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Alexander Glazunov 
& 

Maurice Keller: 

Chopiiiiana 
(music for the ballet of Michel Fokine) 

Orchestra of the 
Bolshoi Theater 

Algis Zuraitis 
conducting 

Side One 

“MILITARY” POLONAISE IN A, Op. 40 No. 1* 
(Band 1, 4:50) 

NOCTURNE IN A FLAT, Op. 32 No. 2* 
(Band 2, 6:28) 

(with Yuri Reyentovich, violin; Vikor Elston, oboe) 

WALTZ IN G FLAT, Op. 70 No. 1 (posth.)t 
(Band 3, 2:11) 

PRELUDE IN A, Op. 28 No. 7f 
(Band 4, 2:26) 

MAZURKA IN C SHARP MINOR, Op. 50 No. 3* 
(Band 5, 4:58) 

Side Two 

WALTZ IN C SHARP MINOR, Op. 64 No. 2* 
(Band 1, 4:01) 

(with Fyodor Lazunov, cello) 

NOCTURNE IN F, Op. 15 No. If 
(Band 2, 4:56) 

(with Ivan Butyrsky, clarinet; Valery Polekh, horn) 

MAZURKA IN C, Op. 33 No. 3f 
(Band 3, 2:16) 

GRANDE VALSE BRILLANTE IN E FLAT, Op. 18f 
(Band 4, 5:21) 

MAZURKA IN D, Op. 33 No. 2f 
(Band 5, 1:31) 

TARANTELLA IN A FLAT, Op. 43* 
(Band 6, 3:17) 

*orchesrated by GLAZUNOV; fby KELLER 

THE BALLET “CHOPINIANA? 

generally known and loved today 
by aficionados of dance as the ro¬ 
mantic reverie “Les Sylphides!’ is 
the creation of the Russian ballet 
master Michel Fokine (1880- 
1942), who greatly influenced the 
course of modern ballet with his 
reforms, innovations and choreo¬ 
graphic masterpieces. He created 
more than eighty ballets of infinite 
variety, including examination 
performances of the Imperial Bal¬ 
let School at St. Petersburg, num¬ 
erous benefit programs in Russia, 
productions for the Imperial Rus¬ 
sian Theaters, Serge Diaghilev’s 
Ballets russes, Anna Pavlova, Ida 
Rubinstein, Rene Blum, La Scala, 
the Stadium in Stockholm, his own 
Fokine Ballet Company, and pro¬ 
ductions for companies in London 
and America, notably the Ameri¬ 
can Ballet Theater. His master¬ 
pieces encompassed such works as 
the Polovtsian Dances for “Prince 
Igor” “Les Carnaval” “Schehera¬ 
zade” “The Firebird” “Le Spectre 
de la rose” “Daphnis et Chloe’’ 
“Petrouchka” and, of course, “Les 
Sylphides!’ 

As a fledgling teacher-chore¬ 
ographer while at the Imperial 
Theater in St. Petersburg, Fokine 
submitted to the Director of Thea¬ 
ters a plan for the reform of ballet 
which had increasingly become a 
vehicle for artists to display fancy 
toe dancing and pyrotechnics at 
the cost of grand illusion and 
unity. Observed Fokine: 

“Dancing should be interpreta¬ 
tive. It should not degenerate 
into mere gymnastics. The 
dance should explain the spirit 
of the actors in the spectacle. 
More than that, it should ex¬ 
press the whole epoch to which 
the subject of the ballet belongs. 

“For such interpretative 
dancing the music must be 
equally inspired. In place of the 
old-time waltzes, polkas, pizzi- 
cati and galops, it is necessary 
to create a form of music which 
expresses the same emotion as 
that which inspires the move¬ 
ments of the dancer. 

“The ballet must no longer 
be made up of ‘numbers’ ‘entries’ 
and so on. It must show artistic 
unity of conception. The action 
of the ballet must never be in¬ 
terrupted to allow the danseuse 
to respond o the applause of the 
public. 

