCKIOYNUTENbHBIA Jap 3TOro Yenoseka.
Mpuxoput n3sectHoe Bpemsa n B [19]20
rogy [aruneB paccraerca ¢ MAcuHbIM.
CHoBa npu3biBaeTcs JlapuoHoB, KOTOpbIi
Ha 3TOT pa3 caM C MOJOAbIM TaHLOPOM
CnaBuHcKuM (ana paboTbl ¢ Tpynmnon) co-
3paeT xopeorpaduto 6anera «LyT. Jllobo-
MbITHO, Y4TO MOYTU B 3TOM Xe KJtoye, KaK
npv3BaHWe BapAroB, OMUCbIBAeT peXwuc-
cep Tpynnbl C.[puropbes, ouepeaHol ne-
pvog, HactaBHuyecTBa JlapuoHoBa, npu-
craneHHoro [arunesbim K CJludapro.
«CnepyeT 3aMeTUTb, YTO B 3TOM HanpasJe-
HUK caMblM 61IM3KUM npopomKaTenem [s-
runeBa sBnseTcA Massine ¢ TenepeliHen
ero Tpynnoi 6anetHoi». Ta xe «onpeaens-
I0WWAsA NHUA» OTYETMBA B JIAPUOHOB-
CKUX pUCYHKax — noche n3obpaxeHnus [a-
rmnesa MAcvH 3aHuMMaeT BTOpoe MecTo,
HecKobKo pa3 oH u3obpaxaer u T.Cna-
BUHCKOr0'". [MaBHbIM e AeiCTBYIOWMM
JIMLLOM HapaBHe ¢ [larnnesbiM CTaHOBUTCA
6e3bIMAHHanA GaneTHas Tpynna.

MueTeT NO OTHOLIEHUIO K BENMKOMY
nMnpecapuo He MelwaeT JlapnoHoBy oT-
MeyaTb AATUNEBCKME OWNBKM 1 B KOHeY-
HOM CYeT MOoAYepKHYTb NPaBWIbHOCTb
MMeHHO COBCTBEHHOTO B3rAAa Ha pa3Bu-
Tne «banera» (Tak, ¢ 60bLWON GyKBbI, K-
weT 370 cnoBo JlapnoHoB). «lAarnnes, Ko-
TOPbIV UHOTAA M 04YeHb YacTo owwmbanca u
4acTo HaMepeHHO roBOPUA TO, YTO eMy
6bin0 enatenbHO B AaHHOe BpeMs. [la u
JarvneB yxe cnvmwkoMm 61auM3Ko cToAn K
CBOEMY BpeMeHM 1 BCeil 3Ton GanetHom
cpese. Tenepb HaxoAACb Ha PacCTOAHUM
Gonee, 4eM yeTBepTM BeKa OT Havana [s-
rneBcKux 6aneToB <...> 1 Ha pacCTOAHUM
AecATN NIeT CO BPEMEHW CMepTU UX PyKo-
BOAMTENS, Mbl MOXeM faTb Gonee co3Ha-
TeNbHYK OLiEHKY BCeX TOTAalHKUX Ccobbl-
TVIA. INA Hac Tenepb ACHO, Y4TO U3 HaYMHa-
HWI [larnnesa noay4nno pasBuTme 1 oKa-
3a10Cb XM3HecnocobHbIM». JlapnoHoB
onpenenser He TOAbKO UTOMW, HO W mep-
CneKTuBbI pa3BuTMsA 6aneta. OH nepeymc-
nAeT GaneTHble KOMMaHWK, uaywume no
NpaBWUIbHOMY — «AArMIEBCKOMY» — NyTU:
«baner basuna - baner MacuHa - AHr-
nuiickuin 6anet n banet Jindapa B8 One-
pe». OH owwywaet cebs He TONIbKO NCTOPW-
KOM, HO U NPeeMHUKOM 3HaMEHWUTOro UM-
npecapvo. lNoka ero KOHKypeHTbl - be-
Hya, Hysenb, JIndapb cnopat o cBoelt po-
v B XuU3HK [larunesa v AenAT npolunoe,
JlapnoHoB npumepuBaetca K Gyayliemy,
KaKk Obl McnofBonb, CHayana Ha bymare,
rotoBs cebs K ponu [arunesa. Bocnomu-
HaHWA NULLYTCA B TOT MOMEHT, KOrAa Xy-
AOXHUK BCAYECKM CTPEMUTCA peann3o-
BaTb CBOW TPaHAMO3Hble NpeAnpuHMMa-
TeNbCKMe 3aMbIC/bl Ha HuBe Ganeta u

