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Ob ABTOPE

** PocnasneBa Haranus [letpoBua (1907-1977) - mackBuiisiHIIIa, OJIepKUMAST
(aHaTka K1accuueckoro 0anera, BeCbMa MPUOIU3UTENBbHO pa30uparoascs B TEOPUU
TaHIIa, © COBCEM HUYET0 HE MOHUMAIOIAsl o CyTH TaHia. Caenana MHOKECTBO
MPETEHIIMO3HBIX, IPEAB3ATHIX, IKUBBIX U 0€3/10Ka3aTEIbHBIX YMO3AKIIOUEHUH O
nestenbHOCTH JlyHKaH. B CBOMX M3MBINIIEHUSIX PYKOBOJICTBOBAIACh, BEPOSITHO,
OaHaIbHOM 3aBUCTHIO. B cyXAeHUsAX onupanack, B IEPBYIO oUepeib, Ha CBOU
nu4HbIe "neTckue" nepexxuBaHus. 3aTeM Ha "BBIBOJBI" HEKOT0, YK€ CErOJIHS JaBHO
"3a0pITOrO0 Biacturens aym", 6aneromana Akuma JIbBoBrua Bosbiackoro (1863-
1926, nactosimee umsa dunexcep Xanm JleliboBuu), sikoObI "skcniepTa” TaHIa, XOTH,
Ha CaMOM JieJie, BCETo JIUIIhL aIMUHUCTPATOPa OJHOTO U3 OaleTHBhIX yupexaenuit. K
ATOMY BCEMY, €II€ Ha OJHOTO 3aKOCTEHEIOTO U OPTOJOKCATILHOT'O OaJIETHOTO
¢urypanTta - Bacunus JImutpuesuua Tuxomupona (1876-1956), «uzymuTenbHOTO
KaBajiepa U TaHIOBIIUKA», HE UMEIOIIEro Jaxke 0a30BOr0 TEOPETUIECKOTO
o0pa3zoBaHus, HO 3aTO OECCTPAIHO OCTIAPUBABIIIETO HOBATOPCTBO I OPCKOT0, MPaBoOTY
CTaHHMCIIaBCKOTO ¥ CUCTEMHBIC MMOJIOKEHUS TaHIleBaIbHOU Teopun JlyHkaH. Taxxke
KaK, HE BCSIKUM BBIMMYCKHUK (uiocodckoro dakynbrera sBisercs Guiaocodom, Tak u
HE BCSAKHUI UCTOPUK TaHIA WIHM KpacaBel-0alepyH MOXKET MHUTH Ce0s1 IKCIIEPTOM B
naHHOM obJyiacTh. ['1aBHOM 1IeNbI0 cTaThu PocnaBiieBoM, MCEBI0-HAYUYHBIX CEHTCHIINMI
BonblHCKOTO M MCTepUYECKUX TaHETUPUKOB THUXOMUPOBa, ObLIO jKeJIaHUe OMOPOYHTH
Y IIPUHU3ZUTH 3HAYUMOCTH cucTeMbl JlyHkaH. [Ipuuém, Bc€ 310, Mpu JTUIIEMEPHBIX
peMapkax o "Tiy0OKOM yBaKeHHUU" K JIMYHOCTH "BBIAAIONIEHCS TAaHITOBITUIIBI".
["onmocnoBHBIE BBIBOABI ATOH (B TOM 4HcIie) "KoMnaHuu", Ternepb 0€31yMHO
MOBTOPSIOT MPAKTUUECKH BCE OaleTOMaHbI MO0 BceMy MUpPY. B HaBsS3UMBOM XKenaHUH
BO3BBICUTKLCS HAJl TEM SKOOBI "HE CTOSAIIMM 0COOCHHO" TaHIleM JlyHKaH, KOTOpBIH
OHM HACTOMYHMBO U HETIPEPHIBHO, TOUYEMY TO U HE MOHSATHO 3a4YeM, MMBITAIOTCA
"HCIIPaBUTh M YIIYUIIUTE'" B paMax CBOEH KJIACCUYECKON OaIeTHO-IIMPKOBOM
aHATOMHYECKOM aKpOOaTUKH.

\\

** Roslavleva, Natalia (1907-1977) is a slanderer, an obsessive fan of classical
ballet, the least bit close to the theory of dance, and does not understand anything
about the essence of dance. Made a lot of pretentious, biased, deceitful and
unsubstantiated conclusions about the activities of Duncan. In her fabrications she
was probably guided by banal envy. In the judgments, she relied, first of all, on her
personal "children's" experiences. Then on the "conclusions" of a certain, already
today long-forgotten ruler of thoughts, the ballet fanat man Akim Volynsky (1863-
1926, real name Flexer Haim Leybovich), ostensibly dance "expert", although, in
fact, just the administrator of one of the ballet establishment. To this, one more
stagnant and orthodox ballet figurine - Vasily Tikhomirov (1876-1956), an “amazing
cavalier and dancer" who did not even have a basic theoretical education, but
fearlessly challenged Gorsky's innovation, the correctness of Stanislavsky and the



system positions of Duncan's dance theory. Also, as not every graduate of the Faculty
of Philosophy is a philosopher, and not every dance historian or handsome baller
can think of himself as an expert in this field. The main purpose of the Roslavieva
article, Volynsky's pseudo-scientific statements and Tikhomirov's hysterical
panegyrics, was the desire to discredit and diminish the importance of the Duncan
system. Moreover, all this, with hypocritical remarks about "deep respect” for the
personality of "an outstanding dancer." The bare conclusions of this (including)
“company” are now thoughtlessly repeated by almost all ballet dancers around the
world. In an obsessive desire to rise above that allegedly “not particularly worthy”
Duncan dance, which they are trying to “correct and improve” in the frames of their
classical ballet-circus anatomical acrobatics.
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Ke), COBETCKHM KPUTHUK, UCTOPUK OasieTa, mepeBoaUnK. KanauaaT KCKyCCTBOBEACHUS
(1968). Yuunace B Xopeorpaduu. yunnunie uM. Jlynagapckoro (1930). Oxonuunna
¢dunonorud. dpakynerer MI'Y (1950). ABTOp KHMT, aHAJIUTUY. U KPUTHUY. CTATEeH MO
Oanety B cOOpHUKAX, MEPUOINY. TIEHaTH, SHITUKIoneaAusX. P e€ padot
OMmyOJIUKOBAH 32 PyOEIKOM.
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About the Author
00 aBTOpE

This is Natalia Roslavieva’s second monograph for Dance Perspectives and a worthy
successor to DP 23, “Stanislavski and the Ballet,”” which was published in 1965 and
won its author the Prix Docteur Honoris Causa de [’Universite de a Danse, Paris.

\\

Oto BTOpas MoHorpadust Hatanbu PocnasieBoit s xypHana « TaHlleBaJIbHBIC
nepcreKTuBb» U npoaosmkenue matepuana TII Ne 23 «CranucnaBckuii u 6aner»,
KoTopas OblIa onyosukoBana B 1965 roay u o6ecnieunsia apTopy 3Banus [loueTHbiit
noktop YHuusepcurera @pannuu B [laprxke.

Since her last appearance in this journal, Madame Roslavleva has published Era of
the Russian Ballet (in English, 1966), an enlarged edition of Maya Plisetskaya
(1968), “Tikhomirov, his life, his work” in Vassily Dmitrievitch Tikhomirov (1971),
and “Petipa’s Family in Europe” in Marius Petipa (1971). Maris Liepa is to be
published in Moscow this year. She also continues to write for numerous Soviet
magazines and encyclopedias as well as contributing regularly to the London
Dancing Times.

\\

Co BpeMeHH CBOETO TOCIICTHETO MOSBICHUS B 3TOM KypHaJie, MajiamM PociaBieBa
onyOauKOoBana «2py pycckoro Oaneray (Ha aHIJIMHCKOM si3bike, 1966), paciupeHHoe
u3nanne kauru Maiin [Tnucernkoii (1968), « TuxoMupos, ero xu3Hb, €ro
TBOpYeCTBO» B KHHMre Bacunuii [ImutpueBuy Tuxomupos (1971), u «Cembs [letumna
B EBponie» B kuure Mapuyca Iletuna (1971). Mapuc JIuena BeIHJET B CBET B ’TOM
roay B Mockse. OHa Take Ipo0JIKaeT MUCaTh JAJIsI MHOTOYUCIIEHHBIX COBETCKUX
’KYPHAJIOB M SHIUKJIONEIUH, a TAKXKe PEeryJsspHO NHUIIeT il «JIOHIOHCKOTO
TaHIIEBAJIbHOTO BPEMEHU.

Madame Roslavleva studied ballet at the Lunacharsky Choreographic Technicum in
Moscow and also worked privately in ballet and “plastique” with Vera Mosolova,
Vera Maya, Lyudmilla Alexeyeva, and Valeria Tsvetayeva. She graduated from the
University of Moscow in English Philology and in 1970 became a Candidate of
Science (Arts).

\\

Manawm PocnaBneBa yumnach 0aneTy B XxopeorpauueckoM TEXHUKYME UM.
Jlynagapckoro B MockBe, a Takke paboTaia B YaCTHOM OajeTe U «TUTACTUKE) C
Bepoit Moconosoit, Bepoit Maiieit, Jlronmumnoit AnekceeBoit u Banepueit
[IBeTaeBoii. OxkoHuMIa MOCKOBCKHW YHUBEPCUTET 1O aHTIIMUCKON (PUIIOJIOTHY U B
1970 rony crana KaHIUIATOM HayK.

This monograph, like “Stanislavski and the Ballet,” was written for Dance
Perspectives in English.

\\

Ota moHorpadus, kak u «CTaHUCIIaBCKU 1 OaneTy», Oblia HamucaHa s
«TaH1eBaIbHBIC TIEPCTIEKTUBBI» HA AHTTIUHCKOM SI3BIKE.
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Introduction
Beenenue (IlpeanciioBue)

[] Below: “Glimpsess,” number 1, page 1, May, 1921. Natolia Roslavleva's editorial
tells of the birth of the “Socity of Young Duncanists’ and expounds its aims.

\\ Huxe: «IIpoGaecku», Homep 1, ctp. 1, mait 1921 rona. [lepenosas crathst Hatanbu
PocnaBneBoii pacckasbiBaeT o poxaeHun «O6mecta FOHbIX [[yHKaHUCTOK» U
u3JIaraeT ero meiu.

The story starts in a small town of southern Russia. The time is 1920. My father, an
eminent professor of zoology, had just died, and my mother had to resume teaching
English. A lonely girl in my teens, [ was left, out of necessity, very much to myself and
my own world of fantasy. I composed poetry and had wanted to dance since [ was
five. In 1920 I attended a ballet class given by a former Maryinsky ballerina
temporarily residing in our town. I found it stilted.

\\

Hcropus HaunHaeTcs: B MAJICHBKOM ropojke Ha tore Poccun. Bpems - 1920 ron. Moii
OTell, BBIJAIONIHIACS Mpodeccop 300JI0THH, TOTBKO UYTO YMED, U MOEH MaTepu
MPUIIIOCH BO30OHOBUTH MPENOJaBaHUE aHTIUICKOTO si3bika. OIMHOKAs AEBYIIKA,
Korja 51 ObUTa enié MoAPOCTKOM, BBIHY)KJIEHHO, S OCTaBaJlach cama 1o cebe, O4eHb
JOBOJIbHAsE COOOH ¥ CBOMM COOCTBEHHBIM MUPOM (haHTa3ui. S COUMHSIA CTUXH U
XoTesa TaHieBaTh ¢ msaTH JietT. B 1920 roay g nocemiana ypoku 0aneta, KOTOPBIi
naBaja ObiBIass MapuuHckas OajeprHa, BpEMEHHO MPOKUBAIOIAs B HAILIEM FOPOJIE.
S Hanuia e€ HeeCTEeCTBEHHOM (BBICOKOTIAPHOM, HABIIIIEHHOM ).

Then, in a bookcase abandoned by the previous lodgers, I discovered some copies of
pre-Word-War-1 art magazines. Numberous photographs of Isadora Duncan and
articles about her came to view. For me, they had the effect of a revelation. So this
was the real meaning of Dance!

\\

3areM B KHHKHOM IIKa(y, OCTaBICHHOM MPEIbITYIIUMU KUIbIIAMH, 1 00HApYKHIIa
HECKOJIBKO IK3EMIUISPOB XyI0’KECTBEHHBIX KYPHAJIOB, BBITYIIIEHHBIX 10 BOIHBI.
MHuorouucnennsie pororpadun Aiicenopsl JIlyHKaH U CTaThbU O HEW OBLITH
BHUMATEILHO MPOCMOTPEHBI M MMPOYUTAHBI. J[J11 MeHst oHU uMenn Y eKT
OTKPOBEHHUA. DTO TO, YTO OBUIO HACTOSIIMM CMBICIIOM TaHIIA!

Eager to share my enthusiasm with the girls at school, I founded, then and there, a
“Society of Young Duncanists.” We met in the garden of a shabby summer house to
look at those pictures and try to imitate them—a rather poor spectacle, as I see it
now.

\\

CrpeMsich MOAECNUTHCA CBOMM HTY3Ma3MOM C JIEBOYKAMU B LIKOJIE, 5 TYT XKe
ocHoBana «O0mecTBo FOHbBIX J[yHKaHUCTOK». MBI BCTPETHIIUCH B CaJy B BETXOM
JIETHEM JIOMHKE, YTOOBI CMOTPETh HA ATH KaPTUHKHU U MBITATHCS TOIPAKaTh UM -
JIOBOJIBHO KaJIKO€ 3PEJIMILIe, KakK sl 3TO BUXKY ceiuac.



More important was my starting a journal of the Duncan Society entitled Probleski
(Glimpses of Light). Partly a scrapbook containing whatever I could lay my hands on
about Isadora, Its original articles were written by hand. Among other things. the
editorial in Number 1 of May, 1921, said that a dancer should be an artist in
movement—I could subscribe to that idea today.

\\

Bonee BaxxHBIM OBLJIO TO, YTO 51 HaUaIa BECTH )KypHal J[yHKaHOBCKOTO O0IIeCcTBa MO/
HazBaHueM «lIpoGneckun» (cBeta). OTyacTH, 3TO OBUIH 3aMUCH, COJIEPKAIIUE BCE, UTO
s MorJjia Obl pacckasath 00 Alicenope. OpuruHaibHbIe CTaThU OBUIM HATMCAHBI OT
pyku. Cpeny npovero, B peJakqMOHHOM cTaThe B HoMepe 1 ot mas 1921 rona
TOBOPWJIOCH, YTO TAHIIOP JOJDKEH OBITh XYT0KHUKOM B IBUKEHUU - ST MOTJIa OBl
MOJIIIEPKATh OTY UICI0 CETOTHS.
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The very serious intentions of their “President” failed to inspire the members of the
Duncan Society with the same degree of enthusiasm, and in time all my classmates
left. But I resolutely continued as the sole member-president of the Duncan Society
and editor of its journal.

\\

OueHb cepbe3Hble HAMEPEHHUS UX «IIPE3HUICHTa» HE CMOTJIU BIOXHOBUTH YJICHOB
obmiectBa JlyHKaH ¢ TOU e CTETIEHBIO YHTY3Ha3Ma, U CO BPEMEHEM BCE MOU
OJIHOKJIACCHUKH yIUIU. HO 51 permmTenbHO NpoaoiKuia €10, KaK € IMHCTBEHHbIN
qiieH - npe3uaeHT Oomectsa JlyHKaH U pelakTop €To KypHaa.



The next issue, bearing Isadora’s famous dancing portrait by Fritz von Kaulbach on
the cover, came out on January 1, 1922. In it [ announced, rather belatedly, the news
gleaned from an old copy of Izvestia: Isadora Duncan had been in Moscow for
several months! Duncan’s first Moscow article, “Art for the Masses, ”’[1] was duly
pasted in the pages of the journal.

\\

Crnenyrouuyii HoMep, B KOTOPOM OBl HareuaTaH 3HAMEHUTHIN TaHIIEBAIbHBII
noptpet Aiicenopsl ot Opuna pon Kaynrbaxa Ha o0nmoxke, Boien 1 ssuBaps 1922
roja. B HéM 4, ¢ ono3nanuemM, o0bsIBUIIA, YTO HOBOCTh OYEPIHYTA U3 CTAPOH KONUU
«3Bectuity: Alicenopa Jlynkan Obuta B MockBe Heckoibko MmecsiieB! [lepBas
MocKoBckast ctaThs JlyHkan «MckyccTBo st Macey[1] Oblia JOIKHBIM 00pa3om
pa3MelIeHa Ha CTpaHUIaX KypHaa.

Ilopmpem Aiiceoopwt om Ppuya ¢pon Kaynvbaxa.

Opening with the general statement that art should keep in step with life, depicting
Ideals capable of serving as goals for future generations. Duncan requested that once
a week, on Mondays, the Bolshoi Theatre be opened to the public without charge. She
also asked for a large hall where she could give a daily lesson in dance—quite apart
from those in her own Moscow school—to the children of the workers who came to
those Monday performances. She expressed an opinion that Communist children
were acquiring old, bourgeois habits—Ilike good manners. In her school, she
asserted, they would all be treated as equals.

\\



Haunewm ¢ o01iero yrBep»KaeHusi, YTO UCKYCCTBO JOJKHO UATH B HOT'Y C JKU3HBIO,
n300pakas ueasbl, ClIOCOOHbBIE CITYKUTh LEJIAMH AJ1s Oy IyluX NoKoJeHul. [lyHkaH
MpoCuIIa, YTOOBI OJIMH pa3 B HEAEINIO, [0 OHeAeIbHUKaM, bobIoil TeaTp Obu1
OTKPBIT AJis y0sinku OecmiatHo. OHa TaKkKe MOonpocusa OOJIbIION 3all, T/I€ OHA
Morjia Obl 1aBaTh €KEAHEBHBIE YPOKHU TAHIIEB - COBEPUIEHHO OTAENIBHO OT TEX, KTO
oOy4ascs B €€ COOCTBEHHOW MOCKOBCKOM IIKOJIE, - 1E€TAM padoyux, KOTOpbIE
NPUXOAWIN Obl HA T€ MPEACTABICHUS B MOHENeTbHUK. OHa BbIpa3uiia MHEHUE, YTO
KOMMYHUCTHUYECKHUE J€TH NPUOOPETAIOT cTapble, Oyp:Kya3HblE IPUBBIUKH - KaK
xopoire Manepsl. OHa yTBeprK/1aja, 4To B €€ IIKOJIe BCE OHU OYIyT
paccMaTpHUBaThCS KaK paBHbBIE.

4

Sharing the Spartan life of the institution. “I left Europe,” she said, “because art
there is bound up with commercialism. And it would be contrary to my convictions
and intentions to resume paying performances for bourgeois audiences.”

\\

Pa3znenenue cnapranckoil xxu3nu yupexaenus. (?) «5 nokunyna EBpony, - ckazana
OHa, - MIOTOMY YTO MCKYCCTBO TaM CBSI3aHO ¢ KoMMepItueil. 1 3To mpoTuBOpeymnIio
MOHM YOEKICHHUSIM i HAMEPEHHSIM, HE JOIMyCKAIOIIINX BO3MOKHOCTh BO30OHOBHTH
OIJIauMBaeMble BBICTYIUICHUS I OyprKya3sHOH ayIquTOPHI.

Isadora’s plans were far-fetched and difficult to realize. The paper cautiously
appended a footnote:

“The editorial office, without entering into discussion of particular points In A.
Duncan’s article, readily gives her space in Izvestia’s columns.” (Due to an incorrect
phonetical transcription at the time of her first tour of 1904, Duncan was known in
Russia as “Aisedora,” hence the initial “A.”)

\\

[Tmanbr Aiicenopsl ObLUTH HaYMaHHBIMU U TPYAHBIMH JIJIs1 peanu3anuu. B nokymenre
OCTOPO’KHO JT0OaBJICHA CHOCKA:

«Penaknus, He BIaBasCh B 00CYX/ICHNE KOHKPETHBIX MOMEHTOB B cTraThe A. JlyHKaH,
C TOTOBHOCTBIO MPEIOCTABISAET € MeCTO B KoJIoHKax «M3Bectuity. (M3-3a
HEeTMPaBWIHHOW (POHETUYECKOM TPAHCKPHUIIIIMK BO BpeMs e€ mepBoro Typa 1904 rona,
JlynkaHn Obuta u3BecTHa B Poccnn kak «Aisedora», oTcrofa U HadanbHOE «A.»)