“In place of the traditional 
dualism, the ballet must have 
complete unity of expression, a 
unity which is made up of a har¬ 
monious blending of the three 
elements — music, painting and 
plastic art!’ 

The management chose to ig¬ 
nore Fokine’s proposals and issued 
instead a mandate that artists 
were no longer to take bows dur¬ 
ing the performance of an opera. 
As for the performance of a bal¬ 
let, nothing was said and, worse 
yet, nothing was done to imple¬ 
ment Fokine’s artistically sound 
reforms. It was under the auspices 
of Serge Diaghilev that Fokine 
was to achieve the unity of the 

arts he advocated, for it was Dia¬ 
ghilev who launched one of the 
most exciting experiments in the 
creative arts that Europe had ever 
witnessed with the formation of 
the legendary Ballets russes. 

Diaghilev involved in his pro¬ 
ductions for Paris export such 
painters as Pablo Picasso, Juan 
Miro, Georges Braque, Max Ernst, 
his compatriots Leon Bakst and 
Alexandre Benois (who was also 
his partner and responsible for 
bringing Fokine into the fold). 
He called upon Darius Milhaud, 
the young Igor Stravinsky, as well 
as other undeclared and potential 
talents to create music for his bal¬ 
lets, and the names of Anna Pav¬ 
lova, Tamara Karsavina, Ida Rub¬ 
instein, Vaslav Nijinsky and Le¬ 
onide Massine became identified 
with spectacular dancing. 

Fokine knew Diaghilev only 
slightly, and then mostly through 
the latter’s reputation as a bril¬ 
liant impresario, up until the time 
Benois arranged for a meeting be¬ 
tween the two men in 1908 in St. 
Petersburg. He had, however, 
formed a mutually beneficial ar¬ 
tistic relationship and friendship 
with the designer Benois with 
whom he had created “Le Pavil¬ 
ion d’armide” presented at the 
Maryinsky Theater on November 
25, 1907. Although the production 
had been fraught with problems, 
mainly interference from the ad¬ 
ministrators of the Imperial Thea¬ 
ters, the work was a great success 
and remained in the repertoire of 
the Imperial Theater for many 
years. It was also with this project 
that Benois and Fokine realized 
that they would have to mount 
their art outside of the existing es¬ 
tablishment in order to gain the 
freedom of creative expression 
they both desired. Thus, when 
Diaghilev approached Fokine with 
plans for the first Paris season of 
the Ballets russes, the choreogra¬ 
pher was ready and receptive. But 
that is getting ahead of the story. 

The idea of creating a ballet 
to the music of Chopin occurred 
to Fokine when he came across a 
score of several of the composer’s 
piano pieces orchestrated by Alex¬ 
ander Glazunov, entitled the “Cho- 
piniana” Suite, Op. 64. It had been 
arranged by Glazunov in 1894 
whose writing for the dance thea¬ 
ter (“Raymonda? “Ruse d’amour” 
“The Seasons”) represents his 
most popular achievement. Fur¬ 
thermore, Glazunov agreed, at Fo¬ 
kine’s request, to orchestrate an 
additional number, the Waltz in C 
sharp minor, Op. 64 No. 2, for the 
ballet which was to be part of an 
entire evening of dance staged 
as a benefit for the Society for 
the Prevention of Cruelty to Chil¬ 
dren and organized by Viktor 
Dandre (who later became Pav¬ 
lova’s husband). 

The first performance of 
“Chopiniana” was given at the 
Maryinsky Theater on February 
25, 1907, and was followed by a 
second benefit performance a year 
later, March 8, 1908. These two 
versions were quite different from 
the third staging of the ballet of¬ 

fered at the graduation exercises 
of the Imperial Ballet School of 
St. Petersburg, held at the Mary¬ 
insky on February 19,1909. In this 
new “Chopiniana” portions of 
Glazunov’s original orchestration, 
predominantly the C sharp minor 
Waltz, were retained, with other 
pieces by Chopin orchestrated by 
Maurice Keller for the solo num¬ 
bers and ensembles. 