among the “great reformers” of ballet, yet
the fact that he and Goncharova worked on
many ballets together inevitably draws him
into this circle. At other times, the author is
quite unequivocal: “From 1913 onwards...
Diaghilev, founder of the 'World of Art'
movement, sought to distance himself from
the group. Although he maintained close
personal friendships and continued to work
on ballets with the main members such as
Alexander Benois and Lev Bakst, Diaghilev
brought in Goncharova and Larionov, and it
was mainly their artistic sense which
served fo shape all the famous director's
work from that time onwards. Goncharova
and Larionov were responsible for the shift
towards the latest French art.”

The first period of Diaghilev's work is
dealt with by Larionov in a cursory fashion.
The account of the pre-Larionov years
merits no illustrations: the artist is not
about to sing his rivals' praises. Diaghilev's
youth, on the other hand, is dwelt on at
length. Larionov describes Sergei's last,
moonlit night in Perm, inventing, Pushkin-
style, a conversation between Diaghilev
and his nanny. A map of the Diaghilev
estate with a view of the house in which
Sergei was born, and the Diaghilev family
tree are attached. Himself from Tiraspol,
the artist takes pleasure in dwelling on
Diaghilev's provincial roots - perhaps to
spite the city-raised Benois: “All the new
people came from the provinces... The diff-
erence of tastes between D. and his first
colleagues Benois, Nouvel and others was
the difference between Petersburg's semi-
Western city culture and the Eastern or, if
you like, Mongolian Russian provincial,
adventure-seeking culture of the Volga, of
which Diaghilev was a part.” Taken almost
entirely from Goncharova's letter on East
and West to the “Russkoye Slovo” news-
paper®, this extract makes Diaghilev out
to be some warrior-like Scythian, bursting
onto the Paris theatre scene with a clatter
of horses' hooves.

As if to demonstrate his own indep-
endence, Larionov describes his alfer-
cations with Diaghilev in great detail. “A
petty character, envy and the desire to get
on - Diaghilev used these admirably.

CnaBuHckun Tageyw (1901-1945) - aptuct 6aneta, xopeorpad. B 1921-1925 - conuct aaru-
NIEBCKOI1 aHTpenpu3bl.

Letter to the “Russkoye Slovo” newspaper published in Tatiana Loguine's book “Gontcharova et
Larionov. Cinquante Ans & Saint-Germain-Des-Prés”, Paris, 1971.

In the 1910s, Larionov established a number of art groups such as the “Jack of Diamonds”, the
“Donkey's Tail” and “The Target”. Whenever he felt that a group had run out of momentum or need-
ed a change of members, he would provoke a row and part company with his former allies.

Larionov evidently attempted to make up for this by producing scores of Diaghilev portraits.

The “Ballet Russe de Monte Carlo” changed its name repeatedly. For a fime, it was known as the
“New Monte Carlo Ballet”. The company emerged in 1932 out of Diaghilev's “Ballets Russes”.
After the war, af the time Larionov was writing, it divided into two troupes. The first, managed by
Denham, moved to the USA, whilst the second remained in Europe and continued to rehearse in
Monte Carlo.
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Strauss, Prokofiev, Braque, Goncharova
and Picasso were able to remain indep-
endent and even somewhat aloof, yet the
majority were under the distinct impress-
ion that Diaghilev was doing them a favour
by allowing them to work for him.” Never-
theless, the rows between Diaghilev and
Larionov always appeared to end in recon-
ciliation. Maybe the artist, not dissimilar to
Diaghilev in his interaction with others',
finally proved to be a worthy partner and
rival.