# Mockea

I made up my mind somehow to get to Moscow and ask Duncan whether I was on the
right path and I wrote a long article on the subject for Glimpses. In the meantime,
Number 6 of June, 1922, had another surprise to spring. The Duncan Society was
moving to Moscow’ (Actually, this happened because my brother-in-law, a brilliant
veterinary surgeon, had been offered a chair in one of the Moscow institutes.)

\



A pemnna kak-to 106parbest 10 MOCKBBI U
cupocutsb [lynkan, Oblsia JIu 51 HA TPABUIIBHOM
MyTH, U sl HaKcajla IIUHHYIO CTaThIO Ha 9Ty
temy s «lIpobneckosy. B To xe Bpemsi, Homep
ot 6 utoHs 1922 rona 6w emé ogHUM
cropripu3oM K BecHe. O6mecTBo JlyHkan
nepee3xano B MockBy (Ha caMoM Jiefie 3To
MPOU30LIO0 TOTOMY, YTO MOEMY CTaApLIEMY
[1BOrOpOAHOMY] Oparty, OJecTsiemMmy
BETEPUHAPHOMY Bpauy, IPeII0KUIN JOJIKHOCTb
npodeccopa B OJJHOM U3 MOCKOBCKUX
UHCTUTYTOB).

After a long journey, full of the hardships of the
times, we arrived in the capital. Mother promptly
inquired for a good academic school where she
placed me. But I had other interests.

\\

[locne qonroro myTemecTBUs, MOJIHOTO
BPEMEHHBIX TPYJIHOCTEH, Mbl TPUOBUTH B
cTonuiy. Mama ObICTpO onpeeaniach ¢
XOpOIIEH aKaAEMUYECKOHN IIKOJIOM, B KOTOPYIO
oHa MeHs nomectusia. Ho y meHst Ob11u Apyrue
HUHTEPECHI.

Finding out the address of the Isadora Duncan
School, I went to Prechistenka 20, where I stood in awe in front of the mansion that
had belonged to the ballerina Alexandra Balashova. Yet I did not dare to pull the
heavy oak door or to ring the bell.
\\
VY3naB aapec mkonbl Aiicenopsl [lyHkan, s ornpaBmiiack Ha [Ipeuncrenky 20, rae ¢
0J1aroroBEHUEM CTOsUIA Tepe]] OCOOHSKOM, MPUHAIICKABITUM paHbIlle OaleprHe
Anexcanape banamoBoit. U Bc€ ke, st He mocMena NOTSHYTh Ha ce0s TSKEIYIO
TyOOBYIO ABEPH WU MTO3BOHUTH B 3BOHOK.

My Duncan infatuation, however, did not end. I continued with the journal and found
some authors for it at my new school. Theatre was taken seriously there, and we had
a bona fide stage. Our principal director was Leonid Varpakhovsky, who is now an
outstanding figure in dramatic directing and a Peoples’ Artist of the RSFSR. He
encouraged my “duncanism.” Reluctantly, I confess that, joining the army of
amateurs about whom Michel Fokine wrote that anyone can take a piece of
cheesecloth and pretend to dance “a la Duncan,” I performed on our school stage a
dance entitled “In Search of Fate.” The lighting was supervised by a boy who later
became a specialist in electricity, and I told him to dim the lights when I arrived in
the corner and raised my hand (with the scarfin it) in search of fate. The dance
remains recorded, in a notation that I can no longer read, in the pages of Glimpses.

\



Onnako Mo€ yBneueHue JlyHkaH He 3aKOHUMIIOCH. S poaomkuia padboTy ¢
KYPHAJIOM M HalllJla HECKOJIBKO aBTOPOB I HETO B MO€M HOBOM HIKoJe. Teatp
BOCIIPMHHUMAJICS TAM CEPbE3HO, U y Hac ObUIa HAacTosAMas cueHa. Hammm rioaBHbIM
aupexTopoM Obul Jleonna BapnaxoBckuil, HIHE BBIAAIOLUIUICS AEATENb
npamatypruu 1 HapoAHbiil aptuct PCOCP. OH moowmpsist MOH «TyHKaHU3M.
HeoxoTHO npu3Haock, 4T0, IPUCOECAMHUBIINCH K APMUHU JTHOOUTENEH, 0 KOTOPBIX
Muiens @OKUH HamUcal, 4TO 000 MOXKET B3STh KyCOK Mapiu U IPUTBOPUTHCS,
YTO TAHLYET «a s [JyHKaH», 1 HCIIOJHMIIA HA HALLIEH IIKOJIBHOW CLIEHE TaHELl IO/
Ha3zBaHUeM «B nouckax cyap0b1». OCBeleHuEM PYKOBOIUI MaJIbUUK, KOTOPBIN
MO3E CTaJl CIIELIUATUCTOM T10 NEKTPUUECTBY, U 5 CKa3aja eMy, YTOObl OH
MPUTIIyIIai CBET, Korja MpuobLia B yroJl U MoJHsIa pyKy (¢ mapdoM B Hell) B
nouckax cyap6a. Tanel octaeTcst 3anMCaHHbIM B 3aIIUCSAX, KOTOPBIE 51 OOJIbIIE HE
MOTY YHTaTh, Ha cTpaHulax «lIpobieckony.
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[] Below: The author meets with former Duncan dansers. Left to right: Yulla
Vashnetsova, Elena Fedorovskaya, Maria Mysovskaya, Natalia Roslavieva,
Valentina Boye, Lydia Gicheva. Left: Cover of the first number of “Glimpses.”

\\ Huke: aBTOp BCTpeyaeTcs ¢ OBIBIIMMH JTYHKAaHOBCKMMH TaHIoBIIUIIaMu. ClieBa
Hanpaso: FOnusa Bacuenosa, Enena @enoposckas, Mapus MbicoBckasi, Hatanbs
Pocnasnesa, Banentuna boite, Jluaus ['mueBa. Crea: 00105kKa IepBOro Homepa
«IIpoGaeckmy.

1 also wrote a detailed account of my first viewing of the Isadora Duncan School in
performance on April 15, 1923. It is a piece of good reporting, and Ilya Schneider,
the school’s able director, recently read my account of his opening speech and
confirmed its authenticity. Isadora was away, and the children were led by Irma
Duncan. This is what [ wrote of her: “She is a remarkably musical dancer, musical
by nature. Light and graceful, she reveals profound truths in her simple movements.
She was a tragic Iphigenie en Aulide and now a merry one in Tauride; she danced
victoriously and fiercely the ‘Marche Militaire,” and flitted like a butterfly in

Schubert’s ‘Waltzes.’ She dances very simply, but who else could do it like that?”
\\



A Takxe Hanucana NOAPOOHBIM OTYET O CBOEM NEPBOM MOCEHIEHUH IIKOJIBI
Alicenopsl JlyHkaH BO BpeMs BeICTyIuIeHHs 15 anpensa 1923 roga. 9to xopomas
nyOnukauus, u Unes [Heiinep, TalaHTIUBBINA AUPEKTOP IIKOJIbI, HETABHO MTPOYUTA
MOW paccka3 B CBOEH BCTYIIUTEIBHOM PEUU U MOATBEPANII €€ MOMIMHHOCTD. Mcanopel
He ObLI0, a AeThMu pykoBoawia Upma Jlynkan. BoT uto s Hanucana o Heit: «OHa
3aMedarelibHas My3blKaJbHAasl TAHLIOBIIMIIA, My3bIKaJIbHAs 110 CBOEH IIPUPOJE.
JI€rkas ¥ rpanuo3Hasi, OHa pacKpbIBAaeT INyOOKHE UCTUHBI B CBOMX IIPOCTHIX
neumxeHusx. OHa Obuta Tparuueckoit Murenueit B Aynuje, u renepb Bec€noil B
TaBpuze; oHa T0OETOHOCHO U SIPOCTHO TaHIeBana « BoeHHbIN Mapi», U nopxarna,
Kak 0abouka, B «Banbcax» lllyGepra. OHa TaHIyeT 0O4eHb IPOCTO, HO KTO €€ MOT
OBl cieN1aTh 3TO TaK?»

At the end of the matinee, the public started clamoring for the “International.” Irma
said it was not a dance, but simply an attempt to illustrate a song, therefore everyone
should sing. And a miracle happened. Wrote I: “All of the auditorium, as one, sang
the great hymn as the children, led by Irma. wove in and out of spiral and circle
formations.”

\\

B koHI1e yTpeHHHKa myOnuka Hadana TpeboBarh «MHTepHanmonany. Upma ckazana,
YTO 3TO HE TaHEI], a MPOCTO MOMBITKA MPOUJUTIOCTPUPOBATH TIECHIO, IIOATOMY BCE
TOJDKHEI TeTh. U ciryuniock gyno. S Hanmcana: «Beck 3ai, Kak oJIiH, TIesT BEJTUKU
T'MMH, KaK JIeTH, BO T1aBe ¢ VIpMOii. BILUIETAIUCh M BBIXOJWIIN U3 CIIUPATBHBIX U
KPYTOBBIX 00pa30BaHU».

At that same matinee, I witnessed another remarkable event. Alexander Gorsky, the
venerable Bolshoi Theatre choreographer who had been influenced strongly by
Isadora at the beginning of the century, came onto the stage to greet the Isadora
Duncan School and thank It for the pleasure given to the pupils of the Bolshoi School
who were present In the audience.

\\

Ha ToM ke yTpeHHUKe 5 cTalla CBUCTEIIEM €II¢ OJTHOTO 3aMeYaTeIbHOTO COOBITHSI.
Anexcanap ['opckuii, mouteHHbIN Xopeorpad bombioro tearpa, KOTOPHIA B Havale
BEKa UCIBITAI CUILHOE BIUSHUE ACE0pHI, BBIIIET Ha CIICHY, YTOOBI
nonpuBeTrcTBoBaTh [lIkomy Aficenopsl JlyHkaH u moGaaronapurh e€ 3a
yIIOBOJILCTBHE, OKa3aHHOE YUEHUKAM IIKOJIBI bOJBIIOro TeaTpa, mprucyTCTBOBABIIUM
B ayTUTOPHSL.
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After the performance, I stood for a long time in the street with the rest of the
spectators to see the Duncan children come out with Irma. Again, I never dared to
speatk.

\\

[Tocne criekTakss, s JOATO CTOsUIA HA YIIHIIE C OCTAITBHBIMU 3PUTEISIMHU, YTOOBI
YBHUJIETh, Kak aeTu JlyHkan Boiuin ¢ Mpmoit. OnsTh ke, s HUKOT1a HE cMelia
3aroBOPUTH C HUMH.



When Isadora returned to Moscow, I managed to see her concert at the Zimin Opera
House—the same building, incidentally, where she won her 1905 Moscow triumphs
(it was then known as the Solodovnikov Theatre). I am sorry to recall that I suffered a
disillusionment. Even from high up in the gallery, the heavily prancing woman with
her exaggerated miming failed to impress me. And, when her tunic fell oft the
shoulder intentionally in the “International,” exposing flesh that should have better
remained unseen, a real crisis ensued. I was too young then to separate this
aesthetically not-too-pleasing view of the aging Isadora from the greatness of her
contribution to twentieth-century choreography.

\\

Korna Alicenopa BepHynack B MOCKBY, MHE yAaJIOCh YBUJIETh €€ KOHLIEPT B
OmnepHom TeaTpe 3UMHUHA, KCTaTH, B TOM XK€ 3IaHHH, TJIe OHa OJieprkajia modeny B
MockoBckux Tpuymdax 1905 rona (Torna oH ObuT U3BECTEH Kak TeaTp
CononoBHUKOBa). MHE allb BCIOMUHATH, YTO S pa3odapoBayiach. Jlaxke BEICOKO B
rajgepee, TSKEJO CKadyllas KeHIUHA, ¢ €€ IPeyBEeIMYCHHON MUMUKOM, HE
BIICUATIIMJIAa MCHS. A Takke, Korja e€ TYHUKa MMpeJHaMEpPeHHO yraia ¢ Ijieya B
«HTepHannoOHaNe», OOHAXKUB TUIOTh, KOTOPAsl IydIlIe JOJKHA ObllIa OCTAThCS
HEBUIMMOM, HAYaJICsI HACTOSIIUN Kpu3uc. Toraa st Oblaa CIUIIKOM MOJIO/1a, YTOOBI
OTJIEIAUTH ATOT ICTETUUECKHU HE CIMIIKOM MPUSATHBIN B3I Ha CTAPEIOLTYIO
Alicenopy, OT Benuuus e€ BKJaga B Xopeorpaguio 1BaIaTOro BeKa.

MOCKBA. —MOSCOU. Ne 202,
Naccawy CoAoanBRNKEb.~Passane Solodovnikaff.

T

Teamp Conooosruxosa (Oﬁepa C.SuMqu) o

It was apparently for this reason that Glimpses was discontinued with the May, 1923.
issue, having lasted for a full two years.

\\

[To-BuanMoMy, uMeHHO 10 dTou npuurHe «IIpobeckmy ObLT TPEKpaIIeHbI ¢ Mas
1923 rona, uznanus, NpoCyIeCTBOBABIIETO IEJIbIX JIBA T'O/1a.

This did not mean that I had lost interest in dance. Once out of school and capable of
acting on my own volition, I attended every Moscow studio of “plastique” (in Russia,



anything that was done barefoot, in a style less restricted than that of classical dance,
was designated as “plastique”). In 1928, through my friend Sylvia (Si-Lan) Chen, 1
was able to study at the Duncan School where Maria Borisova. one of the senior
Duncan pupils. taught a private class in pure Duncan style. I still remember some of
the exercises and how I dyed some cheesecloth with red ink to make a red tunic.

\\

DTO HE 3HAYMT, YTO s MOTEPsUTa MHTEepeC K TaHIly. OKOHYMB IIKOJY, ¥ CBOOOTHAS B
BbIOOpE JIEHICTBOBATH 1O COOCTBEHHOMY KEJIAHUIO, S TOCETHIIA BCE MOCKOBCKHE
CTyIMH «I1acTUKW» (B Poccuu BCE, 4To nenanoch OOCUKOM, B CTUJIE, MEHEE
OTrpaHUYE€HHOM, YEM CTHJIb KJIACCUUYECKOI'0 TaHIIA, ObUIO0 0003HAYEHO KaK
«mactukay). B 1928 r., uepes moto noapyry Cunssuto (Cu-Jlan) Yen, s cMoria
0o0y4MThCs B AYHKAaHOBCKOM IIKoJIe, Tie Bena Mapus bopucoBa, oaHa U3 cTapiimx
ydyeHul JlyHKaH, KoTopas penoaaBajia YaCTHbIN KJIacC B YUCTOM cTuiie JlyHkaH. 51
710 CHX TIOP TIOMHIO HEKOTOPBIE U3 YIPAKHECHUMH, U TO, KaK s MMOKpacuia MapiIto
KpacHBIMH YECpPHUJIAMH, YTOOBI CACNIaTh KPACHYIO TYHUKY.

1 also seriously studied classical ballet for several years and, though growing too tall
to become a dancer, acquired a solid knowledge of technique that was to serve as a
very useful foundation for my future activities as a ballet critic. But that came many
years later, after I had graduated from the University of Moscow and had had a
career in journalism. Whatever [ was engaged in, however, dance forever remained
my main interest, which can be traced directly to those first criticisms in Glimpses,
which were inspired by a childish infatuation with Isadora Duncan and what she
stood for in the art of movement. This is why this monograph is dedicated to all the
former pupils of the Isadora Duncan State Moscow School.

Here follows its story.

\\

51 Takke cepbe3HO U3ydasa KIaCCUISCKUi OaleT B TeUCHHE HECKOIBKUX JIET U, XOTS
CTAaHOBUJIACH CIIUIIIKOM BBICOKOM, YTOOBI CTaTh TAHIIOBIIUIICH, MpUOOpena riyooKue
3HaHUS TEXHUKH, KOTOPBIC JOJHKHBI OBUIH MTOCITY)KHTh OUY€Hb TIOJIC3HOW OCHOBOM IS
MoeH OyyIieit AesTeIbHOCTH B KauecTBe OaieTHOro Kputruka. Ho 3To mpousonuio
MHOTO JIET CITYCTSI, IIOCJIe TOTO KaK 5 OKOHYMIa MOCKOBCKUI YHUBEPCHUTET U CJlIeJiaia
Kapbepy B )KypHATUCTHKE. UeM OBl 51 HM 3aHUMacCh, TAaHEI BCET/Ia OCTABAJICS MOMM
TJIABHBIM HHTEPECOM, KOTOPBIH MOYKHO MPOCIIEAUTh HEMOCPEICTBEHHO JI0 TEX
MIEPBBIX KPUTHIECKUX 3ameuanuii B «[Ipobieckax», KOTOpbIe ObLTH BAOXHOBIICHBI
JIETCKUM yBieueHHeM Alicenopoi [[yHKaH U TeM, 4TO OHa OTCTauBaJia B HICKYCCTBE
IBWKEHUs. BOT moyemy 3Ta MoHOTpadsi MOCBsAIIEHa BCEM OBIBIIMM yUEeHUKAM
['ocynapcTBeHHOM MOCKOBCKOM HIKOJIBI UMEHU Alicenopsl [yHKaH.

371ech CIeAyI0T UX UCTOPHUHU.

# IlIxona 6 Poccuu

Isadora Duncan had wanted to found a school in Russia for a very long time, ever
since she realized the great interest shown by the Russian intelligentsia in every field

of art and the people’s national gift for dancing.
\\



Alicenopa JlyHkaH 04eHb JaBHO XOTEJIA OCHOBATh MIKOIY B Poccun, ¢ Tex mop Kak
OHa OCO3HaJIa OTPOMHBIN UHTEPEC, POABICHHBIN PYCCKONM MHTEJUIMI€HLIIMEN BO BCEX
00J1aCTAX UCKYCCTBA, U HALIMOHAIBHBIN HAPOAHBIN Jap TAHLIEB.

In January, 1908, encouraged by Konstantin Stanislavski, she tried to talk Viadimir
Tellakovsky, Director of the Imperial Theatres and their school, into transferring her
school from Germany to Russia.[2] The plan still sounds absolutely impracticable. In
1908, the Moscow newspapers devoted a lot of space to the proposed plan of
Stanislavski’s Moscow Art Theatre to open a school of “plastique, ” taught by
Duncan according to her own method. [3]

\\

B auBape 1908 rona, BooagymesnenHas Koncrantunom CTaHUCIaBCKUM, OHA
nbITajgack yropoputs Biiagumupa TensikoBekoro, nupexropa MMnepatopckux
TeaTpoB U 0aJeTHOM IIKOJIbI, IEPEBECTH CBOIO MIKOY U3 ['epmanuu B Poccuro.[2]
[Tnan mo-mpekHeMy 3BYYHUT aOCOTIOTHO HEBHIMOMHUMBIM. B 1908 rogy MockoBckue
ra3eTsl OCBSITHIIM MHOTO MecTa TpejiaraecMoMy miuany MXATa um.
CTaHUCIIaBCKOTO OTKPBITH MIKONY «TUIACTUKWY», B KOTOpO# JlyHKaH yumiia Obl 1O
coOCTBEHHOM MeToaHKeE. [3]

In 1913 a Petersburg newspaper published an “open letter” from Isadora Duncan,
calling for the creation of a Theatre of Greek Dance in the capital.[4] She said that
many people there supported her idea, and indeed some did. The great dramatic
actress Vera Komissarzhevskaya was nursing the idea of inviting Duncan, at least
periodically, to teach dance at her School of the Arts, and only the actress’s untimely
death prevented her from founding this new type of school, which had already been
worked out in detail [5]

\\

B 1913 rony nerepOyprckas razera ormy0IuKoBalia «OTKPBITOE MUCEMO» AHCen0phl
JlyHKaH, B KOTOPOM COJIEPKaJICsl IPU3BIB K CO3JJaHUIO B CTOJIHIIE TeaTpa rpedecKoro
taHna.[4] OHa ckaszana, YTO MHOTHE JIIOAU TOoAAepkKaau €€ Uacto, U ICHCTBUTEILHO
HEKOTOpBIE TaK cenain. Benukas apamatudeckas aktpuca Bepa KomuccapskeBckast
NHTaga UACK MpUriacuTh JlyHKaH, o KpamHen Mepe, IEPUOJUIECKH ITPENo1aBaTh
taHerl B e€ [1Ikoie UCKyCcCTB, M TOJIBKO Oe3BpeMeHHasi CMEPTh aKTPHCHI TIOMelIaia ei
OCHOBATh ATOT HOBBIM THI IIKOJIBI, KOTOPBIH YK€ ObLT IeTaIbHO ITpopadoTaH.[5]
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[] Isadora Duncan on the Sparrow (new Lenin) Hills, Moscow, c. 1921.
\\ Alicenopa [lynkan Ha BopoObéBbix ropax (cerogus Jlennnckux), Mocksa, 1921
TOJI.