The original “Chopiniana” 
ballet began with the “Military” 
Polonaise in A, Op. 40 No. 1, 
danced in rich Polish costumes, 
with the scene representing a ball¬ 
room. Following the brilliant 
opening, the theme for the Noc¬ 
turne in A flat, Op. 32 No. 2, de¬ 
picted an apocryphal incident in 
the life of Chopin in which the 
ghosts of dead monks rose to 
torment Chopin in the process of 
composing. Chopin’s Muse, repre¬ 
sented by a dancer in white, 
emerged from the darkness to 
drive away the visions and the 
composer then resumed his work. 
The scene for the Mazurka in C 
sharp minor, Op. 50 No. 3, was a 

Polish wedding at which a young 
girl was to be married to an el¬ 
derly man whom she did not love. 
At the height of the celebration, 
the young girl acquiesced to her 
lover’s pleas, threw away the wed¬ 
ding ring and ran off with him. 
Only the Waltz in C sharp minor, 
Op. 64 No. 2, danced by Anna Pav¬ 
lova and Michael Oboukhov, was 
a purely classic pas de deux, but 
the dance was revolutionary in 
that there was not one spectacular 
acrobatic feat. Pavlova appeared, 
gowned by Leon Bakst in an an¬ 
kle-length white dress in the style 
of Marie Taglioni, in a simple re¬ 
duction of the etchings of the 1840 
period. Oboukhov’s elegant black 
velvet suit was taken from the 
costume worn by the male dancer 
in the ballet “Fairy Doll!’ This 
romantic tableau, Fokine’s tribute 
to the Romantic age of ballet, was 

followed by the Tarantella in A 

flat, Op. 43, danced by Fokine’s 

wife, Vera Fokina, and a large en¬ 

semble in a realistic atmosphere 

representing Naples, with Vesu¬ 

vius in the background. 

Wrote Fokine in his autobiog¬ 
raphy “Memoirs of a Ballet Mas¬ 
ter”: “Before I created ‘Chopini¬ 
ana! it had already been pointed 
out to me that, first, I was turning 
the ballet into dramatics; second, 
I had renounced toe dance and 
had devoted myself exclusively to 
barefoot dancing. I wished to 
demonstrate, therefore, that 
I loved not only the dramatic, but 
the dance in its pure form; that 
I recognized the toe dance, and 
the ballet skirts—but only in their 
proper place, and not in the place 
they then occupied in the ballet!’ 

For the new “Chopiniana’,’ 
presented in 1909, Fokine asked 
Maurice Keller to orchestrate a 
series of short pieces by Chopin to 
augment Glazunov’s orchestration 
of the C sharp minor Waltz. This 
new ballet was, in fact, an elabo¬ 
rate evolution of Fokine’s earlier 
experiment, but on a much greater 
scale. It was the first abstract bal¬ 
let and the dancers’ movements 

evolved not for the sake of move¬ 
ment itself, but as a complement 
to the music. Fokine had studied 
the etchings and lithographs of 
Taglioni, Carlotta Grisi, Fanny 
Cerrito, and other great bal¬ 
lerinas of the Romantic period 
and realized that their art was not 
one of physical strength but of 
sheer poetry. 

The cast for this “Chopini¬ 
ana” included Pavlova, Karsavina, 
Nijinsky and Olga Preobrajenska. 
The members of the corps de bal¬ 
let resembled two dozen Taglionis, 
resplendent in shimmering long 

white gowns, with hair parted in 
the center. They created a vision 
of poignant loveliness, breathing 
the sadness and rapture of Cho¬ 
pin’s music. 