Primarily, however, Larionov strove
to present Diaghilev as a reformer - an
innovator. Boldly doctoring Diaghilev's
biography, he creates an appropriate
image somewhat reminiscent of himself.
More and more similarities between the
two emerge: one has the impression of
reading a double biography. Parallels are
constantly and deliberately drawn
between the two lives. Larionoy, it seems,
truly believed that Diaghilev's fate mir-
rored his own. The artist attempts to enter
Diaghilev's very personality, trying on
Diaghilev's image - the mask reproduced
time and time again in his sketchbooks.
Even Larionov's hidden ambition is akin to
Diaghilev's. “In 20 years, not once did
Diaghilev's portrait appear in a pro-
gramme'. He did not wish to be dis-
cussed.” It was the “Ballefs Russes”, named
as they were after the impresario, that
were to speak for him.

Respect for the great impresario
does not prevent Larionov from com-
menting on his shortcomings or, ultimate-
ly. from upholding his own views on the
development of Ballet (Larionov spells
the word with a capital). Reviewing the
progress made thus far, he outlines its
future development, listing the compan-
ies which, in his view, are on the right
track - Diaghilev's track; these are “de
Basil's Ballet, Massine's Ballet, the Eng-
lish Ballet and Lifar's Ballet at the Opera”.
Larionov sees himself not only as
Diaghilev's biographer, but also as his
successor. Whilst his rivals Benois, Nouv-
el and Lifar were busy carving up the
past, each attempting fo prove his
supreme importance to Diaghilev, Lari-
onov looked to the future, preparing fo
take over Diaghilev's role. His memoirs
are written as he attempts to realise his
grandiose plans for ballet. Ironically, in
the early 1930s he acts as advisor to his
rival's relative Michel Benois and his bal-
let troupe. Designing the costumes and
sets for several productions with Gon-
charova, he also helps to plan the compa-
ny's repertoire. The froupe proves foo
small for him, however, and he moves on
to Colonel de Basil's “Ballet Russe de

Monte Carlo™® offering a multitude of

new ideas and revolutionary changes in
return for the posit-ion of artistic director.

Thinking big as always, Larionov
put forward plans for a ten-year contract
which would allow him, the artistic gen-
eral director, the absolute freedom tfo
work as he wished. “I have every oppor-
tunity to do this,” he claimed. Larionov
sees himself endowed with all the power
wielded in the past by Diaghilev, with the
exception of financial management.
Mindful of Diaghilev's constant pecun-
iary worries, Larionov helpfully suggests
that a “director for practical matters” be
appointed. He himself would in turn supp-
ort this director with his experience and
connections.

Larionov's apocryphal writings on
Diaghilev gradually acquire new chapters
on the development of ballet, openly writ-
ten from the artist's own standpoint. New
illustrations from the Ballet de Monte
Carlo appear. One almost expects to
encounter Diaghilev himself bequeathing
his role to Larionov. Writing to an American
publisher about his book, Larionov
claims: “its title is in direct opposition to
Haskell's 'Diaghileff. His Artistic and Pri-
vate Life'. One must learn to be generous
and have enough titles in store, so that
those who steal them are only disap-
pointed. Thus, my book will be called
'Diaghileff: His Tragic and Fantastic Life'”

The volume “M. Larionov. Diaghilev
et les Ballets Russes™", containing a por-
tion of the artist's writings, appeared
after his death and finally united artist
and impresario, paying lasting tribute fo
both. Filled with Larionov's drawings
from different periods, made chiefly from
memory, it documents the pair's collab-
oration. At the same time, the mythical
dates given by Larionov and preserved
by the editors serve to fulfil Larionov's
main ambition: fo present the real and
fantastic life of Diaghilev's “Ballets Russ-
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BanetHas aHTpenpu3a, HECKONbKO pa3 MeHABLUAA cBoe Ha3BaHue («Pycckuii 6anet MonTe-Kap-
no», «Hosbi 6aner MoHTe-Kapno»). BosHuk 8 1932 Ha ocHoBe npeoGpasoBaHHom Tpynnbl «Pyc-
ckuit Ganer C.srunesa. Mocne Bropoit MMPOBOIH BOMHBI (K 3TOMy BpeMeHW OTHOCATCA 3anucu
M.JlapuoHoBa) pasaenuncs Ha ase Tpynnbi. OnHa - noa pykosoacTeom C[leHxama, nepeexana B
CLUA, apyras - npojo/mkaeT cBoko AeATeNnbHOCTb B EBpone, 1cnonb3ys B KayecTe peneTULMoH-

Holi 6a3bl MoxTe-Kapno.