Finally, shortly before World War I, Isadora acquired some Russian pupils for her
school in Bellevue, near Paris, by sending Irma on a tour to Petersburg. The selected
children started studies that were interrupted by the advent of the war. They were
removed by Isadora to a safer place in Switzerland, but their parents wrote to the
press, accusing the great dancer of criminally harboring the children.6 Of course,
they were repatriated as soon as it became possible. One of them, Valia
Petrishcheva, worked later in the Duncan School in Moscow and said she had the
best possible recollections of the time she spent under Isadora’s guidance.

\\

Hakonen, nezamonro o [lepBoit MupoBo#i BoHBI, Aliceopa Habpaia HECKOIBKO
PYCCKHX YYEHUKOB JIJIsl CBOEH IIKOJIbI B benbBro, Henaneko ot [lapuxka, oTripaBuB
Upmy B Typ no IletepOypra. OToOpanHbie netu Havanu yu€oy, koTopasi Oblia
npepBana BoiiHOW. OHU OBLITM BBIBE3EHBI Alice1opolt B 6oee 6e30macHoe MECTO B
[IBeiitiapun, HO UX POUTEIH HATTUCAIN B IIPECCY, OOBUHSS BEIMKYIO TAHIIOBIIHILY B
MPECTYITHOM YKPBITHH JieTeii. KoHeuHo, OHM OBLIN penaTpUUpOBaHbI, KaK TOJIBKO 3TO
ctasio Bo3MoxkHO. OniHa u3 HuX, Bans [letpudeBa, mo3xke paborana B JyHKaHOBCKOMH
mikosie B MOCKBe M pacckaszana, 4To y He€ ObLTH caMble JIydIlTue BOCIOMHHAHUS O
BpEMEHH, KOTOPOE OHA MPOBEJIA MO PYKOBOACTBOM A¥CEeIOpHI.

These abortive attempts disheartened Isadora. The final disillusionment came in
1920, when Eleutherios Venizelos let her down by inviting her to found a school in
Greece and then failing to provide any practical support.

\\

OTU HeyJJauHble IONBITKY MPUBOJUIN B YHbIHUE Alicenopy. OKoHUaTenbHOE
pazouapoBanue Hactynwio B 1920 roxy, korma Benuzenoc Dnedreproc moasen eé,
MIPUTJIACUB OCHOBATH WIKOJY B ['pennu, a 3aTeM HE OKa3aB HUKAKOW MPAKTUYECKOU
MOAIEPIKKHU.



# Jlynauapcxuu

Then came the historic London encounter with Leonid Krasin, the outstanding Soviet
diplomat. He was sympathetic and ready to cooperate with Isadora’s proposal to
found a school in Moscow where she would teach thousands of proletarian children,
giving them joy and beauty through free and uninhibited movement. Her idea was
taken very seriously. Anatole Lunacharsky, the erudite Commissar of Education, gave
every consideration to the letter he received from Krasin and the telegram from
Duncan. And this attention was paid despite the great physical and financial
difficulties that the country was suffering as it emerged out of untold hardships.

\\

3aTeM MpoMu30IILIa HCTOpHUYECKast BCTpeda B JIOHIOHE C BBIIAOIIMMCS COBETCKAM
auruiomarom Jleonnaom KpacuasiM. OH MOCOYYBCTBOBAJ €i, M OBLT TOTOB OKa3aTh
MOJIJICPIKKY C MpeIoKeHuEeM AliceI0pbl OCHOBAaTh B MOCKBE IIKOJTY, T OHa OyaeT
YUUTB THICSYH MPOJICTAPCKUX JCTCH, 1apsi UM PaJOCTh U KpacoTy, Ojaroaaps
CBOOOHOMY 1 PaCKOBAaHHOMY JIBM)KCHHIO. E€ miest OblL1a BOCIIPUHSATA OYCHb
cepbe3no. AHatouil JlyHagapckui, 3pyIMpOBaHHbBIN KOMUCCAP MPOCBEIICHUS,
BHUMATEILHO M3yYHJI TUCBMO, KOTOPOE OH MoJIy4mi1 oT KpacuHa, u TenerpamMmy ot
JyHkan. 1 370 BHUMaHHE OBLIO YICICHO, HECMOTPS Ha OT'POMHBIC (PU3HUYECKUEC U
(YHAHCOBBIC TPYAHOCTH, OT KOTOPBIX CTpajiaja CTpaHa, MOCKOJIbKY OHAa BBIOMpaIach
U3 HEHCYUCITUMBIX TPYIHOCTEH.

Isadora arrived in Moscow in July, 1921, and soon paid a visit to Lunacharsky In the
Kremlin. He noticed a great change from the dancer he had first seen on the stage of
the Trocadero when he was a political exile in Paris, earning a living by brilliant
writing on the performing arts: “Her very looks were most interesting. She had
gained weight and lost that inherent, soft grace. Dressed in strange attire that was a
mixture of a rich Cook’s tourist and some kind of Grecian tunic, she had scarfs
waving about her almost as in a dance. She had extraordinarily sweet, sort of China-
blue eyes, very naive and kind.... In her Anglo-French dialect she insisted that she
was prepared to live on black bread and salt, but requested a thousand girls and boys
from the poorest families, whom she promised to turn into the most graceful people.”
\\

Aticenopa pu6sia B MockBy B urosie 1921 roga, u BCkope HaHecIa BUSUT
Jlynagapckomy B Kpemuib. OH 3ameTnin 00sbline nepeMeHbl B TAHIOBIIHIIE,
KOTOPYIO OH BIIEPBBIC YBHJIENT Ha clieHe Tpokaaepo, Koraa OH ObLI TOJTUTHISCKAM
n3rnanHukoM B [lapmke, 3apabaTeiBas Ha )KU3HB OJIECTAIIEH TUTEPATYPOH TIO
WCIIOJIHUTEIILCKOMY HUCKYCCTBY: «E€ BHEIIHOCTH Obla camoit nHTepecHoil. OHa
HaOpasa Bec U MoTepsuia ATy BPOXKICHHYIO MITKYIO rparuto. Onerast B CTpaHHBIN
Haps, KOTOPBIN MpeacTaBiisl co0oi cmeck 6oratoro Typucta Kyka u kakoit-to
IpeYeCcKoi TyHHUKH, €€ mapdbl pa3BeBAIMCh BOKPYT HE€ MOYTH KaK B TaHIE. Y Heé
ObLTM HEOOBIYaHO MUJIBIE, Kak OBl (hapdopoBo-romyOsie r1a3a, OUeHb HAUBHBIC U
noopsie ... Ha cBoém anrmo-(paHiry3ckom nuanekTe oHa HacTamBaia, YTO TOTOBA
KUTHh HA YEPHOM XJ1e0€ U COJIH, HO TIPOCHJIA THICAYY JIEBOUYEK U MAJTBbYMKOB U3 CAMBIX
OeTHBIX CeMe, KOTOPBIX OHA 00eIana MPeBPATUTh B CAMBIX TPAITMO3HBIX JTFOJICH.»
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When he returned the visit, the conversation continued in the same vein. Isadora,
noted Lunacharsky, “was convinced that the natural style of dancing, taught by her
and conveying the ultimate heights of human conscience, is a manifestation, not just
of the external, but also of the internal grace of Human Conscience, capable of
raising people above mundane trivialities. ‘Music and dance,’ she said, ‘are a
colossal educating force.’ She wanted to work, not for the theatre, but for everyday
life.” Thus Isadora Duncan made clear that her ultimate goal was not theatrical, but
educational. This explains much of the simplicity of her system, worked Out with the
intention of creating harmoniously moving human beings, rather than performing,
virtuoso dancers.

\\

Korma oH OTBETHII Ha BU3HUT, pa3roBOP MPOJIODKHIICS B TOM e Tyxe. Alcenopa,
ormetun JlyHauapckuid, «Obl1a yOeKJIeHa, YTO €CTECTBEHHBIN CTHIIb TAHIIA,
KOTOPOMY OHA YYHT U KOTOPBIH TIepeaéT BHICIITUE YPOBHU YEIIOBEYCCKON COBECTH,
SIBJIICTCSI TIPOSIBJICHUEM HE TOJIBKO BHEIIIHEH, HO M BHYTPEHHEH Tpaluu
YeJIOBEYCCKON COBECTH, CIIOCOOHON BO3BBICHUTH JIt0IeH HaJl OOBIICHHBIMHA MEJIOYaMH.
«My3bIKa ¥ TaHIIBL, - CKa3aja OHa, - KOJIOCCaIbHas MPOCBETUTENbCKas cua. OHa
XoTena paboTaTh He JJI TeaTpa, a IJs TIOBCETHEBHOM KU3HIWY. TakuM oOpazom,
Aticenopa JlyHKaH SICHO J1ajia TIOHSTh, YTO €€ KOHEUHAas I1eJb OblJIa HE TeaTpaIbHOM,
a o0pa3oBaTeIbHOU. DTO 00BACHSET OOJBIIYIO YACTh TPOCTOTHI €€ CUCTEMBI,
pa3pabOTaHHOM C IICJIbI0 CO3AaHUS TAPMOHUYHO JABMIKYIIUXCS JTFOJCH, a He
BBICTYIIJICHUS] BUPTYO3HBIX TAHIIOPOB.

Recalling how he told Isadora about the terrible conditions in which the Red Army
was continuing its heroic struggle (the Civil War was not yet over), Lunacharsky
wrote: “Isadora opened her small mouth, and at some point in my tale, very large
tears streamed from her blue eyes in a torrent. The strangest thing was that in those
hungry, striving years, we did find a building for her school: that myself, Krasin, to
some extent [Gregory] Chicherin, and to a very great extent comrade [Nicolaij]
Podvoysky made it possible for her to gather together a considerable number of
children; and that, in the end, we did dance.”’[7]

\\

Bcnomunasi, kak oH pacckasan Mcamope 00 y:kacHBIX yCIOBUAX, B KOTOphIX KpacHas
ApMus poaoJiKajia CBOI TepOnYecKyro 00ph0y (TpakIaHCKasl BOWHA eIle He
3aKOHUYMJIACh), JIyHauapckuil mucan: «Alceaopa OTKpblIa CBOM MaJICHbKUN POT, U, B
KaKOM-TO MOMEHT MOETO paccKas3a, OueHb OOJBIIUE CJIE3bI MOTEKIN MTOTOKOM M3 €€
ronyOsix ri1a3. CaMbIM CTPaHHBIM OBLIO TO, YTO B TE€ TOJOHBIC, CTPEMUTEIHHBIC
TOJIbI MBI HAIIUTH 3aHKE JIJIs €€ IMIKOJIBI: 9TO 5, KpacuH, 1 B HEKOTOPO CTETIeHU
[["'puropwuii] UndyepuH, 1 B 0O4€Hb OOJIBIION cTeneHn ToBapulll [ Hukomaii]
ITonBoickui, MO3BOIMIM €l cCOOpaTh 3HAUMTEILHOE KOJIMYECTBO JIETEH; U UTO, B
KOHIIE KOHIIOB, MbI TaHIIEBAIN». [7]

Podvoysky, indeed, played a very important role in the early history of Isadora
Duncan’s school. President of the Military-Revolutionary Committee in 1917 and
head of the storming of the Winter Palace, Podvoysky was a man of broad interests.
He was especially anxious to spread all kinds of sports in an effort to improve the



physical development of the workers and to this end he was greatly Interested in the
organization of sports, games, and youth festivals.

\\

JelictButenbHO, I10ABONCKHI CHITpAl 0YEHb BAXKHYIO POJIb B PAHHEN UCTOPUHU
mkoibl Aicenopsl Jlynkan. [Ipe3unenT BoeHHO-peBOMIOLIMOHHOTO KoMuTeTa B 1917
roJly ¥ mpeABOAUTEINb IITypMa 3UMHET0 ABOpIa, [loaBoiickuil ObLT YeI0BEKOM
HIUPOKUX UHTEpPEecOB. OH 0OCOOEHHO CTPEMUIICS pacPOCTPAHATh BCE BUbI CIIOPTA, B
LEeNSIX YIy4IIeHUs] (GU3MUeCKOro pa3BUTUSI paOOTHUKOB, U C 3TOM LIE€IbIO, OH ObLI
OYEHb 3aMHTEPECOBAH B OPraHU3alUH CIIOPTUBHBIX COCTA3AHUN, UTP U MOJIOJEKHBIX
dbectuBanei.

A speech made by Podvoysky at the First USSR Conference on Artistic Gymnastics
Among Women (December 7-10, 1945) revealed some heretofore unknown facts
about the foundation of the Moscow school. Speaking about the relation between
physical and aesthetic education and the possibility of utilizing Duncan’s experience
in this respect, Podvoysky stated: “Duncan did not appear with us accidentally.
Viadimir Ilyich [Lenin], together with Krasin and other comrades, discussed
Krasin’s report about her request and the practicability of inviting Duncan to our
country in such a difficult time. . . . Vladimir llyich gave some instructions in this
respect and checked how they were carried out. Isadora Duncan was much admired
by him.” In the same speech, he quoted Lenin as saying that, “If she does something
In excess, let us correct her by advice, and the more attentive our attitude to her
work, the better the results will be.”[8]

\\

Bricrynnenue Iloasoiickoro Ha Ileproit kondepenuu CCCP 1o Xy10KeCcTBEHHOM
ruMHacThKe cpeau xeHmH (7-10 nexadps 1945 1.) packpblio HEKOTOPHIC
HEW3BECTHBIC JI0 CUX MOp (HaKThl 00 OCHOBAaHMM MOCKOBCKOH IIIKOJIBI. ['0BOps O CBSI3M
MEXITy (PH3UYIEeCKHM U ICTETHUECKUM BOCITUTAHHEM U BO3MOKHOCTBIO UCTIOIB30BaTh
onbIT /[yHKaH B 3TOM OTHOILIEHUH, [lonBorickui 3aaBil: «/JlyHKaH HE TTOSABUIACH C
HaM¥ ciaydaitHo. Biagumup Wnbud [JIenun] BMmecte ¢ KpacuHbiM U 1pyruMu
ToBapuiaMu oocyamm nokian Kpacuna o e€ mpocw0e, U 1esecoo0pasHoCTH
npuriameHns JyHKkaH B Hally CTpaHy B TaKOE TPyAHOE BpeMs... Bmagumup Unpny
JaJT HEKOTOPBIE YKa3aHUs Ha 3TOT CYET U IPOBEPHII, KAK OHU BBITIOJHSIIUCH.
Alicenopa JlyHkaH Bocxuiajiach uM.» B Tol ke peur OH NpOIUTUPOBAI CI0BA
Jlenuna o Tom, uto: «Eciu oHa JeJaeT 4To-TO B U30BITKE, JaBaiTe UCIPABUM €€
COBETOM, W YeM BHUMATEIbHEE MBI OTHOCHMCS K €€ paboTe, TeM Jydine OyayT
pe3yJabTaThL.»[ 8]

Lunacharsky assigned Ilya Schneider to care for Isadora and Irma upon their arrival.
Born in Moscow in 1891, Schneider fitted naturally into the picture. A theatrical
journalist, writing chiefly on ballet, he was now working in the press department of
the Commissariat for Foreign Affairs, but he had not abandoned his theatrical
interests. In fact, his ballet libretto, “The Golden King,” which he had submitted to a
competition, had been praised by Lunacharsky. None of the available
choreographers seemed suitable or interested, but Schneider had expressed the
opinion that the only person he envisaged for the production of his ballet was none
other than Isadora Duncan. Lunacharsky had heard about this, so quite possibly his
choice of Schneider was not accidental. At any rate, Schneider revealed a thorough



understanding and sympathy with Duncan’s ideals and intentions and, aside from his
quite extraordinary organizing abilities, developed in time into a director capable of
sharing the artistic responsibilities of the school.

\\

[lo npubsiTiy [AyHkan], Jlynauapckuii nopyunn Unse Ineinepy 3a60oturbest 00
Aticenope u Upme. IIneiinep poauncs B Mockse B 1891 rony. Tearpanbhblii
KYPHAIUCT, MUY B OCHOBHOM O OajeTe, OH Tenepb paboTall B OT/ENE MeYaTH
Komuccapuarta mo ”HOCTpaHHBIM JeJiaM, HO OH HE OCTAaBUJI CBOU TeaTpaibHbIC
uHTepechl. DaKTUUECKH, €T0 0aIeTHOE TUOPETTO «30JI0TOH KOPOIbY», KOTOPOE OH
NpeICTaBWI HAa KOHKYpC, 010 moxBaieHo JlyHauapckum. Hu oauH U3 TOCTYIHBIX
xopeorpadoB He Ka3alics MOAXOASAIINM WIH 3auHTEpecOBaHHbIM, HO [1IHelaep
BBIPa3HUi MHEHHE, YTO €IMHCTBEHHBIM YEIOBEKOM, KOTOPOT'O OH MPEAYCMOTPEI IS
MIOCTAHOBKM CBOETO Oasiera, ObUT HE KTO MHOM, Kak Alicenopa JlyHkaH. JIlyHauapckuii
CIIbIIIA 00 3TOM, IOATOMY BIIOJTHE BEPOSITHO, 4TO ero Beioop LlIHelinepa Obut He
cinyyaeH. Bo Bcsikom cityuae, [IHeiaep npoaeMoHCTpUpoBal IIyoOKOe TOHUMAHUE U
COYYBCTBHE HJealilaM U HaMepeHusM JlyHKaH 1, TOMHMO €Tr0 BEChMa HEOOBIYHBIX
OpPTraHM3aTOPCKUX CITOCOOHOCTEH, CO BpEMEHEM OH MPEBPATHIICS B IUPEKTOPA,
CIIOCOOHOTO MPUHSATH Ha ce0s [OpraHU3alMOHHBIC U | Xy10’KECTBEHHBIE 00s13aHHOCTH
IITKOJTBI.

9

[] Below: Prechistinka 20.
\\ Huxe: [Ipeuncrenka 20

By the fall of 1921, a building suitable for the school was found in the form of the
palatial Balashova mansion at Prechistenka 20.

\\

K ocenn 1921 roga 3manue, moaxosimee IS MKOJIbI, ObIIIO HalieHo B (hopme
nBopiioBoro ocooHska banamosa Ha [Ipeunctenke 20.

Schneider then placed a notice In Moscow Worker to the effect that a State School of
Dancing was being opened, under the direction of Isadora Duncan, where preference



would be given to applicants belonging to families of industrial workers. Some one
hundred and fifty children were brought to the school in response to the
announcement. Beginning in early September, they came every day to be taught the
essentials of Isadora’s dance, enabling her and Irma to examine them closely,
determining their musicality, sense of rhythm, and line. They were first of all taught
to walk naturally, but beautifully, to a slow march; then to stand, swaying their
bodies rhythmically, “as if blown by the breeze,” said Isadora. They were, of course,
still quite clumsy and awkward. The rapturous exhilaration of dancing was as yet an
impenetrable secret, to be learned in its full splendor in years to come.