Fokine wrote that the end¬ 
ings of the solo dances were, for 
the most part, improvised by each 
artist as the dance was completed. 
Some of the corps de ballet groups 
accompanying the dancing of the 
soloists were staged by Fokine 
during the intermission just be- 
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BALLET AT THE BOLSHOI (Music from 
Swan Lake, The Seasons, The Red 
Poppy & three others). Bolshoi Thea¬ 
ter & Moscow Radio Symphony Orches¬ 
tras; Fayer, Rozhdestvensky, Khaikin, 
M. Shostakovich cond. SRC-4114 

BIZET-SHCHEDRIN: THE CARMEN 
BALLET. Bolshoi Theater Orchestra; 
Rozhdestvensky cond. SR-40067 

DELIBES: COPPELIA (Complete Ballet) 
Bolshoi Theater Orchestra; Fayer cond. 
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GLAZUNOV: RAYMONDA (Suite). Bol¬ 
shoi Theater Orchestra; Svetlanov cond. 
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GLAZUNOV: THE SEASONS (Complete 
Ballet). Moscow Radio Symphony Or¬ 
chestra; Khaikin cond. SR-40088 

GLIERE: THE RED POPPY (Excerpts). 
Bolshoi Theater Orchestra; Fayer cond. 
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GLIERE: THE BRONZE HORSEMAN 
(Ballet Suites Nos. 1 & 2). Bolshoi 
Theater Orchestra; Zuraitis cond. 
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PROKOFIEV: CHOUT (Ballet Suite, Op. 
21) (“Buffoon”) ; PAS D’ACIER (Bal- 

fore curtain time. What might 
have been chaos in lesser hands 
was magic in Fokine’s, who 
summed it up by saying: “I cre¬ 
ated as I felt. Art originates not 
from pondering, but from feeling.” 

On June 2, 1909, “Chopini¬ 
ana!’ newly-named “Les Syl¬ 
phides” by Diaghilev (his own 
clever tribute to the Romantic pe¬ 
riod’s “La Sylphide”), was per¬ 
formed in Paris for the first time 
at the Theatre du Chatelet. The 
principal dancers were Pavlova, 
Karsavina, Nijinsky and Alexan¬ 
dra Baldina. Fokine’s choreogra¬ 
phy was virtually unchanged, but 
seven short piano works by Cho¬ 
pin with orchestrations by Sergei 
Taneyev, Anatol Liadov, Nicholas 
Tcherepnin, Igor Stravinsky and 
Glazunov formed a part of the re¬ 
vamped musical design. Retained 
from the earlier versions were the 
Nocturne, Op. 32 No. 2; the 
Waltz, Op. 70 No. 1; the Waltz, 
Op. 64 No. 2; the Mazurka, Op. 33 
No. 3; and the “Grande valse 
brillante!’ Op. 18, to which were 
added the Prelude in A, Op. 28 
No. 7 and the Mazurka in C, Op. 
67 No. 3. 

Ever since Keller’s revisions, 
the music to “Chopiniana-Les 
Sylphides” has been tinkered 
with, and numerous instrumental 
versions of Chopin’s music exist 
in the libraries of almost every 
major ballet company in which 
Fokine’s ballet is danced. It 
seems to indicate that Chopin’s 
strongly pianistic music offers a 
persistent challenge to the orches- 
trator, just as Fokine’s dance suite 
offers the ultimate test to the in¬ 
terpreter of pure, romantic dance 
whose every nuance is under¬ 
scored and revealed in the lyric 
poetry of Chopin’s music. 

-KAROLYNNE GEE 

Art Direction & Design: Marvin Schwartz 
Produced & Engineered 
by Georgy Braginsky 

Cover Photo: Courtesy Fratelli Fabbri 
Library of Congress Catalog Card 
Number 73-750311 applies to 
this recording. 
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SHCHEDRIN: THE HUMPBACKED 
HORSE (Ballet Suites Nos. 1 & 2). 
Moscow Radio Symphony Orchestra; Zu¬ 
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SHOSTAKOVICH: BALLET SUITES 
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