19 M Larionov. Diaghilev et les Ballets Russes”. Paris, 1972.

CTaTb HEMoCpeACTBEHHbIM MpOAoKaTe-
NIeM JATUNEBCKOTO «Aena X13Hu». B Hava-
ne 1930-x rofoB OH KOHCYNbTMpPYeT aHT-
penpu3y Muwensa benya. EcTb HecoMHeH-
HaA UPOHUA CyAbObI B TOM, YTO POACTBEH-
HUKY A.beHya faeT HacTaBneHWA ero KoH-
KYPEHT V TaliHblii HefoOpoxenaTens. Bme-
cte c [oHyapoBoi OH odopmnsAeT He-
CKOJIbKO MOCTaHOBOK W onpejenser pe-
neptyap Komnanuu. Ho B pamkax He6onb-
oM aHTpenpu3bl JlapnoHOBY TECHO U OH
obpawaer cBov B3op Ha «baner MoHTe-
Kapno»®, pyKoBOAMMBIN MOJKOBHUKOM
baswnem, npegnaras emy KapAviHanbHYH
peopMy 1 MHOXeCTBO HOBbIX WAEN B TOM
CNyyae, ecv ero Ha3HayaT XyAoXecTBeH-
HbIM pyKOBOAMTeNeM baneta.

JlapuoHoBa HuKorpa He nyranu
MacwTabbl NOCTaBNEHHOW Lenu, OH co-
CTaB/IAeT YepPHOBUK KOHTPAKTa, rae npeg-
naraet 3aKno4nTb ¢ HUM 10-neTHUI aH-
raxeMeHT U NpejoCTaBUTb eMy MOJHYI0
cBoboay penctBuii. OH NpocuT ero «Ha-
3HaYNTb reHepasbHbIM apTUCTUYECKUM
AVIPEKTOpPOM C mpaBoM paboTbl cBo6oa-
HO», MOTOMY YTO «y Hero ecTb ANA 3TOro
BCE BO3MOXHOCTUY,

«Mpurnawas GanetmericTepa HOBO-
ro, Bol gymaere, 4To Bce nMoOMAeT KaKk Ha-
no. Ho Begb Ganermeiictep - 370 4acTb
GanetHoro Aena, ovyeHb Gonbluas, HO
yacTb. He 6yab B cBoe Bpems [larunesa,
TO BCe cTapble 1 HoBble HaneTMelcTepsbl
He umenu Obl ToW aTMocdepbl, Kakas
HY)XHa Ans ux paboTbl M camu Obl AaBanu
He npodeccuoHanbHy nNpoayKumo. Mol
KMBEM Ha rpaHuLie COBCEM HOBOIO Bpe-
MeHW. MpexHue npocnasiieHHble MeTpbI
MoryT 6bITb MOME3Hbl HAM /MWL Ha Bpe-
MA AnA Havana. Ho cospaTb coBceM Ho-
BOE, HY)KHOE HalleMy COBpeMeHHOMy ba-
NIeTy HYXHbl yXKe Monogble cunbl. Mx co-
3/1aTb TPYAHO, TaK KaK KaXAbl MeTp Ae
Gane pa3 oH 3aBnagen 6anetom He Aact
paboTatb U pa3BMBaTbCA MONOABIM, ANf
Hero 370 B OyAylleM KOHKYypeHT, a ans
Hac Kak pa3 To, u4To Hago. Mo3tomy B Ha-
nete HyxeH aHumatop (AupekTop aptuc-
TWK), KOTOPbIN MOT Bbl YCTPOUTL TaK, YTO-
6bl MOM/IM CO3AATHCA U Pa3BUTbCA HOBbIE
metp Ae 6ane. lNpurnawas M3BecTHOro
meTp Ae 6ane Ha ANUTENbHbIA KOHTPaKT
Bbl NNatTUTe Gonblune AeHbrM 1 Nonagae-
Te B nofoxeHue a la merci rnaBHoro mMeTp
Ae Gane. YperynupoBatb 3T0 MOXET TOJb-
KO 3HaloLW (1) NpaKTUYEeCKUA JUPEeKTOop.
Ho Takxe, B 106aBOK, KOTOpbI MOF Obl
OTKPbITb 1 CO3AaBaTb, U NpesBUAETb HO-
BbIX MeTp Ae 6Gane, MOrywmux 3amMmecTuTb
craporo. 1 Bam npegnarato gatb MHe 3T0
MecTo».