\\

3arem llIneiinep nomectun B «MOCKOBCKOM pabodyem» yBEAOMIIEHUE O TOM, YTO MO
PYKOBOJICTBOM Alicenopbl JlyHKaH OTKphIBaeTCS TOCYIapCTBEHHAS IITKOJIA TAHIICB,
rJIe IpeANoUTeHNEe OYIET OTAABAThCS 3aABUTEIISIM, MPUHAICKAITUM K CEMbSIM
MIPOMBIIICHHBIX pa0ounx. B oTBET Ha OOBSIBICHUE B IIKOJTY, OBLIO JOCTABJICHO
OKOJIO CTa naTuaecsaTH Aereid. HaunHas ¢ Hayana ceHTAO0ps, OHU KaXK]IbIH JeHb
MPUXOAMIIA YIUTHCSI OCHOBAM TaHIIa AMCeI0pbl, YTO MO3BOIIIIO el 1 Mpme
BHUMATEIHLHO U3YYHUTh UX, ONPEACIUTD UX MY3bIKaIbHOCTh, YyBCTBO PUTMA U
auHUI0. VX, B IEpBYIO 0Yepe/ib, YUUIN XOAUTh €CTECTBEHHO, HO KPacHBO,
MEJUICHHBIM IIIarOM; 3aTE€M BCTaBaTh, PUTMUYHO TTOKAYMBas TEJIaMH, «KaK OyJITO
IyeT BeTep,» - ckazana Mcamopa. OHu ObuIH, KOHEUHO, BCE €MIE TOBOJIBHO
HEYKJTFOKH ¥ HEJIOBKH. BocTOp)kKeHHOE BOJTHEHHUE TaHI[a OBLIO eIle HEMOCTHKUMBIM
CEKPETOM, KOTOPBIH MPEACTOUT BBIYYUTh BO BCEM €0 BEIMKOJICIIUN B OJIMDKaMIIIAe
TOJTBI.

# Jlenun

But Isadora decided to let them all participate in her first concert, given in Moscow
at the Bolshoi Theatre on November 7, 1921—the fourth anniversary of the
Revolution. Here Is Its program. The cover said “Isadora Duncan” in both Russian
and English.

\\

Ho Aticenopa perimia Io3BOJIUTE UM BCEM MPUHSATH y4acTHe B €€ TIepBOM KOHIIEPTE,
KOTOPBIH cocTosiics B Mockse B bosbiiom Tearpe 7 HosiOpst 1921 rona - B
YEeTBEPTYIO T'OJIOBIIMHY peBOIIOIMHU. BoT ero mporpamma. Ha 0010)kKe HammmcaHo
«Aticenopa [lyHkaH» Ha pyCCKOM U aHTJIMMCKOM SI3bIKAX.

10

[] Below: Cover used for all of Isadora Duncan’s 1921 Russian programs.
\\ Huxe: O610kKa, UCTonb3yemast sl BCEX PYCCKUX mporpamMm Aiicenopsl JlyHkaH
1921 ropa.
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&t : ‘ Introductory speech by A.V. Lunacharsky

AUCEAOPA AYHKAH |
: ' 1. The International

2. P.I. Tchaikovsky. Sixth Symphony.

(Pathetique) A. Duncan

3. P.I. Tchaikovsky. Marche Slav. A.

Duncan

4. The International A. Duncan

The Bolshol Orchestra conducted by

Nicolai Golovanov

\\

L.

BerynurensHas peus A.B. Jlynauapckuii

II.

1. NaTepHanmonan

2. I1.LM. YaiixoBckuii. lllectas cumdonus.

pa Ayika (ITaTtetnueckas) A. JlyHkaH

1 | 3.ILM. Yankosckuii. Mapur claBsHKH.

A. lynkan

4. Nutepnanmonan A. JlyHkaH
Opkectp bonbiioro [Tearpa] o ynpasienuem Hukonas ['onoBanoBa

Some exciting facts about this concert became known only a few years ago. Christo
Pakov, a colonel in the Bulgarian army, was then studying at the First Soviet Military
School for Pilots. He was one of the few lucky ones to get a ticket; a large part of the
audience—most of them young theatrical people—broke in, filling all the passages
and boxes. Confusion and disorder delayed the beginning of the concert. This
enabled Lenin, speaking that night at a workers’ meeting, to arrive in time.

\\

HexoTopsie naTepecHbIe (PaKThl 00 ITOM KOHIIEPTE CTAJId U3BECTHBI BCETO
HECKOJIbKO JieT Ha3aj. Kpucto [TakoB, MOMKOBHHUK OOJITapCKOM apMHH, YUUIICS B
[lepBOM COBETCKOM BOCHHOM YYIIIHIIE JJIsI IETYMKOB. OH OBLIT OTHUM U3 HEMHOTUX
CYACTIIMBYMKOB, KOTOPBIC MOJIYIHIU OUIIET; OONIbIIAs 9acTh Ay TUTOPUH -
OOJIBIIMHCTBO U3 HUX MOJIOJIbIC Te€aTpaIbHbIC JFOAH - BOPBAIACH, 3AIIOJTHUB BCE
MPOXOJIbI ¥ 3aKOYNKH. [lyTanuiia u 6ecrnopsiok 3aepKail Hauyajao KOHIepTa. ITo
103BoJINIIO0 JICHHHY, BRICTYITaBIIEMY TOM HOYBIO Ha COOpaHUU paboUnX, IPUOBITH
BOBpEMSI.

When Christo Pakov saw Lenin in a box only a few yards away, he forgot about what
was going on beyond the footlights: “I saw quite clearly his face, full of feeling and
so expressive. Like a sensitive mirror, it reflected the minutest movement or gesture
of the artist. During the performance of the ‘International,” Vladimir Ilyich seemed to
have moved forward from his seat and, bending over the barrier, he fixed his gaze on
the stage. By the facial expression, by the way he reacted to what was happening
there, it was possible to judge how very much moved he was by that dance, and with
what attention he absorbed its development. When the last chords of the
‘International’ had sounded, Viadimir Ilyich stood up and, joining the general



expression of admiration, shouted loudly at the top of his voice: ‘Brava, brava, Miss
Duncan”[10]

\\

Koraa Kpucto [1akoB yBunen JIeHnHa B 105e, BCEro B HECKOIBKUX sIpJIaX OT HETO,
OH 3a0BbLJ1 O TOM, YTO MPOUCXOAUT 32 paMKaMH (poHapei: «51 COBEpILIEHHO SICHO BUAECI
€ro JIMIIO, MTOJIHOE YYBCTB, U TAKUX BbIPA3UTENbHBIX. Kak 4yBCTBUTENBHOE 3€pKaJo,
OHO OTPAXKAJIO MEJIbYANILINE IBUKCHUSA WM JKECThI apTucTa. Bo Bpems
npencrasneHus «MHarepranuonana» Bragumup Mnbnud, Kak 110Kas3aaoch, OTOLEN OT
CBOET0 MeCTa U, HAaKJIOHUBIIKCH HaJl 0apbepoM, TPUCTAIILHO TOCMOTPEI Ha CLIEHY.
1o BeIpaxkeHUO JULA, IO TOMY, KaK OH pearupoBajl Ha IPOUCXOIAILIEE TaM, MOKHO
OBLJIO CYIUTh, HACKOJIBKO CUJIBHO OH OBbLT TPOHYT 3TUM TAHIIEM, U C KAaKUM
BHUMAaHHMEM OH TOrjomai ero pazsurue. Korga npo3Byyanu nociaeaHue akKopabl
«MHTepHanuonanay, Bnagumup Wnbud BeTan u, npUCcOEAUHUBIIUCH K 001LIEMY
BBIPAKEHUIO BOCXHUILEHUS, TPOMKO KPUKHYJI BO Bech rojoc: «bpaBo, 6paBo, mucc
Hynkan»[10]

Christo Pakov added that, in response to the call for an encore, Lunacharsky
appeared before the curtain and said that the artist was willing to repeat the finale,
but only if the audience would support her dancing with its singing. All stood up as
one and, without waiting for the orchestra, sang. Lenin sang with them, strongly and
with emotion, while Isadora danced, surrounded by the children.

\\

Kpucro ITakoB 100aBwiI, 4TO B OTBET Ha BO3IJIAC MPUTIIALIICHUS Ha OHC,
JlyHayapcKuii TIOSIBUJICS TIEPE]T 3aHABECOM M CKasall, YTO apTUCTKA TOTOBA IOBTOPUTH
(buHaI, HO TOJIBKO €Clii IMyOJIHKa TOJACPKUT €€ TaHel] CBOUM IieHreM. Bce Beranm
KaK OJIMH 1, HE TIOKHUJIASACh OPKECTpa, 3arenu. JICHUH 1meja ¢ HUMU CHUIIBHO U
AYMOLIMOHANILHO, a Aliceiopa TaHIleBala B OKPY>KEHUU JICTEH.

Osaf Litovsky, a well-known critic, wrote in his review of the concert that the
“International” was not yet “made” (as far as the choreography was concerned), but
the simplicity and earnestness of spirit conquered everybody. The children grasped
each other’s hands and followed Irma, now forming a snake-like spiral and now
breaking into circles. They were dressed in red cotton tunics made from the cheap
bunting used for flags. Many of them were quite small, and the sight was very
moving.

\\

Ocad JIuToBCKHUiA, N3BECTHBIN KPUTHUK, MHCAII B CBOEM 0030p€ KOHIIEPTA, YTO
«MHTepHannoHam ené He «aoaenan» (4To Kacaercs xopeorpaduun), HO MPOCTOTA U
CEPhE3HOCTH IyXa MOKOPWIH BeeX. JIeTH cXBaTHIIU APYT APYyTa 32 pyKU U
nocnenoBanu 3a pmoi, koTopast cHadanaa oOpa3zoBaia 3MEEBHIHYIO CITUPab, U 9Ta
CIIUpalib 3aTeM pacrajiachk Ha Kpyru. OHu OBLIH OJIETHI B KpacHbBIC
XJIOMTYaTOOyMaKHbIE TYHUKHU U3 JIEMIEBON MaTEpUH, UCIIOJIb3yeMOM 1S (hJ1aroB.
MHuorue 13 HuX OBLITU COBCEM MaJCHBKUMH, U 3PEIHUIIE OBIIIO OYEHb TPOTATETBHBIM.

--11

Prior to his description of Isadora’s “Marche Slav,” which he called her greatest
artistic success, Litovsky stated that she was no longer the Greek goddess capturing



the imagination of Moscow poets, as she had been in her previous appearances
(before the Revolution). In spite of this indirect criticism, he rated the concert as a
“real, harmonious festival of the liberated human body a revolutionary reading of
musical masterpieces, breathing beauty of plasticity and mime. ”’[11]

\\

Ilepen ceoum onmcannem «Mapia CiiaBssHKU» AMCen0pbl, KOTOPBIA OH Ha3Ball €€
BEJIMYANILIMM XyJ10)KECTBEHHBIM yCIieXoM, JINTOBCKUII 3aBUII, YTO OHA OOJIbILIE HE
rpedeckasi O0THHS, 3aXBaThIBAIOIIAsl BOOOPaKEHNE MOCKOBCKUX MTO3TOB, Kak OHA
ObLTa B CBOMX MPEAbAYIINX BBICTYIUICHUAX (0 peBotonnn). HecMoTpst Ha 3Ty
KOCBEHHYIO KPUTHKY, OH OIICHIJI KOHIIEPT KaK «HACTOSIIINI, TaApMOHUYHBIH
MPa3IHUK OCBOOOKIEHHOTO YEIOBEYECKOTO Tella, PEBOIOIIMOHHOE YTCHHE
MY3BIKAJIBHBIX IIE€IEBPOB, JBIXaHUE KPACOTHI IUNIACTUKU U TAHTOMUMBID».[ 1]

# Anexcanop Pymnes

But I also want to quote an unknown, yet highly professional account of the same
concert by Alexander Rumnev (1899-1965), an actor of the Kamerny Theatre but also
a dancer and mime:

“A colossal number of theatrical youth broke through the controls and flooded the
Bolshol Theatre from the first tier to the last. | managed to get into one of the lower
boxes. Thanks to my considerable height, I had an excellent sight-line.

\\

Ho s Taroke X094y IpOIUTHPOBATH HEU3BECTHBIN, HO BHICOKOIIPO(GECCHOHATBHBIN
pacckas o ToM ke KoHuepre Anekcanapa Pymuena (1899—-1965), akrépa Kamepuoro
TeaTpa, a TAK)KE TAHIIOBIIUKA U MUMAa:

«OrpoMHOE KOJIHYECTBO T€ATPATLHON MOJIOAEXH IPOPBAIOCH YePE3 OPTaHbl
yIIPaBJICHUS U 3aTOMIIO BoNbION TeaTp OT mepBOro ypoBHS 0 TocieaHero. Mue
yJIAJI0Ch TIOTIACTh B OJIUH U3 HWKHUX OOKCOB. biaromapsi 3HaYMTETLHOMY POCTY, Yy
MeHs Oblia IIpeKpacHas JIMHUSA 0030pa.

“Duncan danced Tchaikovsky’s ‘Marche Slav.” She appeared from the side, upstage.
Bent, stepping slowly and heavily, hands seemingly chained behind her back, she
moved to the center of the huge stage. Her heavy, mature figure—she was then past
forty—was covered only to the knees with a transparent chiton. The picture instilled
amazement, for it was completely contrary to the customary notions of trim ballet
dancers always ‘holding their backs.

\\

«dynkan tanneBan «Mapim CnaBsakuy» YaiikoBckoro. OHa nmosBmiiach cOOKy, 3a
Kynucamu. COTHYBIIIUCH, TIarast MEIJICHHO U TSHKEI0, PYKH, Ka3aJloch Obl,
MPUKOBAHHBIE LIETIbIO 3a CIIMHOM, OHA JIBUHYJIACH K LICHTPY OrPOMHOM ClieHbI. E€
TsDKENast, 3penas Gurypa - ei Toraa Ob110 32 COPOK - ObLIIA TOKPBITA TOJIBKO IO KOJICH
MPO3payHbIM XUTOHOM. KapTrHa BHYyIIIama N3yMIICHHE, TOCKOJIBKY OHA MOJTHOCTHIO
MPOTHUBOPEYHIIA OOIIETIPUHATHIM MPECTABICHUSIM 00 YpaBHOBEIICHHBIX OalepuHax,
KOTOpBIE BCET/Ia JIEPKAIIMCh 32 CTIIHHY.»

“Everything was new and everything was different. Her bare legs were massive and
rather too thick around the knees. Her small, dark head of auburn, almost bronze
hair all but touched the floor in tune with the heavy, sorrowful steps.



\\

«Bcé 0bL10 HOBBIM, U BC€ ObLIO MHa4ve. E€ rojpie HOru OBLIIM MAaCCHUBHBIMU U
JIOBOJIBHO TOJICTBIMU BOKPYT KOJIEH. Ee ManeHbkas TEMHAS roJ0Ba KaIITaHOBBIX,
MOYTH OPOH30BBIX BOJIOC MOUTH KACaaach Mojia B TApMOHUU C THKETBIMU
NeYyaJbHBIMHU IIaraMHu. »

“Tchaikovsky’s music was interpreted as a tableau of liberation from serfdom. When
the tzarist hymn sounded In the orchestra, Duncan was in the center of the stage. She
stood up; fury distorted her features. I even thought she was a little cross-eyed.
Having broken her fetters with great effort, she stood there throughout the entire
hymn, hating and infuriated, with clenched fists, her eyebrows drawn together, her
small mouth halt open. When the musical theme changed, she stood for a long time
examining her heavy hands, numb from fetters, and gradually fury and hatred yielded
to a feeling of joy and freedom. She concluded with several powerful leaps.”’[12]

\\

«My3bika YalikoBCKOTO OBLTa HCTOTKOBaHA KaK CIIEHAPHI OCBOOOXKIEHUS OT
KpernocTHoro npasa. Korja B opkecTpe 3Bydan apckuii TuMH, J{yHKaH OBLIT B IIEHTPE
cuenbl. OHa BcTama; s(poCTh UCKa3mia e€ 4epThl. S gake Aymal, 94To OHa HEMHOTO
kocoria3as. C OrpoOMHBIM YCHIIMEM, CJIOMaB OKOBBI, OHAa CTOsIJIa TaM BECh TMMH,
HEHABU/IS U IPUBOJISI B OCIICHCTBO CKAaThle KyJIaKu, €€ OPOBH COILINCH BMECTe, e
MaJICHBKUH POT 3aCThLI HEMOABIKHO. Kor/ta My3bIkajbHas TeMa H3MEHUIIACh, OHA
JIOJITO CTOSUIa, pAaCCMAaTPUBasi CBOU TSHKEIIBIC PYKH, OHEMEBIIIUE OT OKOB, U
IIOCTETICHHO SPOCTh M HEHABUCTh YCTYIAIHM YyBCTBY PAJOCTH U CBOOOALI. OHA
3aBepIINia HECKOJIBKUMHU MOIIHBIMU TIPhIKKaMu».[ 12 ]

Alexander Rumnev found the ensuing applause not sufficiently loud for such a large,
overt illed auditorium. More had been expected from Duncan’s art. Many were
shocked by her appearance. The transparent chiton on a no-longer-young woman
and the absence of a brassiere were offensive to customary ideas of elegance.*
Further, Duncan’s movements were closer to mime than dance, unconvincing to
people brought up on classical ballet with its virtuoso technique. The simplicity of
her means of expression surprised too many professionals In the audience.

\\

Anekcannp PymHeB cuén mocieoBaBmiye 3a 3TUM arIofUCMEHTHI HEJIOCTAaTOIHO
TPOMKHUMHU JIJIs1 TAKOW OOJIBIION, OTKPOBEHHOW ayIUTOPUM. bobliie 05KU1aJI0Ch OT
nckycctBa Jlyakan. MHOrHe ObUTH IIOKUPOBAaHBI €€ BHENTHOCTHIO. [Ipo3paunblii
XHTOH Ha YK€ HE MOJIOJIOH JKEHIIIMHE, U OTCYTCTBHE OIOCTTajbTepa ObLIH
OCKOpPOUTENHHBIMHU JJIs1 IPUBBIYHBIX MIPEACTABICHUH 00 3yieranTHOCTH. * B
nanbHewmeM, newkeHus Jlynkan Obuti OvKe K TaHTOMUME, YeM K TaHILy,
HeyOeIMTETbHBI JJIS JIFOICH, BOCIIUTAHHBIX HAa KIACCUYECKOM OaleTe, C ero
BUPTYO3HOM TeXHHUKOU. [IpocToTa €€ cpecTB BoIpaKeHUs yYAUBUIIA CIULIIKOM
MHOTHUX TTPO(ECCHOHATIOB B Ay TUTOPHH.

*Rumnev later became a close friend to whom Isadora turned for advice, which she
sometimes accepted: “She continued coming out in a transparent chiton without
makeup or brassiere. She explained the absence of makeup by the necessity of
keeping everything true to lite—incidentailly, in private life she used plenty of
maquillage, but it was not enough for the stage. I succeeded in persuading her to



make up especially for the stage.... But nothing came of the brassiere propaganda.
She continued dancing without one and frequently her breast left out of the chiton.
With a gesture full of chastity and grace she would replace it to the murmur of the
orchestra seats and considerable din from the gallery. She treated this as en
absolutely natural thing and was not confused in the least by the reaction in the
auditorium.”

\\

*PyMHEB 1033k€ cTall OJIUM3KUM JIPYTroM, K KOTopoMy Aticeopa oOpalaiack 3a
COBETOM, KOTOPBIH OHA MHOT/1a MpuHUMaia: «OHa mpoaoKalia BRIXOIUTh B
MPO3PavyHOM XHUTOHE 0€3 Makushka Win Oroctranbrepa. OTCYTCTBHE MaKUsDKa OHA
00BsICHUIIA HEOOXOIMMOCTBIO COXPAHSITh BCE MPABIONOA00HBIM, B YACTHOCTH, B
JUYHOM KM3HU OHA MCTIOJb30BaJla MHOTO MaKHskKa, HO ATOTO OBUIO HEAOCTATOYHO
11 clieHbl. MHE yaanoch yoeauTs e€ HaBepcTaTh YIYIIEHHOE CIEIHATbHO NI
creHbl... Ho HM4uero He BBINUIO U3 OFOCTTanbTepcKoi npomnaranapl. OHa MpogoihKana
TaHIeBaTh 0€3 eUHOTO [[IpeIMeTa OJIeXKIbI |, U 9acTo €€ rpyab OCTaBallach BHE
XHTOHA. JKecToM, MOTHBIM HEJTOMYIPHUS U Tpallii, OHA MOIPaBJIsiia ero Mo IyM
OPKECTPOBBIX CUICHUHN U TPOMKHUH T'yJ U3 raieper. OHa BOCIIPHHUMAJIA 3TO KaK
aOCOJIFOTHO €CTECTBEHHYIO BEIllb, ¥ HU B KO Mepe He CMyIajach peakiuei B
3ase».

I am not so sure about the accidental disorder in Duncan’s costume, since it occurred
at every performance, confusing, if not the great dancer, then the children who—
according to Yulia Vashentseva — used to avert their eyes. And here is evidence from
another actor, Leonid Shikhmatov: “This was not the young, slim dancer, built as a
goddess, who conquered the world. She was past forty at the time and had visibly
gained weight, though her figure still maintained beauty of line. There was really no
dance in her dancing. Duncan rather walked to music with a raised arm, whispering
some sort of words. She walked to the music of the International in an energetic,
rhythmic step as if summoning masses to struggle, while her hand with two pointed
fingers conducted the singing of an imaginary crowd. To the last strains of the music
the artist ran upstage, and exposed her left breast, symbolizing a nursing mother
giving strength to the popular elements. ”’[13]

\\

S He yBepeH B ciydaitHOM Oecropsiike B KocTioMe JlyHKaH, TOCKOIBKY OH
MIPOUCXOIMII Ha KaXKJIOM CIIEKTaKJIe, COMBAs C TOJIKY, €CJIM HE BEJIMKOTO TAaHIIOpa, TO
JeTeu, KoTopsie, o cioBaM FOnuu BaiieH1ieBoil, TpUBBIKIN OTBOJUTH TJ1a3a. A BOT
CBUJETENBCTBO Apyroro akrépa, Jleonuaa [lluxmaroBa: « 310 ObLIIa HE MOJIOAAS
CTpOIHas TAHIIOBIIHIIA, TOCTPOCHHAS KaK OOTHHSI, MOKOpHUBIas Mup. B To Bpems el
OBIJIO YK€ 32 COPOK, M OHA 3aMETHO MpubaBuia B Bece, XoTs e€ ¢urypa Bcé emé
coxpassjia KpacoTy JuHUHU. B e€ TaHIax neicTBUTEIbHO He ObLIO TaHIeB. JlyHKaH
CKOpee IIJ1a TI0 MY3bIKE C MOJAHITON PYKOM, Iemya Kakue-To cioBa. OHa 1uia mo
My3bike HTepHaIIMOHaIa SHEPTUYHBIM, PUTMUYHBIM I11arOM, CJIOBHO MPU3BIBAs
Macchl K 00pb0e, a €€ pyka AByMsl OCTPHIMU NaJbllaMH BeJla IEHUE BOOOpakaeMoi
toumbl. Ha mociaeqaux 3ByKax My3bIKH apTHCTKa BbIOEKaja Ha CIIeHY, 1 OOHaXKuIa
CBOIO JIEBYIO TPY/Ib, CHMBOJIM3UPYS KOPMSIILYIO MaTh, TAIONIYIO0 CHITY HAPOIHBIM
Maccamy».[13]
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# FOnus Bawenyesa

[] Below and right: Yullia Vashentseva.
\\ Bau3y u cnpasa: FOnus Bamenuena [ Bacuenosa].

Of the one hundred fifty children who appeared in that November 7 concert, only
forty could remain with the school, for this was the number of cots in the dormitory
and the funds could not provide for a larger contingency. Of necessity, more than a
hundred had to be weeded out. Yulia Vashentseva, one of the few children remaining
from the original lot, recollects:

\\

W3 cta naTtuaecat neTeu, MosSBUBIIMXCS Ha KOHIIEPTE 7 HOSIOPSI, TOJBKO COPOK
MOTJIH OCTaThCs B IITKOJIE, TOCKOJIBKY 3TO OBLIO KOJUYECTBO JETCKHX KPOBATOK B
OOIIEKUTHUH, B CPEJICTBA HE MOTJIM O0ECIIeUNTh O0MIBINEro KOHTHHTeHTa. 1o
HE0O0X0UMOCTH, OoJiee cTa HY)KHO ObUTO oTcesaTh. FOmus Bamennesa, oqHa u3
HEMHOTHUX JIETCH, OCTABIIUXCS OT TIEPBOHAYAIHLHOTO HA0Opa, BCIIOMUHACT:

“It was my brother (who became a well-known writer) who read the notice in
Moscow Worker. I had always loved to dance, so the family decided to answer the
announcement. Our family was a large one, of very modest means. We lived in the
very heart of Moscow, not far from the school on Prechistenka, but we were very
crowded.

\\

«3910 OBUT MO OpaT (KOTOPHINA CTaJ M3BECTHBIM IMHUCATEINIEM ), KOTOPBIM MPOUUTAI
3aMeTKy B «MOCKOBCKOM pabouem». Sl Bcerja ro0uia TaHIEBaTh, TO3TOMY CEMbS
pelImia OTKIMKHYTHCS Ha 00bsaBieHne. Hama ceMbst Obuta 00JbIIoi, O4eHb
CKpOMHOU. MBI %uniy B caMOM 1LIEHTpe MOCKBBI, HEAAJIEKO OT IIKOJIbI HA
[Ipeuncrenke, HO HaC OBLTIO OYEHB MHOTO.)»



“I was a very timid child, small of stature, who was brought to the school for the
daily exercises that were designed to demonstrate our abilities. We were taken up to
the big blue room where classes took place under Isadora’s guidance. Every child
was given a red tunic. Isadora stood facing us and showed us how trees sway and
swing in the wind, while the leaves (our wrists and fingers) keep slightly fluttering.
The movements of her arms and hands were incredibly beautiful. Even we, such small
children, could understand this.

\\

«41 O6blIa 0YeHb POOKUM PEOEHKOM, MAJIEHBKOTO POCTa, KOTOPOTO MPUBEIIU B IIKOIY
IUISI €KEJTHEBHBIX YIPAXKHEHHM, KOTOpbIe OblIN pa3paboTaHbl, YTOObI
MPOJEMOHCTPUPOBATH HAIIM criocoOHOCcTU. Hac oTBenu B 00bIIy O roj1y0yIo
KOMHATY, TJI¢ IPOXOAUIIH 3aHATHUS IO pPyKOBOJICTBOM Aiicenopsl. Kaxkaomy
peOEHKY 1amu KpacHyIo TYHHKY. Ajiceiopa cTosuia JJUIIOM K HaM U MoKasana, Kak
JepeBbs KaUaloTCs U U3rU0AI0TCS HA BETPY, & JIUCThS (HAIIH 3aISICThS U MMaJIbIIb)
MPOJIOJIXKAIIM ClIeTKa TpeneTaTh. JBrkeHus e€ pyK U Kuctel ObLITM HEBEPOSITHO
KpacuBbl. J[ake MBI, TaKue MaJICHBKHE JIETH, MOTJIU 3TO TOHSTh.»
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“Beautiful music, played on the grand piano by a good pianist (at that time it was
either Pyotr Luboshitz or Marc Meitchik, enhansed the impression of our being
transported to another world. There she stood, Isadora, beautiful and in every way
different from other people. She was different. She was a genius and a real
revolutionary. Now, when [ am past sixty, I am both proud and happy to have been
privileged to work under her—even to have seen and known her.

\\

«IIpexpacHast My3bIKa, CBITpaHHAsI Ha POSIC XOPOIINM IMHMAHUCTOM (B TO BPEMS 3TO
obu1 160 [1€Tp JIrobormmuil, 1u60 Mapk Meluuk), ycuauia BliedaTieHue, 4To Hac
NepeHocsT B pyrot mup. Tam oHa cTosina, Aiiceopa, KpacuBas U, BO BCEX
OTHOIIICHUSX, OTIIMYHASI OT APYrux mojaeil. Ona Obina npyroid. OHa ObUTa TCHHEM U
HACTOSIIIMM PEBOJIIOIIMOHEPOM. Tereps, Koraa MHE 3a MIECTHIACCAT, 51 U TOPKYCh, U
CYACTIJIMB, YTO MHE BBITIaJia YeCTh pabOTaTh C HEH - Jake BUACTH U 3HATH €€.»

“Lessons went on for three months. We were all brought to the Bolshoi Theatre on
November 7, 1921, to be led by Irma in the ‘International.’ As we gradually filled the
stage, Isadora embraced and caressed us, tears streaming from her eyes. And on
future occasions, whenever she danced with us small children, she invariably cried.
\\

«Ypoku pooiKaIuchk Tpu Mecsa. Hac Bcex mpuesnu B bomnbioit Teatp 7 HOAOps
1921 ropna, nox pykoBoactsoMm HMpmsl B «HTEepHanmonane». Koraa Mbl IOCTENEHHO
3aMoJIHWIN ClieHy, Aliceopa oOHsia 1 obiackaia Hac, CI€3bl Tekiu u3 e€ rias. U B
Oynymux cirydasx, Korja OHa TaHIleBaJla ¢ HaMU, MaJ€HbKUMH IE€TbMHU, OHA
HEU3MEHHO IJIaKaja.»

“At last the day of the final examination and selection arrived. We were told to do
what we had learned to the accompaniment of the piano. Then some were given red
tickets, and the others green ones. There were forty red ones for the number of
children she could keep. But we did not understand the significance of this procedure



and ran with equal happiness to the next room, with one or the other ticket in hand,
to be sorted out by assistants.

\\

«HakoHnen-To HacTynui JeHb (UHAIBHOTO 3K3aMeHa U oroopa. Ham ckaszanu genath
TO, YTO MBI Y3HAJIH, MTOJT aKKOMITAHEMEHT (PopTenrano. 3aTeM HEKOTOPbIE MOy TN
KpacHbIe OMIIETHI, a IpyTrue 3en€Hble. bplIo COPOK KpacHBIX Ha KOJIUYECTBO JETEH,
KOTOPBIX OHA MOTJIa JepkaTh. Ho MBI He TIOHSIN 3HAUYEHUS ATON MPOLEAYPHI, U C
pPaBHBIM CYACTHEM MOOEKAIN B CIEAYIONIYI0O KOMHATY C TEM WU HHBIM OHJIETOM B
pyKax, yToObl UX Pa300paau NOMOUIHUKH. )

“The school was officially opened on December 3, 1921. My family brought me this
time to live there.

\\

«I1Ikomna Obuta ounKanbHO OTKphITa 3 Aekadps 1921 roga. Most cembs npuBena
MEHS Ha 3TOT pa3, YTOOBI )KUTh TaM. )

“I was among the first girls to be given the Chinese room on the ground floor as a
dormitory. How beautiful it was, all done in black lacquer with encrustations in the
Chinese style. When in bed, we could look at our reflections in the ceiling that was
made of mirror, as were the cornices. The wallpaper was silk with a Chinese design,
the furniture black. When we were put up for the first night in spotlessly clean cots
with snow-white sheets and warm red blankets [donated by the American Relief
Administration (ARA)], I felt I was in paradise—though the mattresses were,
intentionally, very hard.

\\

«51 ObIIa OJTHOM M3 MEPBBIX JACBYIICK, KOTOPHIM JaJId OOIIC)KUTHE B KUTACKOM
KOMHATe Ha TIepBoM 3Taxke. Kak 3To OBIJI0 KpacHBO, BCE BHITIOITHEHO B YEPHOM JIaKe C
MHKPYCTAIUSAMU B KUTalicKoM cTriie. Haxosch B ToCTes M, MBI MOTJIA CMOTPETH Ha
HAIlli OTPAKECHUS B MOTOJIKE, KOTOPHIN OBLI CJeNIaH U3 3epKajia, Kak U KapHU3HI.
O6owu ObLTH METKOBBIE C KUTAHCKUM PUCYHKOM; MeOeb uépHas. Korma Mbl nmpoBenu
NIEPBYIO HOYB B OE3yNMPEYHO YUCTHIX KPOBATKAX C OCITOCHEKHBIMU MTPOCTHIHAMU 1
TETUTBIMEA KPACHBIMH OJICSJIAMU [TI0KEPTBOBAHO aIMUHUCTpAIieli AMEpUKaHCKON
nomo1u (ARA)], s mouyBcTBOBaIa, 4TO HAXOKYCh B par0, XOTsI MaTpachl ObLIN
HAMEPEHHO OYCHb TSKCIIBIMHU. »

“True, in the morning we had to get up at seven in an unheated house and, after a
gymnastics lesson with Irma in the Blue Room, had to run downstairs for an
absolutely ice-cold shower. But we never caught colds.

\\

«IIpaBna, yTpom HaM HY>KHO OBIJIO BCTaBaTh B CEMb YacOB B JIoMe 0€3 MoJorpeBa, u
nocJie ypoka ruMHacTuku ¢ Mipmoit B «I"0iry0oii KoMHATE» MPUXOIMIOCH OeXKaTh
BHU3 110 JIECTHUIIE, YTOOBI IPUHITH a0COTIOTHO JIeAssHOM ayl. Ho MbI HUKOTIa HE
MIPOCTYXKAIIUCH. )

“If, however, one of the girls showed signs of a throat infection, all of us were lined
up and told to open our mouths, so that the medical nurse could paint our throats
with a solution of iodine. This precaution invariably worked. We also had a ‘niania,’



a regular nurse named Frosia, to look after our needs, for we were, after all, small
children.

\\

«OmHaKo, eciu, Y OJTHON U3 JIEBOYCK MOSIBIISUTMCH MPU3HAKK WH(MEKIIUU TOpJIa, TO BCE
MBI BBICTPAUBAIIUCh B O4€pPE/lb, U YTOBOPUIU OTKPHITh POT, YTOOBI MEICECTpa MOTJIa
MOKPACUTh TOPIIO PACTBOPOM Ho/a. DTa MPeIOCTOPOKHOCTH HEM3MEHHO paboTana. Y
Hac Takke OblIa HAHs, 0ObIYHAs MesicecTpa 1o uMmeHu dpocs, koTopas 3a00THIIACH O
HaITUX MOTPEOHOCTAX, TOTOMY YTO MBI OBLITH, B KOHIIE KOHIIOB, MAJICHBKUMU
JCTBMU.

“Very soon we each got a uniform. It was modest but imaginative. The daily dresses,
made of cheap cotton stuff, were butt-colored, with small red bows tied at the V-neck
opening. It was Isadora who said, ‘Let them be dressed like the Red Army men’ So
our overcoats (wWhich the school could afford only somewhat later) were designed like
the Red Army’s greatcoats and looked very stylish. (We are wearing these coats in
the picture taken shortly before we left on our tour of Siberia and the Far East.)

\\

«OueHb CKOPO MBI TOTYYHIIN (OpMYy. ITO OBITIO CKPOMHO, HO 0JIAPEHO OOTaThiM
BoOoOpaxeHneM. [loBceTHEBHBIE TUIAThS, CACIAHHBIC U3 JEMIEBOTO XJIOMIKOBOTO
MaTepualia, ObUTH Pa3HOTO I[BETa, C MAJICHBKUMHU KPACHBIMU OaHTaMH, 3aBS3aHHBIMH
Ha V-o06pa3Hom Beipese. imenHo Aiicenopa ckazana: «Ilyctb oHu OyayT OJ€eThI, KaK
KpacHoapMmeunb». [loaTroMmy Hamm nanbTo (KOTOPHIE IKOJIa MOTJIa TTO3BOJIUTE cebe
TOJILKO HECKOJIBKO TI03Ke) OBLIIM CKOHCTPYHUPOBaHKI Kak muHeTn KpacHolt apmuu, u
BBITJISZICITH OYCHB CTHIIBHO. (MBI OJIETHI B 3TH NAJIBTO Ha (oTOrpaduu, CACITaHHON
HE3a0JIT0 JI0 TOTr0, KaK MBI OTIPABIIKCH B Typ o Cubupu u JJansaemy BocTtoky.)»

“We used to go for walks from Prechistenka 20 to the nearby, small park
surrounding the then- still-standing Cathedral of Christ the Savior. We marched in a
crocodile and wore rather ugly boys’ boots. In time we sported jolly, red boots and
tiny red hats.

\\

«Panpme mpl xoawumu ot [Ipeunctenku 20, K HEOONBIIOMY COCETHEMY TTAPKY,
OKpyKarolieMy Torjaa eié coxpanuBumiics Xpam Xpucra Cnacuresns. Ml Xoauiu
napamu, ¥ HOCUJIU JIOBOJIBHO YPOIIUBBIE MalIbuyKOBbIe OOTHHKU. CO BpeMEHEM MbI
nepeoOyHch B BecEble KpaCHbBIE CATllOTH M KPOIICYHbIE KPACHBIC IIAIOYKH. »

“We were fed four times a day and, though the diet was modest, we never went
hungry. At meals we were allowed to ask for a second helping. For breakfast we were
given porridge, usually of oats or millet, with plenty of condensed milk. For dinner
we were always served soup, another kind of porridge, plenty of bread, a compote of
dried fruits, lard [like the condensed milk, it was provided by the ARA],and—of
course—lots of potatoes in various guises. For those times, we were fed very well.
For me, a girl who had known considerable hardships, this was truly wonderful fare.
\\

«Hac xopmumnu 4eTbIpe pasza B IeHb, U XOTS IieTa OblJIa CKPOMHOM, MBI HUKOT1a HE
rojonanu. Bo BpeMs eapl HaM pa3peniim MpocuTh 1o6aBku. Ha 3aBTpak Ham gaBanu
Karry, 0OOBIYHO M3 OBCA WJIH MPOCa, ¢ OOJBITUM KOJIMYECTBOM CTYIIEHHOTO MOJIOKA.
Ha yxuH HaM Bceria moiaBaiid CyT, IPYyrylo Kairy, MHOTO Xje0a, KOMITOT U3



cyXo(pyKTOB, calio [KaK CT'YIIEHHOE MOJIOKO, KOTOpoe Obu10 npeaoctaBieHo APA
(ARA)], 1, KOHEUHO xe, MHOTO KapTodes B pa3nuuHbix popmax. B Te BpeMeHa Hac
OY€Hb XOPOIIO KOpMUJH. JIj1s1 MeHsl, I€BOUKH, KOTOpasi 3HaJla HeMaJible TPYIHOCTH,
3TO ObLIa AEHCTBUTENIBHO 3aMeUaTeIbHasi TPOBU3HUSL.»
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“After breakfast, we had our academic studies. At first they were given at one big,
general table. Afterward we were divided into groups according to age and assigned
special classrooms. The regular curriculum was augmented with lessons in English
and French, and with listening to music.

\\

«Ilocne 3aBTpaka y Hac ObIIM akajeMuueckue 3aHaTus. CHavyana ux JaBajid 3a
OJTHUM OOJIBIIUM OOIIHUM cTOJIOM. [Tociie 3TOro MBI pa3aesIuch Ha TPYIIIbI, B
3aBUCHUMOCTH OT BO3pacTa, U HAMPABJISUIUCH B CIICIIUATbHBIC KIIACCHBIC KOMHATHI.
OObIyHas yueOHas mporpamMma Obljia JOMOJTHEHAa YPOKaMH aHTIIUHCKOTO U
(GpaHITy3CKOTO S3BIKOB, ¥ MPOCITYIIIHBAHUEM MY3BIKH. )

“Oh, that beautiful music! After dinner we had an hour’s sleep and then—following a
cup of tea made from shredded, dried carrots—went up to the Blue Room with its soft
blue rug (Isadora’s own) and its walls hung with blue curtains to conceal the
pretentious taste of the former owners. This room was also known as ‘the room of
silence.” We started our five-to-seven lesson with Isadora (who always sat in an
armchair) by listening to good music. And what music and what pianists— the best in
Moscow at that time were glad to play for Isadora.