JlapuoHoB BnauT ce6A B poau apTu-
CTUYECKOro MpeKTopa, KOTOPOMY npeao-
cTaB/eHa nosHas ceoboga. OH cTpemuT-

HALW NYBNUKAL NN

CA COCPeAOTOMUTb B CBOMX PyKax BCIO
MOMHOTY BNacTuW, Kakas Obina Koraa-1o y
camoro [aruneBa. Otgatb oH - cBuje-
TeNb MOCTOAHHBIX AATUAEBCKUX (UHAH-
COBbIX 3aTPYAHEHWIA — COMaCeH nLUb 3a-
60Ty 0 MaTepuasnbHOM 4acTy KOMMaHuy,
ANA Yero JoMKeH ObITb «AMpeKTop AnA
MPaKTUYECKMX BOMNPOCOB», KoTopoMy Jla-
p1oHOB, 6e3yc/0BHO, MOMOXeET CBOUM
OMbITOM U CBA3AMW.

MocteneHHo B pykonucax o [Aaru-
NeBe NosABNATCA HOBbIE [1aBbl 0 pa3Bu-
Tn Ganerta, HanucaHHble J1TapuMoOHOBbIM
yKe 0T MepBOro nvua, a UANCTpauun
MOMOMHAIOTCA CLEeHaMn U3 MOoCTaHOBOK
«baneta MonTe-Kapno». PeanbHas 6uo-
rpaduma BennKoro nmnpecapuo n daHra-
3UN U pa3MbllLNEHNA XYAOKHUKA OKOH-
yaTeNbHO MepennetalnTcA B anoKpudw-
yeckux Memyapax JlapuoHoBa. Kaxercs,
ele HeMHOro 1 oH ByaeT Ha3BaH npeeMm-
HUKOM Aupektopa «Pycckux 6Ganetos»
yctamu camoro [laruneBa. B nucbme kK
aMepuKaHCKOMY M3jaTento, peknammpys
cBoto Gyayuiyto KHury, JlapuoHoB nucan:
«KHura Mos Ha3blBaeTcA Kak pa3 obpat-
HO ToWi, KoTopylo ony6ankosan B JIoHA0-
He FHaskell (Diaghileff. His artistic and
private life). Hago 6bITb WeapbiM 1 Hago
MMeTb J0CTaTOYHO B 3amace Ha3BaHWN
TaK, 4To6bl Gepylime KX, Kak CBOM MOFN
6b1 oropunTbecs. MoA KHUra, N03TOMY Ha-
3BaHa: [larunes. Ero xun3Hb Tparnyeckan
n haHTacTuyeckan». Boiweglas yxe no-
cne CMepTU XyAOoXHUKa KHura «M.Lari-
onov. Diaghilev et Les Ballets Russes»
(Paris, 1972), rae yactyHo ony6avKosa-
Hbl TAPUOHOBCKME TEKCTbl, OKOHYaTeNb~
HO COeAVHMUAA NX MeHa U B paBHOM CTe-
neHu ctana namATHUKOM [arunesy u Jla-
puoHoBy. Onyb6n1KoBaHHblE TaM PUCYH-
K1 JlapMoHoBa pa3HbIX JieT, CO3AaHHble
Gonblieil yacTbio MO BOCMOMWUHAHUIO,
npeAcTaBieHbl KaK [OKyMeHTaNlbHble
csugetenbcrea. Cnegya 3a Mudunyecku-
MW AaTVPOBKaMU, COCTaBUTENN A0 KOHLA
peanv3oBanu ugeto camoro JlapnoHosa:
BOMIOTUTb XU3Hb «Pycckoro 6Ganeta
C.Jarnnesa» - peanbHyto 1 aHTacTmye-
CKYIO0.
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