\\

«0, 3Ta kpacuBas my3bika! [Tociie o0ena MbI criayid 9ac, a 3aTeM - MOCJIe YaIlKy Jast
M3 U3MEJBbUYCHHOM, BRICYIIIECHHOW MOPKOBH - IIJTH B [ 01yOyIo KOMHATY, C €€ MATKUM
CUHUM KOBPUKOM (COOCTBEHHO A¥Ce0pbl) U CTEHAMH, YBEIIIAHHBIMH CHHUMU
IITOpaMH, YTOOBI CKPBITh MPETCHITMO3HBIN BKYC OBIBIICH BIaICbIbl. JTa KOMHATA
ObLTa TaKk)Ke M3BECTHA KaK «KOMHATa MOJIYaHUs». Mbl HAUMHAIN HAIll YPOK, C MATH
10 ceMH, ¢ Aliceopoii (KoTopasi Bceria Cujiesia B Kpeciie), Cliyliasi XOpoIuIyto
My3bIKy. W KaKkyto My3bIKY, U KaKHe THAHUCTHI - Tydlire B MOCKBE, B TO BpeMsl,
OBLTH pajibl UTPaTh sl AWCEIOPBL.»

“When [Serge] Essenine appeared on the scene, he used to come to the Blue Room to
listen to the music with us. We sat on the blue rug, while he sat on the floor at
Isadora’s feet. I can still see so vividly his golden head on her lap.

\\

«Korga [Cepx] Ecenun nosiBisuicst Ha ciieHe, oH mpuxoaui B ['omyOyro koMHary,
YTOOBI MOCTYIIATh MY3bIKY C HAMH. MBI CHICNIN HA CHHEM KOBpE, a OH CHJIE] Ha MOy
y HOT Alice1opbl. S 10 CHUX IOP TaK APKO BHUIKY €T0 30J0TYIO TOJIOBY Ha €€ KOJIEHSX.»

“Then Isadora would start her dancing lesson. [rma—always present—demonstrated
all the leaps and strenuous movements. Isadora was concerned with the spiritual side
of dancing, and her demonstrations were incomparably beautiful and hard to imitate.
Isadora always wanted us to have a technique stronger than hers or even Irma’s, and
it was Irma who saw to this. She developed our elevation by making us jump over a



string, lifted higher and higher by two girls. We could do nearly full splits in the air.
We also danced on high [three-quarter] pointe, while lovely Shura Aksenova—
perhaps the most gifted among us— could stand on pointe in bare feet.

\\

«3aTtem Aliceopa HauMHaNIA ypOK TaHIeB. Mpma - Bcera mpuCyTCTBYIOMIAS -
JAEMOHCTPHUPOBaJa BCe MPBIKKHU U YHEPTUYHBIE IBIDKEHUS. Aliceopa Obuta
3aWHTEpecOBaHa B TYXOBHOHM CTOPOHE TaHIIA, U €€ TEMOHCTPAIH ObLITH
HECPaBHEHHO KPAacHBbI U UM ObUIO TPYIHO MOJApPakaTh. Aliceopa BCeraa XoTena,
4YTOOBI Y HacC OblIa TEXHUKA, 0oJiee CUIIbHAL, YeM y He€, Wi aaxe yem y Upmel, u
umeHHo Mpma 3aboTtunack 00 3ToM. OHa MOAHsIIA HAITY BBICOTY, 3aCTaBUB HAC
NEepenpBIrUBaTh Yepe3 BEPEBKY, KOTOPYIO JABE EBOYKH IMOJHUMAIHN BCE BBIIIE U
BbIIIe. MBI MOTJIH CIeaTh MTOYTH MOJTHBIHN IIMaraT B BO3ayxe. MBI TakKe TaHIIEBAJIH
Ha BBICOKUX [TPH YETBEPTH | MOMYMAIbIaX, B TO BpeMsl, Kak Toiapko muias [lypa
AxcéHoBa - BO3MOKHO, camasi OJJapeHHasi U3 HAC - MOTJIa CTOSATh Ha MajbllaX O0CHIMH
HOTaMU.»

“But the really important thing was the absolute fusion of dance with music. Isadora
had the ability to convey the minutest light and shade of the music in her dancing and
gradually she developed this skill in us. We really danced music, not merely to music.
Isadora’s lessons expanded our horizons and lifted us to a higher plane.” So Vulia
Vashentseva concluded her story.

\\

«Ho, mo-HacrosmeMy BaXHBIM, OBUTIO a0COFOTHOE CIIUSIHHAE TaHIIA C MY3BbIKOM.
Ajicenopa obnamana ciocOOHOCTHIO TepeaBaTh MEIbYANIINN CBET U OTTCHOK
MY3BIKH B CBOEM TaHIIE, ¥ TIOCTETICHHO OHA pa3BHBajia B HAC ATO YMeHHE. MBI
JCHCTBUTETHHO TAaHIICBAIA MY3bIKY, & HE TIPOCTO MO MY3bIKY. YPOKHU A¥cenophl
pacIIMpIIIN Halll KPYyro30op M MOAHSUIA HAC Ha 0oJiee BHICOKUN ypoBeHb.» Tak FOmwst
BarmenmeBa mojaBena uTOr CBOCH UCTOPHUH.

# Enena Tepenmvesa

Several girls were taken into the school after its official opening when it was decided
that additional talent would be welcome. Elena Terentieva, born in Moscow in 1913,
was one of these. Here is her story as she told it to me:

\\

Heckonbko neBoYEK OBLITH B3ATHI B IIKOIY TOCTE €€ 0UITMAIBHOTO OTKPBITHS, KOTIa
OBLITO PelIeHO, YTO JOTOJHUTEIbHBIC TATAHTHI OyIyT MPUBETCTBOBAaThCs. EeHa
TepentreBa, poausmiascs B Mockse B 1913 roay, 6suta ogHo# u3 Hux. Bot eé
UCTOpHS, KaK OHA pacckaszajia MHe:

“My sister worked at the Comintern, and from some Americans there she learned
about Isadora’s school in Moscow. I loved to dance, so my sister had a ‘council of
war’ with my mother, and they decided to place me in the school. Luckily, a new
audition was announced just then, at the end of December, 1921. Forty children
came, among them Marianna Yaroslavskaya, daughter of the well-known leader of
atheism.

\



«Mos cectpa paborana B KoMHHTEpHE, M OT HEKOTOPBIX AMEPUKAHIIEB OHA y3HAJIA O
mkoisie Aricenopsl B Mockse. S nroOuiia TaHIEBaTh, TO3TOMY Y MOEH CeCTpbl ObLI
«BOEHHBIN COBET» C MOEN MAaTEPhIO, U OHU PEIINIIN TIOMECTUTh MEHA B MKOIY. K
CYACThIO, HOBOE IIPOCIIYIIMBaHKUE ObIO OOBABIECHO HIMEHHO TOT' /1A, B KOHIIE JeKa0psI
1921 ropa. IIpunum copok aereu, cpeau HuX MapuanHna Spociasckas, 104b
U3BECTHOIO JINJEPA aTeU3Ma.»

“We were given red tunics and brought in pairs to the Blue Room. This was a
fabulous sight, never to be forgotten. The walls were hung with blue curtains, the
huge ndelier, camouflaged by a large pink scarf, sent diffused light over Isadora.
Wearing a red mantle, she sat in an armchair, more beautiful, more majestic than
anything I had ever seen or dreamed of in my life. Near her stood a good-looking,
dark-haired girl, dressed in a light tunic. This was Irma. Ilya llyich Schneider was
also present, and his opinion was always considered.

\\

«Ham nmanmu xpacHbIe TYHUKH U ITapaMu puBe3sin B ['omyOyro koMHATY. DTO OBLIO
HEBEPOSTHOE 3peiHiie, KOTOpoe HUKOTAa He 3a0yaeTcs. CTeHbI ObUIN yBeIIaHbI
CHHUMHU IITOPaMH, @ OTPOMHAs JIFOCTPa, 3aMaCKUPOBAHHAS OOJIBIIIMM PO30BBIM
mapdom, u3lydajia paccesiHHbIN cBeT Haj Alicenopoit. OneTast B KpaCHYIO MaHTHIO,
OHa cujienia B Kpecie, 6osee MpeKpacHoM, 0oJiee BETHUECTBEHHOM, YeM BCE, UTO 5
Kora-1u00 BUEIa WK O YéM 1 MeUTajla B CBOEH »KU3HU. PsiioM ¢ HEH cTosiia
CUMIIaTUYHAs] TEMHOBOJIOCAS JICBYIIKA, OfleTas B JIETKYIO TYHUKY. D10 Oblia Mpma.
Nnpbs Unenu IHelnep ToKe TpUCYTCTBOBAJL, U €0 MHEHUE BCEr1a YUYUTHIBAJIOCH. »

“We were made to stand in one line. Schneider said: ‘Children, do as you are told.’
Irma asked the pianist to play Schubert’s slow march. She started walking slowly, her
arms raised. I watched her, trying to remember how she held her arms, how she
placed her feet. We all marched to the music to the best of our ability. Then
Schneider told us to repeat the ‘skip,’ a difficult step, after Irma. Next followed a
polka to Rachmaninov’s music, and after that we were told to join our waiting
parents and relatives. The red tunics were removed, and we waited in apprehension.
\\

«Hac 3actaBuiu cTosATh B 01HY JuHUIO. [IHenaep ckazan: «/letu, nemaite, Kak Bam
roBopsaTy». Mpma nonpocuia nuanucTa ceirpath MeaieHHbid Mapin [ly6epra. Ona
Havaja MEeIJICHHO XOIWTh, €€ PyKH ObUIH MOAHATHI. S cMoTpera Ha He€, TBITasCh
BCIIOMHHUTB, KaK OHa Jiepkajia CBOM PYKH, KaK OHa CTaBHJIa HOTH. MBI BCE IIIJTH IO
MY3bIKY B MEPY HAIlIMX BO3MOXHOCTEH. 3ateM LlIHeiaep cka3an HaM MOBTOPUTH
«IOJICKOK» - TPYIHBIN 11ar, mocye Mpmel. 3aTeM mociieoBaia mojibka moja My3bIKy
PaxmannHOBa, ocie 4ero HaM CKa3ajiu MPUCOSAMHUTHCS K HAIITUM OKUIAIOIIAM
POIUTENSM U POJACTBEHHUKaM. KpacHble TYHUKH ObUTH CHATHI, © MBI KU B
OKUJIAaHUU.»
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[] Below: Elena Terentieva.
\\ Bau3y: Enena TepenTnena.



“Can you imagine my delight when
Schneider came out to announce that
four girls had been accepted, among
them myself and Marianna
Yaroslavskaya. We went home, but were
told the day when we had to be brought
back to the school to live on its
premises.

\\

«MoxeTe cebe mpeacTaBUTh MOU
BocTopr, koraa [Ixeiinep Beienn,
YTOOBI OOBSIBUTH, YTO YETHIPE IEBYILIKH
OBLITM TIPUHSATHI, CPEIIA HUX SI U
MapuanHa Slpocnasckasi. Mbl o
JIOMOM, HO HaM CKa3aJld JICHb, KOTJ1a MBI
JOJIKHBI OBUTA BEPHYTHCS B IITIKOITY,
YTOOBI JKUTh HA €€ TEPPUTOPHH. )

+

“Our home was near the Moskva River.
I remember how my sister walked with
me on the embankment on that
appointed day, balancing an iron cot on her head (since the forty cots available in
the dormitory were all occupied, newcomers had to bring their own), while I trotted
by her side, crying my eyes out because I had to part from Mother.

\\

«Hamr nom 0611 y MockBa-peku. S momMHI0, Kak MOsI CecTpa IIia CO MHOM Ha
HaOepeXHYIO B TOT HA3HAYCHHBIN JCHB, OATAHCUPYS KEIIE3HON KOMKOW Ha TOJIOBE
(Tak KaK BCE COPOK KPOBATOK, HIMEIOIIUXCS B OOIICIKUTHH, OBLTH YIKE 3aHSTHI,
HOBHYKH JIOJIKHBI OBLIH PUHECTH CBOM ), B TO BpeMsI Kak s Oexaia 3a Hel, ¢
3aIIaKaHHBIMU TJIA3aMH, IOTOMY YTO MHE TIPUIILIOCH PACCTATHCS C MAaTEPhIO.»

“Yet I quickly forgot my grief when I was placed in the wonderful Chinese room, with
its mirrored ceiling, together with many other little girls.

\\

«Tem HE MeHee, 51 OBICTPO 3a0blIa CBOE TOpe, KOT1a MEHS TIOMECTHIIH B TIPEKPACHYIO
KHTaHCKYI0 KOMHATY C 3€pPKaJIbHBIM TIOTOJIKOM, BMECTE CO MHOTUMH JIPYTUMHU
MaJICHbKUMH JIEBOYKAMU. )

“In the morning we dressed in bathing suits for gymnastics with Irma. In the
afternoon (from five to seven) we dressed in red tunics and went to the familiar Blue
Room for a lesson with Isadora, who continued teaching us until her departure. If in
the morning we did gymnastics to strengthen our technique (we had a barre) and to
teach us movements for relaxation and tension, etc., then in the afternoon we did
what would now be called center practice. We were taught to listen to music and
dance it. We were shown how to be masters of our bodies, of our hands and arms.
Dance movements would follow after these ‘body exercises.” We were taught to
march, to skip, to perform the polka, and many other more complicated steps. There
was a running preparation that was followed by a big jump with the body bent



backwards in mid-air. We had to jump high, kicking the back leg up to the head, and
thrusting the arms backward.

\\

«YTpOM MBI O/IEBAIHNCH B KyHaJIbHbIE KOCTIOMBI JUIsl THMHACTHKU ¢ Mpmoit. [{Hém (c
IISITU 0 CEMH) MBI OJIEBAJIUCH B KPACHbIE TYHHUKH U 1ILJIU B 3HaAKOMY10 ['omy0yto
KOMHATY Ha YpPOK ¢ Alicenopoil, KOTOpasi MPOIOJKAJIa YIYUTh HAC 10 €€ 0ThE3/a.
Ecnu yTpoM MbI 3aHUMaIMCh TMMHACTUKOM, YTOOBI YKPENUTh CBOIO TEXHUKY (Y HAC
ObL10 Oappe), 1 YTOObI OOYYUTH HAC JBHXKCHUSIM JIJISI pacCia0IeHUs!, HAPSHKSHUS U
T.A., TO IHEM MBI J€JIalIi TO, YTO TeNephb OyJET Ha3bIBATHCS OCHOBHOM TPEHUPOBKOIA.
Hac yunnu ciymaThe My3bIKy U TaHlieBaTh €. Ham nmoka3piBanu, Kak ObITh
X035€BaMU HalllMX TEJI, HAIIUX PYK U KUCTeH. [locie aTuX «ynpaXxHEHUN U1 Tellay,
cJIeI0BajIM TaHIeBaibHbIe ABMKeHUS. Hac 00yuanu Mapury, [Togckokam,
ucnoyiHeHuto [1onbku, U MBI iealii MHOTO APYTHUX, O0JI€e CIOXKHBIX 11aroB. beuia
MOJATOTOBUTEINbHAS paboTa, 38 KOTOPOM cieoBall 0OJIBIION MPBIKOK C OTOTHYTHIM
HaszaJ TejioM B Bo3ayxe. [Ipuxoauinocs npeirate BEICOKO, IIOAHUMAS 3aHIOK0 HOT'Y 10
r'OJIOBBI U OTTAJIKUBAsi PYKU Ha3a1.»

“Our jumps were developed and worked out in the gymnastic lessons. There were
forward jumps over a string, the so-called ‘springboard’ jumps (up and up, higher
and higher, while remaining on the spot), which developed the strength of our ankles.
Side, or hurdle, jumps were performed sideways over the string. While two of the
girls held it, the rest formed a line, jumping one after another, first from the left leg
and then from the right. Then we went into the far corner of the big room and
performed a big jump over the string, landing on one leg [like a jete en arabesque].
We also jumped like frogs over the string, holding our torsos erect and never bending
in the course of the jump. ”’[14]

\\

«Harmmm npeibkk# pa3pabaTeBAIMCH U OTPadaTHIBAIMCH HA YPOKaX THMHACTUKH. bputn
NPBDKKH BIIEpe] uepe3 BEPEBKY, TaK Ha3bIBa€MbIC MPBIKKU C TPAMIUTHHA (BBEPX U
BBEPX, BBIIIE U BBIIIE, OCTABASICh HA MECTE), KOTOPhIC Pa3BUBAIIM CHITY HAIITUX
JobDKEK. BOKOBBIE, MM MPETSATCTBYIONIUE, TIPHIKKH BBITIOTHSUTHCH BOOK TIO CTPYHE.
B To Bpemsi, Kak JBe ACBYIIKH JCPKAIN €T0, OCTATBHBIC (OPMUPOBAIH JTUHHIO,
MphIras OJHa 3a APYroii, CHavala ¢ JIEBOW HOTH, a 3aT€M C MpPaBOil. 3aT€M MBI 11U B
JaTbHUAN yToJ1 OOJIBIION KOMHATBI, M COBEPIIAIA OOJIBIION MPBLKOK Yepe3 BEPERKY,
NPHU3EMIISIACH Ha OJTHY HOTY [Kak keTe B apabecke]. MBI Takke, Kak JISITYIIKH,
NIepeNPBITHBAIA Yepe3 BEPEBKY, JIepKa TOPCHI MPSMO M HUKOT1a He CTU0asCh BO
BpeMsl IIpbDKKa.»[ 14]

16
# HOIT

On December 3, 1922, the school celebrated its first anniversary. Yet, had it not been
for Schneider’s most extraordinary managerial gifts, the celebration might never
have taken place. For, on November 11, 1922, Schneider was summoned to the
Commissariat of Education and officially informed that the school had been crossed
oft the state budget. Times had changed radically, the introduction of the NEP (New
Economic Policy) was quite naturally accompanied by many financial reforms, and



there was no way of providing for the children at Prechistenka 20. The name of State
School could be retained, as could the free academic education (like that of any other
Soviet school), but that was all.

\\

3 nekaOps 1922 ropa mkosna orMeTusa cBoi nepsbiid roOuieil. U Bcé ke, eciu Obl HE
camble BbIatoIuecs yrpasiendeckue aapel Llneiinepa, npa3gHoBaHUE MOTIIO OBI U
He cocToATbesa. 60 11 HoaOps 1922 rona LIueiinep ObL1 BbI3BaH B KOMHCCApUaAT
MPOCBEHICHUS, U OPHUIMATHEHO HH(YOPMHUPOBAH O TOM, YTO IIKOJIA OblJIa ycedeHa U3
rOCyJIapCcTBEHHOTO Oro/KeTa. Bpemena paaukansHo n3MeHIINCE; BBeaenne HOIla
(HOBO¥1 SKOHOMHYECKOH TOJIUTHKH) BIIOJHE €CTECTBEHHO COMPOBOKIAIOCH MHOTUMH
(¢uHaHCOBBIMU pepopMaMu, U HE OBLII0O HUKAKOTO crioco0a obecreunTsb JeTeil Ha
[Ipeuncrenke 20. MoxHO ObLIIO ObI COXpPaHUTh HA3BaHUE TOCYAAPCTBEHHOW LIKOJBI,
Kak M OeciiaTHOe akajeMuyeckoe oo0pazoBaHue (HanpumMep, Kak Jirodas apyras
COBETCKas IIKOJIa), HO ATO OBLIO BCE.

Lunacharsky had tried his best, but his views did not find general support. “In spite
of my efforts to raise this school to a position worthy of it,” said the Commissar of
Education, “I keep meeting blunt resistance from people to whom it seems a
luxury.”’[15]

\\

JlyHauapckuii cTapayicst i30 BCEX CHJI, HO €r0 B3IJISIbI HE HAILTA OOIIEH MOIISPIKKH.
«HecMOTpst HAa MOM YCHJIUS TIOJTHATH 3TY IIKOJIY Ha JIOCTOWHBIA YPOBEHB, - CKa3al
KOMHCcap Mo 00pa3oBaHUIO, - s MPOOIHKAI0 BCTPEYATh MPSIMOE COMPOTHBIICHUE CO
CTOPOHBI JIFOJIEH, KOTOPBIM 3TO KAXKETCS POCKOIIBbIO». [15]

In all justice, one must say that in those years the position of the Bolshoi School was
not ideal either. Ballet was regarded with suspicion, and ballet dancers were
compared in the press with lapdogs riding bicycles in the circus.*

*See Appendix 2

\\

CripaBeIITMBOCTH pajik HAJO CKa3aTh, YTO B TE€ TOJIBI TIOJOXKEHHE TKOJIBI boJbiioro
TOE He OBUIO MIeaTbHBIM. baneT ObIT BOCIIPUHST € TIOJI03PCHUEM, & aPTHCTOB
OaneTa cpaBHUBAIH B ITpecce ¢ cobaukaMu, KOTOPhIE KaTAIUCh HA BEJIOCUTIEIAaX B
1upkKe. *

*Cwum. [Ipunoxenue 2




The Duncan School had to look for its own means of support, and it was found. A
paying “parallel” group was formed to provide for the upkeep of the main
contingency, from whom a “performing group’ was organized. The latter was
comprised of the most talented girls who were to appear at concerts held by Isadora
or Irma and who would maintain a high standard, because the public would now
have to pay to see them dance.

\\

[Ikone JlyHkaH MpUIILIOCh UCKaTh COOCTBEHHBIE CPEICTBA JIJIS TIOICPIKKH, U OHA
Obuta HalifieHa. belna co3nana miuaTHas «napajuiebHasy rpymmna, KoTopas
o0ecrnednBana coJepKaHue OCHOBHOT'O KOHTHHTEHTA, U3 KOTOPOro Oblia
OpraHu30BaHa «KOHIEPTHAS rpymmay. [TociemHsst cocTosa U3 CaMbIX TATAHTIUBBIX
JICBOYCK, KOTOPBIC JOJKHBI OBLTH BHICTYIATh Ha KOHIIEpTaX Aticeqopsl win Upmel, u
MOJI/IEP>KMBATh BEICOKUE CTaHAAPTHI, IOTOMY YTO TeIeph MyOIHuKe MPUXOIUIOCH
IUIATHTH 3 TO, YTOOBI OHU TAHIICBAJIH.

Schneider also reduced the school’s staff considerably. These measures steered the
school onto a more or less stable path, but there were still obstacles to overcome,
some of which could not have been foreseen.

\\

[MHefiaep Taxke 3HAUUTEITHHO COKPATHI MTAT IIKOJIBI. DTH MEPBI IPUBEIH IIKOITY
Ha 0oJiee WK MEHEee YCTOMUUBBIM MMyTh, HO BCE €I OBLIN MPENATCTBUS IS
MPEOI0JICHHS, HEKOTOPBIC U3 KOTOPHIX HEJIB3s1 OBLIO IPEIBUICTD.

[] Below: Picnic on the Sparrow Hills, summer, 1923. Front row, left to right: Elena
Terentieva, Moura Babad, Evgenia Ovsiannikova. Sitting in the center, knees
touching, is Maria Mysovskaya. To her left, Kyra Khachaturova. The adult girl on the
left is Valia Petrichcheva, one of the Russian pupils from Isadora’s school in
Bellevue. She was repatriated after World War I and taught at the Moscow school,
1922-23.

\\ Bau3y: [lukank Ha BopoObéBbix ropax, sero 1923 r. Ilepsslii psij, cieBa HaMpaBo:
Enena TepentseBa, Mopa ba6an, Esrenust OBcssnaukoBa. CUIST B LICHTPE,
colpuKacaroniasicsi KojaeHsmu, 3To Mapust MeicoBckasi. CneBa ot He€, Kupa
XagatypoBa. B3pocnas nesymika cneBa Bans [lerpudeBa, ojHa U3 pyCCKUX YUEHHUI]
mKkoubl Aliceopsl B benbBro. Ona Obuia penatpunpoBana nocie [lepBoit MmupoBoi
BOWHBI U IIpenoaaBaid B MockoBcKoi mkoie, 1922-23.




# Axum Bonvinckuil [Xaum Jletiboeuy @nexcep]

Although there was plenty of criticism on the part of professionals, the general
press—being interested mainly in the lofty ideals pursued by the school and in the
touching impression produced by dancing children—invariably printed eulogies such
as: “The Duncan School demonstrated its art—simple, clear as light, giving joy, and
therefore necessary. The entire demonstration breathed simplicity, innocence, and
happiness. This evening was an artistic recreation and a real festival of art, which we
miss to such an extent and of which there is such a need.”’[16] There were many
similar notices after the school’s concerts in 1922,

\\

Hecmortps Ha TO, 94TO CO CTOPOHBI IPOGECCHOHATIOB OBLIO MHOTO KPUTHKH, IIAPOKAST
npecca, 3anHTepecoBaHHasl, IITaBHBIM 00pa30M, BRICOKUMH HJICaTaMH, KOTOPBIC
npecieayeT MKOJIa, U TPOTaTeIbHBIM BIICYATICHUEM, IIPOU3BOIUMBIM TaHIIYIOIIIMMU
JICThMH, - HCU3MEHHO TIeYaTaia BocXBaJieHus, Takue kKak: «lllkoma /lyHkan
MIPOAEMOHCTPHUPOBAJIa CBOE UCKYCCTBO - TIPOCTOE, SICHOE KaK CBET, MAIOIIHI PaoCTh
1, CJIeJ0BaTEIbHO, HEOOXOAMMBIN. Best TeMoHCTpanus Abliiana MpoCTOTOM,
HEBUHHOCTBIO U CYACTHEM. DTOT BeUep ObLI XYI0’KECTBEHHBIM OTIABIXOM H
HACTOSIIIMM (PECTUBATIEM UCKYCCTBA, KOTOPOTO HAM TaK HE XBaTaeT, U B KOTOPOM
€CTh TaKas He00X0UMOCTh.» [16] BbI10 MHOTO TTOAOOHBIX PEIEH3H TIOCIIe
KOHIIEPTOB IIKOJIBI B 1922 rony.

This enthusiasm was not shared by Akim Volynsky (1863-1926), art scholar of merit,
ballet critic, and founder of the School of Russian Ballet. Though started privately,
this eventually acquired the status of “State Technicum”; however it remained quite
separate from the official Theatre School. Agrippina Vaganova taught there for a
short time, and Maria Romanova (mother of Galina Ulanova) taught Vera Volkova
there.



\\

OTOT AHTY3Ua3M He pasaensi AkuM Bonbiackuit (1863-1926), uckycctBoBe/,
OasieTHbIN KpUTHK U ocHOBaTelb LlIkoibl pycckoro 6anera. XoTsa 3TO Ha4ajIOCh B
YaCTHOM MOPsIIKE, B KOHEYHOM UTOTre, Mpuolpeno cratyc «['ocyaapcTBeHHbIN
TEXHUKYM»; OJJHAKO OH OCTaBAJICSl COBEPILIEHHO OTAEIbHBIM OT OULUATBHOM
TeaTpajibHOM MIKOJIbL. ArpunnuHa BaraHoBa npenogasana TaMm Heouro, a Mapus
PomanoBa (mama [Manunbl YiaHoBoif) npenojaBaia Tam Bepe BonkoBoid.

After the 1922 concerts, Volynsky stated his unshaken respect for Isadora’s
“personal, colossal talent of which contemporaries can no longer form a true
judgment.” But he asserted that, “Duncan’s pedagogical system, implemented by her
disciples, is incapable of withstanding serious criticism.” The doyen of Petrograd
critics questioned Duncan’s utopian dream (“proud but unsupported by anything
tangible”) of saving humanity through the beauty of new movements for the liberated
body—Iliberated as she thinks.”
\\
[Tocne xonueproB 1922 rona, BonbiHckuit 3asBUIT 0 CBOEM HETOKOJIEOUMOM
YBOXCHHUH K «JTMYHOMY, KOJIOCCAILHOMY TaJIaHTy AHCeT0phI, COBPEMEHHUKH
KOTOPOH yke He CMOTYT C(hOpMHPOBATh HCTHHHOE CYKIeHue». Ho oH yTBepxkaan,
4TO «Teaarornueckas cuctema JlyHkas, ocymecTpisieMas e€ yd4eHUKaMH, He
CrocoOHa MPOTUBOCTOSITH CepbE3HOM KpuTHKe.» [lyaiien (crapeiiimmnHa)
NETPOTrPaICKUX KPUTHUKOB ITOCTABHJI T10]T COMHEHHUE YTOITMYECKYIO MeuTy JlyHkaH
(«ropayto, HO HE MOAACPKUBACMYIO YEM-TTN00 OCSI3a€MbIM») CIIACTH YEJIOBEUECTBO
KpPacoTOW HOBBIX JBMXKCHUH JJIs1 OCBOOOKIEHHOTO TeJla - 0CBOOOKICHHOT0, KaK
IyMaeT OHa.

He went on to say that the movements demonstrated by the Duncan School—
“mannered, aristocratically pretentious, lacking temperament and almost lymphatic,
monotonous in pattern, uninspired by any thought, any upsurge of will"— were
absolutely incapable of serving as a ferment for new, living growth in future
generations.

“Children, their hair cropped into dangling short strands, ran about the stage,
emotional spots on their faces, strain reflected in their eyes, waving their thin little
arms without rhyme or reason, running in one and the same scenic circle, performing
the same figures, monotonous in their repetition and poor in content.”

\\

Jlasiee oH cka3zall, YTO JBUKEHUS, TPOJEMOHCTPUPOBAHHBIE MIKOIOW [yHKaH -
«MaHEpHBIE, APUCTOKPATUIECKU MTPETEHIIMO3HBIE, 0€3 TeMIIEpaMEeHTa U MTOYTH
numaTuyecKre, MOHOTOHHBIE TI0 PUCYHKY, HE BIOXHOBIIEHHbBIE KaKOW-TH00
MBICJIbIO, KAKUM-JTHOO MOABEMOM BOJIN» - A0COIFOTHO HE MOTJIU CIIYKHUTh
(dhepMEHTOM JIJIs HOBOTO, JKUBOTO POCTA B OYAYIINX MOKOJICHUSX.

«/leTun, BOJIIOCHI KOTOPBIX OBLITM OOpE3aHbl B BUCAUNE KOPOTKHUE MPSIH, Oeraiu mo
CIICHE, Ha MX JIMIaX MOSIBIISUTMCH IMOIIMOHATBHBIC MATHA, HAMIPSKEHUE OTPAXKAIOCh B
WX IJ1a3axX, pa3MaxruBasi CBOMMH TOHKUMHU MaJICHbKHUMH pyKaMu, 0€3 BCIKOH
MPUYUHBI U pa3yma, Oerast o OJJHOMY U TOMY )K€ CIICHHYECKOMY KPYTY, BBITIOTHSS
OJTHU Y T€ e MUQPHI, 0THOOOPA3HBIE B CBOEM TOBTOPEHUH, U OCTHBIC TIO
COJEPKAHUIO. »
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Volynsky denied these dances any educational value. He said they were incapable of
“heroization of the human soul.” He then gave a purely balletic, professional
analysis of what he had seen:

“This senseless rushing about, these legs that have not been given form, these
shapeless arches and ankles, visible in a running about with childish bustle,
completely out of tune with the excellent music, these bring forth nothing but ennui. . .
\\

BonblHCKMIT oTpuian B 3TUX TaHUAX Kakoe-11u00 BocnuTaTenbHOoe 3HaueHue. OH
CKazall, 4YTO OHHM HE CITIOCOOHBI «TE€POU3UPOBATH YEIOBEUYECKYIO IYIIY». 3aTeM OH Jlal
YUCTO OaNeTHbIN, NpOodhecCUOHATBHBIN aHAJIN3 YBUIEHHOT'O:

«9T0 OeccMbIClIeHHOe Oeranue, 3TU HOTU, KOTOpbIe He ObUIN MpUAaHbl opMme, 3TU
6ecopmMeHHBIE CBOJIBI U JIOJBDKKH, BUUMBIE B O€Te C I€TCKOM CyeTO!, COBEPIICHHO
HE B JIaJly C IPEBOCXOAHON MY3BIKOM, - OHM HE BBI3BIBAIOT HUUETO, KPOME TOCKH...

The very space seemed dead. There was no interplay of space with the richness of
muscular and visual sensations, so typical of classical dance in the art of ballet. . . .
Space is an essential part of movement, and its absence in Duncan’s class exercises
ties up and deadens her entire work. The stage does not participate in the children’s
frolics during public performances. The children now make for different corners, then
run in lines and circles toward the footlights, mark time near the long and heavy
curtains, but everything around them is mute. It does not react. The space is dead.
The children jostle about in the emptiness. . . .

\\

CaMo mpocTpaHCTBO Ka3asioch MEPTBBIM. He OBbIII0 HUKAKOTO B3aMMOCHCTBYS
IPOCTPAHCTBA C OOTaTCTBOM MBIIICYHBIX H BU3yalbHBIX OLTYIEHUH, CTOJb
TUTIUYHBIX IS KJIIACCUYECKOT0 TaHIa B HCKyccTBe Oainera... [IpocTpaHcTBO sABIsieTCs
HEOTHEMJIEMOU YaCThIO JIBM)KCHUS, U €T0 OTCYTCTBUE B KIIACCHBIX YIPAXKHCHHIX
JlyHKaH CBS3BIBACT U pas3pymaeT Bcio e€ padory. CiieHa He yJacTBYeT B JETCKUX
3a0aBax BO BpeMs IMMyOJIMYHBIX BBICTYIUICHUH. Tereph MeTH HIyT 10 pa3HBIM yTiIaM,
3aTreM OeraroT Mo JUHHSIM H KPYTY K TIPOKEKTOpaM, OTMEYAIOT BPEMS Y JUIMHHBIX U
TSDKEIBIX 3aHABECOK, HO BCE BOKpYT HUX Hemoe. He pearupyer. [IpocTpancTBo
MEpTBOE. J[eTH TOIKAIOTCS B TyCTOTE. ..

Volynsky, who devoted a considerable part of his life to the study of ballet aesthetics,
insisted that when audiences did not see movement with rich emotional content, they
could not possibly form those responsive fluids and stimulations ‘with which the
public maintains the entire spectacle, when the artist’s performance floats on the
crest of emotional waves coming from the auditorium. Yet if no winds of motion blow
from the stage, if there is no varied and multicolored idiom, then all that reigns in the
theatre is silence, soulless silence. They applaud only the sweet children’s faces,
always pretty and touching, whatever surroundings they find themselves thrown
into.”’[17]

\\

BosblHCKHI, NOCBATUBIINIT 3HAYUTEIBHYI YaCTh CBOEH )KU3HU U3YUYEHUIO ICTETUKH
Oayiera, HacCTaWBaJ Ha TOM, YTO, KOT/Ia 3PUTEIN HE BUIAT ABMKCHHS C OOTaThIM
AMOIMOHATLHBIM COJIEP)KaHUEM, OHUA HE MOTYT ()OPMHPOBATH T€ OT3HIBUUBHIC



KUJKOCTU U CTUMYJIbI, C KOTOPBIMU MMyOJIMKa MOIJIEPKUBAET BECh CIIEKTAKIIb, KOT/1a
MpeCTaBICHNUE APTUCTA MJIaBAET HA IPeOHE IMOIIMOHAIBHBIX BOJIH, UCXOSIIINX U3
3ana. M Bcé ke, eciin co CLIeHbl HE JyeT BETep ABMKEHUS, €CIIM HET pa3HOOOpa3HOM U
Pa3HOLIBETHOM UAUOMBI, TO BCE, UTO IIAPUT B TE€ATPE, - 3TO TUIIIMHA, O€31yIITHAS
tuirHa. OHY aIIOAUPYIOT TOJIBKO MUIJIBIM JIETCKUM JIMIIAM, BCEr/1a KPACUBBIM U
TporaTeNbHbIM, B Kakoe Obl OKpY>XEHUE OHU He monanu.»[17]
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This article (missing from all Duncan bibliographies) is worth preserving for its
undeniable professionalism. Perhaps, though its criticism is very harsh, there was a
degree of truth in It. In August, 1922, the children had had less than a year of
training. After Isadora’s departure with Essenine that fall, Irma took to working very
hard to make a success of the matinee in April, 1923, at the Korsch (Commoedia)
Theatre. There the girls from the performing group showed their ability to support
Irma in her solos and to acquit themselves very well in small numbers suited to their
age and experience.

\\

DTy cTaThio (KOTOpasi OTCYTCTBYET BO Bcex OuOnuorpadusx [yHkaH) ctour
COXpaHUTh 3a e€ HECOMHEHHBIN MpodeccnoHanu3M. Bo3MOKHO, XOTsI €ro KpUTHKA
OYeHb pe3Kasi, B Hell Oblia 1o npasabl. B aBrycre 1922 ropa y aeTeit ObUTO MEHBIIE
roja ooyuenusi. OceHnlo, mocie orbe3aa Aiicenopsl ¢ Ecennnbim, Mpma odens
yCepJIHO paboTalia HaJl yCIIeXOM yTPEHHETo nppejcTaBiieHus B anpene 1923 roga, B
teatpe Kopma (Kommenun). Tam IeBYIIKH U3 HCTIOTHUTEIBCKOMN IPYIIITBI TOKA3IH
CBOIO CITOCOOHOCTH MoepkaTh MpMy B €€ coi10, 1 04eHb XOPOIIIO MPOSBUTH Ce0s B
HEOONBITUX KOJTHMYECTBAX, COOTBETCTBYIOIINX UX BO3PACTY U OIIBITY.

It was then that Izvestia’s critic (the brief notice was signed with the initial “D”)
wrote: “The school’s work, demonstrated on April 15, revealed a great step forward
in comparison with what we saw a year ago. The children had made excellent
progress under the guidance of Isadora Duncan’s pupil, Irma. Their dances seem to
flow from life itself, being replicas of children’s games or simple running and
hopping, however, they were performed with such a lack of inhibition wedded to
rhythmic grace, and simultaneously with such obvious pleasure, it makes one recall
H. G. Wells:

people of his happy Utopia must have been like this.”’[18]

\\

Nmenno Toraa kputhk «M3Bectuii» (kpaTkoe yBeaoMIIEHHE OBLIO MOMUCAHO
HavyasbHOU OykBO# «/») Hanmucan: «PaboTa mKoIbl, TPOJEMOHCTPUpPOBAaHHAsS 15
ampers, moKasayia OOJIBIION mIar BIepe/1 Mo CpaBHEHHUIO C TEM, YTO MbI BHJICTH TOJ
Hazan. JleTu MOCTUTIN OTIWYHBIX PE3YJIbTATOB MO/ PYKOBOJACTBOM YUCHHIIBI
Aiicenopsl [Jynkan, Upmbel. X TaHUBI, KaKETCsI, BBITEKAIOT U3 CAMOM KU3HH,
SBIISISICH KOMUSAMU JETCKUAX UTP WIH MPOCTO Oera M MPBHKKOB; OJTHAKO OHU OBLITH
WCIIOJIHEHBI C TAKUM OTCYTCTBHEM TOPMOKEHHSI, KOTOPOE OBLIO CBSA3aHO C
PUTMHUYECKOH rparueit, 1 OTHOBPEMEHHO ¢ TAKMM OYEBHIHBIM yJIOBOJILCTBUEM, UTO
9TO 3acTaBisgeT BCIIOMHUTH X.I'. Yasica: moam ero cyacTiauBou Y TOIMMH, JTOIKHO
OBITH, OBLTH TaKUMM».[ 18]
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Of course, one would always bear in mind Isadora’s side of the question, her own
aesthetics. She did not want to make performing artists out of the children. She
dreamed of people moving beautifully, possessing ideally developed bodies.
Lunacharsky pointed out that her theories contained a mixture of idealism and
materialism.[19] He said that some of them were similar to those of Herbert Spencer,
William James, and Carl Georg Lange, though she might never have suspected it.
She did believe that if the body was made light and graceful, the people’s conscience
would improve and that, in turn, could influence their public life.

\\

KoneuHo, Bcerga Hy)KHO yUUTBIBATH CTOPOHY BOIpoca AKceopshl, €€ COOCTBEHHYIO
scteTrKy. OHa HE XOTelna JeaTh U3 JAeTe apTUCTOB-UcToaHUTeNne. OHa meurasna,
9TOOBI JIFOJIM KPACHBO JIBUTAIINCH, 00JIa/Iali HCATBHO Pa3BUTHIMU TEIIAMHU.
JlyHadyapckuii OTMETHII, YTO €€ TEOPUHU COJNEPKAT CMECh HUJIcar3Ma 1
marepuanuzma.[19] OH ckazai, 9To HEKOTOpbIe U3 HUX ObUIH MOX0XHU Ha ['epOepra
Cnencepa, Yunssaima [[xxeiimca u Kapna ['eopra Jlanre, XoTsi oHa HUKOT/a HE
nogo3peBaina 00 3trom. OHa BepHiia, YTO €CIH TEJIO CTAHET JETKUM U U3SIIHBIM,
COBECTb JIFO/ICH YIIYUIIUTCS, U 9TO, B CBOIO OYEPE/Ib, MOXKET MOBIIUATH HA UX
OOIIECTBEHHYIO KU3Hb.

At first she wanted the Moscow school to perform only as a means of propaganda. At
some of the recitals at this time and for years to come, children from the audience
were offered an opportunity to come up onto the stage and start learning then and
there. Later in its travels, the group carried, along with its own costumes, a whole
trunkful of little red tunics for such improvised lessons after recitals.

\



CHaygasa oHa X0Tesa, 4T0Obl MOCKOBCKAsl IIKOJIA BBICTYIIAIA TOJIBKO KaK CPEJCTBO
nponarafasl. Ha HEKOTOpPBIX KOHLIEPTAxX, B 3TO BPEMS U HA JOJITHUE FOJBbI, 1ETAM U3
3aJI1a Ipejiaranach BO3MOKHOCTD MOJHATHCA HA CLIEHY M HA4aTh YYUTHCS TYT Ke.
I1o3xe, B CBOMX MMYTELMIECTBUAX, I'PYyIIIA IPUHOCHIIA, BMECTE CO CBOUMU
COOCTBEHHBIMU KOCTIOMAMM, LI€JIbIII HAOOP MaJIEHbKUX KPACHBIX TYHUK JJI TaKUX
MMIIPOBU3UPOBAHHBIX YPOKOB IOCIIE COJIBHBIX KOHLIEPTOB.

# Mapus Mvicosckas

Of necessity, the children became performing artists at a very early stage. But from
the very outset, Isadora, and especially Irma who actually worked with them, saw to
it that they felt the beauty of movement and repose. As Maria Mysovskaya testifies: “I
think we started understanding what was wanted from us by about 1924.”

\\

ITo HEOOXOTUMOCTH, IETH CTAIM ApTUCTAMU Ha OYCHb paHHel ctaauu. Ho, ¢ camoro
Hayvana, Aliceopa u ocobenHno Mpma, KkoTopast Ha caMmoM Jene paboTaia ¢ HUMH,
M03a00THIIMCH O TOM, YTOOBI OHU YYBCTBOBAJIM KPAacOTy JBMKCHHS M MOKos. Kak
CBUICTENBCTBYEeT Mapust MbICOBCKasi: «S1 ymaro, 4TO Mbl Ha4ajIl IOHUMATh, YEro
OT HAC XOTEIU NpUMEPHO K 1924 roay».

Maria (Mussia) Mysovskaya was a late arrival. In the spring of 1923 Lunacharsky
advised her father to place his ten-year-old daughter in the Duncan School, since she
had had some music and adored dancing. The school already had several of
Lunacharsky’s protegees, but this time it benefited in more than one way. Besides a
gifted pupil, who was to grow into an outstanding performer, it acquired in the
person of her mother a first-class trained nurse, who accompanied the children on all
their tours, including those to China and the United States.

\\

Mapus (Mycus) MpicoBckas Oblia u3 1mo3aHero Habopa. Becnoit 1923 rona
Jlynadapckuii TOCOBETOBAJ OTILY IIOMECTUTH CBOIO JIECATHIICTHIOKO JI0Yb B IITKOJTY
JIyHKaH, TaK KaK OHa JIIOOMIa My3bIKY U 000’kajia TaHIIeBaTh. B mkoie yxe 0bu1o
HECKOJIbKO TIpoTeke JIyHagapckoro, HO Ha 3TOT pa3 OHA MPUHECIIA OOJIBIIE MOJB3HI.
[TomuMo omapEHHOM yUEHHIIBI, KOTOpas JIOJDKHA ObljIa CTAaTh BBIIAIOIICHCS
UCTIOJTHUTEILHUIICH, OHA TIprHoOpeia B JIMIIE CBOSH MaTepH MEPBOKIACCHYIO
00yUYEHHYIO MEJICECTPY, KOTOpasi COMPOBOKIANA IETEH BO BCEX UX MOE3IKAX, B TOM
yuciie B Kurait u Coenunennsnie 1ITaTel.
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[] Below right: Maria Mysovskaya in Viadimir Bourmeister’s “Grief,”
choreographed for the Moscow Studio named after Isadora Duncan.

\\ Bau3y cnpaBa: Mapust MbicoBckasi B mocTaHoBke Brnagumupa bypmeiictepa
«l"ope» a1t MOCKOBCKOM CTyIMM UMEHHU Alicenopsl JlyHKaH.

[] Below left: Maria Mysovskaya.

\\ Bau3y cieBa: Mapwust MbIicoBcKasl.



Mussia was placed at first in the junior class, but made such progress that in the
summer of that year she was already included in the group of girls accompanying
Isadora and Irma to Kiev.

She recalls: “There, in one of the parks, we continued our studies. I remember how
Isadora taught us to walk. It was a science and a revelation. We were told to incline
our trunks slightly forward. The legs started walking from the thigh; the toes, well
pointed, reached the ground first.

Isadora said: “If you thrust your body forward in the direction of the movement, you
will never start walking heels down first.” And how she walked herself! People in the
street, having no idea who she was, never failed to halt and follow the majestically
moving woman with their gaze.

\\

CHauana Mycs Oblila momeIieHa B KJacc IOHHOPOB, HO JIOCTHUTIIA TAKOT'O MPOrpecca,
YTO JIETOM TOTO K€ I'0/Ia OHA YK€ OblJIa BKIIFOYEHA B TPYIIITY JEBYIIIEK,
conpoBoxawmux Aiicenopy u Upmy B Kues.

Omna BcriomuHaet: «Tam, B 0JJHOM U3 TAPKOB, MbI MPOJAOKIIN yu€0y. S momHIo,
Kak Aiiceopa Hay4duia HaC XOAUTh. DTO ObUIa HayKa U OTKpoBeHHE. Ham ckazanu
HAKJIOHUTH HAIII TOPCHl HEMHOTO Briepé . Horu HaunHamm uaTu ot 6eapa; masbIibl
HOT, XOPOIIIO BBITSIHYTHIE, TOCTUTAIIA 36MJIA TTEPBHIMHU.

Aticenopa ropopuia: «Eciau Tl TOJNKHENIH CBOE TENIO BIEPET B HAPABICHUN
JBUKEHUS, TO Thl HUKOTJ]a HE HAYHEIIb OMyCKaThCS Ha MATKM». W kak oHa mia camal
Jlroqu Ha ynure, He UMesl HU MaJIeHIIero npecTaBiIeHus, KTO OHA TaKasi, HUKOTJa He
MepecTaBaii OCTAHABIMBATHCS M CIICUTH 32 BEIMYECTBEHHO JIBIDKYIICHCS
KEHIITMHOW CBOMMH B3TJISIJIAMH.



“She used to teach us to swing the trunk while standing—forward, sideways,
accompanied by arm movements or without them. Years later Leonid Yacobson used
this ability of ours, to sway while standing as if glued to the floor, in the
choreography of Zoya. The use of this unique Duncan movement was suggested to
him by Elena Terentieva, who created the role of the World-War-11 heroic girl-
partisan. It was this idiom, then, that became a key to the entire imagery of the piece.
It was most effective in the dramatic and absolutely credible picture of the heroine’s
body swinging from the scaffold.

\\

«OHa yuunia Hac packaunBaTh TYJOBHIINE, CTOA - BIIEpE, BOOK, B COITPOBOKICHUN
IBUKEHUHN pyk unu 6e3 Hux. Cnycts roasl, Jleonua SAkoOCOH UCIOIb30BaI 3Ty HAILY
CIIOCOOHOCTB, MOKAYMBASICh, KaK OYJATO MPUKICCHHBIN K MOy, B Xopeorpaduu 30u
[KocmonembsiHckoit |. Micronb30BaHNne 3TOT0 YHHKAIBHOTO JYHKaHOBCKOTO
JBIKEeHUsI ObUTO TIpeioxkeHo emy Enenoit TepeHTheBoM, KOTOpasi co3niana poJib
IrEPOUYECKON JAEBYILIKU-IIAPTU3aHKUA BpeMeH Bropoii MupoBoi BoliHbl. FIMEHHO 3Ta
UAMOMa CTajla KIFYOoM KO BceMy o0pa3y nmpousBeaeHus. DTo Obu1o Hanboee

3¢ (exTHO B IpaMaTUUYECKON 1 aOCONMIOTHO TOCTOBEPHON KapTUHE Tejla FTEPOUHH,
Kauarorieics Ha smadore. *

*Zoya Kosmodemlanskaya took part in the defense at Moscow. She was caught when
trying to set fire to the quarters of the Germans. Who tortured her and hanged her in
the presence of the peasants of the village.

\\

*30s KocMmoniembsiHCKasi TpuHUMalIa ydactue B o0opone noj; MockBoit. OHa Oblia
noriMaHa IpH MOMBITKE MOJKEeYb KIIAIIEC HEMIIeB. TeX, KTO MbITal €€, ¥ MOBECUII B
NPUCYTCTBUU KPECThSH ICPEBHHU.

** [3os KocmonembsHckas neperecna B 1940 roay ocTpbelii MEHMHTUT, U CTpajaja
paccTpoicTBOM NCUXUKU. B BoeHHOE Bpems oHa ObLta 6oiiioM B/4 9903
(LlenTpanpHas pa3BelbIBaTEIbHO-IMBEPCUOHHAS ITIKOJIa Pa3BenbIBaTeIbHOTO OTIEa
mraba 3amagHoro ¢GpoHTa), rae u npuHsia npucary. Cinenys cekperHomy [Ipukasy
CraBku BepxoBHoro I'maBHokomanioBaHust Ne 428, koMCcOMOJIKa-AMBEPCAHTKa
(HacTosimiee uMs TOCTOBEPHO TaK M HE YCTAHOBJICHO) MOKUTATA KPECThIHCKHE JIoMa
B TIOJIMOCKOBHBIX JIEPEBHSIX (C BEPOSITHO KBAPTHUPOBABIIUMHUCS TaM (PaIIHCTaAMM).
MecTHbI€ )xuTeIN He OBUTH B BOCTOPTE OT TOTO, YTO KTO-TO YHUUYTOXKAET UX JKUITUIIIA.
[TpryéM, HM OJTMH HAIUCT, B TOW caMoil fepeBHe [leTpuiieBo, Tak U He 3aMEP3 W,
BOOOIIIE, HE yMED. ]
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“In general we all had a beautifully ‘placed’ upper body. This was our greatest asset,
though it does not signify that we had nothing else. It always drives me mad to hear
that Duncan dancers had no technique. Perhaps it was true of other schools, but our
technique as taught by Irma was quite good.

\\

«B o6miem, y Bcex Hac Oblia KpacuBasi «pacCTaBICHHAS» BEPXHSSA YaCTh Tesla. ITO
OBILJT HAIIl caMbli OOJIBIION AKTHB, XOTS 3TO HE 03HAYAET, YTO Y HAC OOJBIIIE HUYETO
He ObL10. MeHst Bcerzia CBOJUT C yMa, KOT/Ia s CIIBIIY, 4TO Y TaHIIOpoB JlyHKaH HE



ObLIO TeXHUKU. BO3MOXKHO, 3TO ObUIO BEPHO U B OTHOIIEHUHU JPYTUX IIKOJ, HO HAIlla
MeToJuKa, KoTopol yumiia Mpma, Oblia JOBOJIBHO XOPOILIEH.»

“We jumped over a string held at approximately the height of our chests. When the
Jjump was the one called ‘scissors,’ it was even higher. A lovely picture in flight was
presented by this jump, which was executed with a backward thrust of the body: the
front leg, slightly bent, was stretched before landing, while the back leg—still in
midair, almost touched the head—I remember feeling it with the nape of my neck.

\\

«MBI IpbITaNIK Yepe3 BepEBKY, KOTOpas Aep)kajach MPUMEPHO Ha BBICOTE HAIITNX
cynaykoB. Korma Ol phIKOK, HA3bIBAEMBIN «HOXKHULIAMUY», TO OH ObLI eIIE BHIIIE.
[IpexpacHblii CHUMOK B MOJIETE OBLI MPEICTABIIEH ATUM NPBLKKOM, KOTOPBIH ObLI
BBITIOJTHEH ¢ 00paTHBIM TOJTYKOM Tella: IEPEeIHs HOTa, CIeTKa COTHyTas!, ObL1a
BBITSIHYTA JI0 TIPU3EMJICHUS, a 3a/IHSIsI HOTa - BCE elIé B BO3/AyXe, OYTH Kacallach
TOJIOBHI - 51 IOMHIO, YyBCTBOBAJIa 3TO 3aTHLIIKOM. )

‘We had all kinds of turns in which I ‘specialized’ in time to come. I especially liked
the one that started with a jump off the floor from the supporting leg, while the
working leg was raised backward (from the hip), and then a complete turn was
executed in three small steps. Done to a waltz rhythm this exercise, an essential part
of many dances, could attain considerable speed.[20]

\\

«Y Hac ObUIH pa3HBIC IOBOPOTHI, B KOTOPBIX 5 «CICIIUATM3UPOBAIACH) BOBPEMS.
Oco0eHHO MHE TTOHPABUWJICS TOT, KOTOPBIM HAYMHAJICS TIPBIKKOM C T10JIa OT OITOPHOM
HOTH, B TO BpeMs KaKk pabouasi Hora ObLIa MOIHATA B OOPaTHOM HarmpaBiIeHHH (OT
Oenapa), a 3aTeM MOJIHBIM 000POT OBLIT BBIIOJIHEH B TPEX HEOOJIBIINX ITArax.
BrImonHeHHOE B pUTME BajibCca, 3TO YIpaXHEHHE, HEOTheMJIeMas 9acTh MHOTHX
TAHIIEB, MOXKET JOCTUYb 3HAUUTEIBHON CKOPOCTH.»[20]

“Quite naturally this technique took years to develop, and some of us were better
endowed for technical feats than others. Irma taught us all unswervingly. A born
teacher and a person of iron will, honest beneath her severe character, she obtained
results from us in a very short time. She was, beyond doubt, a talented and interesting
personality and a very musical dancer.

\\

«BrmoHEe ecTecTBEHHO, UTO 3Ta TEXHUKA pPa3BHBAJIACh TOJAAMHU, U HEKOTOPHIE U3 HAC
ObLTH JTydIlle Ha/IeJICHBI TEXHHYECKUMHU HaBbIKaMU, 4eM Japyrue. Mpma yduia Hac
BCEX HEYKJIOHHO. [IpuposkeHHas yauTenbHHIIA U YETOBEK JKEeJIe3HOU BOJIH, YeCTHAs,
CO CBOUM CYpPOBBIM XapaKTepOM, OHA MOJTYUYHIIa pe3yIbTaThl OT HAC 32 OUYEHb
KopoTkoe Bpemsi. HecomHeHHO, oHa ObljIa TAIAHTIIMBOM U MHTEPECHOM JIMYHOCTHIO U
OYE€Hb MY3BIKAITLHOW TAHIIOBIIMIICH. »

“Perhaps she expected too much from twelveyear-olds, but it was good for our
morale to have high goals set before us. It took Irma years to actually perfect us. Our
mastery of movement came later, at the age of about sixteen, after we had performed
so often all over the United States and had had lots of practice. Yet even in the
Moscow school, Irma obtained good results from small children by carefully
explaining the why and wherefore of each dance, then polishing and rehearsing it



until she was satisfied. She ‘knocked into us’ all the special aspects of Isadora’s
choreography for Schubert’s Unfinished Symphony where our performance of the
scherzo was truly immaculate.

\\

«B03MOXHO, OHa MHOTOTO OXHIajia OT AETei B BO3pacTe JBEHAAIATH JIET, HO IS
HAIIIETO MOPAIFHOTO JyXa ObLIO XOPOIIO MOCTaBUTh Tepe]] COOO0 BHICOKHE LIETIH.
Hpme nmoHao0UInCh Tobl, 4TOOBI IEHCTBUTELHO YCOBEPIIICHCTBOBATH HAc. Haire
MacTEepCTBO B JIBU)KEHUH MOSBUIIOCH MTO3KE, B BO3PACTE OKOJIO MIECTHAIATH JIET,
MOCTIE TOTO, KaK MBI TaK YacTO BBICTyIANN Ha Bcell Tepputopun CoeMHEHHBIX
[ITaToB M MMeN MHOTO MPaKTUKH. Tem He MeHee, Jake B MOCKOBCKOH mmikoJe Mpma
A00MBaIach XOPOIUINX PE3yIbTaTOB OT MaJIEHbKHX JIETEH, TIATEIBHO OOBSICHSISA
3aa4M ¥ IPUYUHBI KXKA0TO TaHIA, 3aTeM, JopadaTbiBasi U perneTHpys ero, moka oHa
He ObuTa ynoBieTBopeHa. OHa «IT03HAKOMUIIA HAC» CO BCEMH OCOOBIMH aCTIeKTaMu
xopeorpaduu Alicenopsl g «Hezakonuennoi cumponun» lybepra, rie Hame
UCTIOJTHEHHE CKEPI0 OBLIO MOUCTHHE OE3yIpPEeYHBIM.

“Irma was clever but quite merciless when working. She drove me to tears when
rehearsing a solo bit from one of Isadora’s dances. Children though we were, she
made us think before acting. In this case, she told me to imagine that I was trying to
reach for an apple in a tree. I just could not create the impression she wanted. Then
suddenly she disappeared while I was left weeping at her displeasure. She soon
returned with a broom. By mechanically moving it up and down she demonstrated
what was wrong with my arms, which should have been raised softly and
expressively. I still remember that lesson. In the years to follow, after I had retired
from the stage and was teaching dancing in a Normal School, I often resorted to
Irma’s methods and attained much in the development of children’s artistry.

\\

«Hpma Obuta yMHA, HO TOBOJIBHO Oecmiomiaana B pabote. OHa goBena MEHS 110 CIE3,
KOTJ]a PEreTUPOBAIa COJIO M3 OJJHOTO M3 TaHIIEB AKCenOphl. XOTS MbI ObUIH ACTHMH,
OHa 3aCTaBJIsIa HAC TyMaTh, MPEX/IE YeM JIEHCTBOBATh. B 3TOM ciiydae, oHa cka3aja
MHE MPEACTABHUTD, YTO S MBITAIOCH JOCTATh SI0JIOKO Ha JepeBe. S mpocTo He MorIia
CO3/1aTh BIIEYATIICHHE, KOTOPOE OHA XOTela. 3aTeM OHA BHE3AITHO MCUe3a, a s
TUIaKaJia OT €€ HEYAOBOJIbCTBUSA. BCkope OHa BepHYIach ¢ METI0M. MexaHHu4eCcKu
ABUTas €€ BBEpX U BHU3, OHA MTPOJEMOHCTPUPOBAIIA, YTO CIYIHUIIOCH C MOMMH
pyKaMmH, KOTOpBIE JOJHKHBI OBUTA OBITh TIOTHSATHI MATKO M BBIPa3UTENbHO. S 10 cux
Top TIOMHIO ATOT YPOK. B mocienyromue rojipl, mocie Toro, Kax s yIuia co CIeHBI, 1
Mperio/IaBajia TaHIbl B OOBIYHOM IITKOJIE, 51 9acTo rpuberaia k Merogam Vpwmel, u
MHOTOTO JIOCTHIJIA B Pa3BUTHU JICTCKOT'O MaCTEPCTBA. »
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[] Below: Valentina Boye, in Isadora Duncan’s Dance-Song of the Revolution
“Exhausted by Heavy Bondage.”

\\ Buu3y: Banentuna boiie B « TaHIIeBaaIbpHOM ITECHE PEBOIOIMN» AHCEeTIOPHI
Hynkan « 13My4eHHBIHN TAKEIBIM paOCTBOMY.

[] Far left: Valentina Boye.

\\ Kpaiinee cneBa: Banentuna boiie.
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“Isadora’s working methods were quite different, but also got much out of us. When
we children were brought upstairs to rehearse under her, something seemed to
‘switch on.” She became another person altogether. She taught by demonstration and
often did not remember what she had just shown. Of course, Irma memorized it all.

\\

«MeTobl paboThl Alice0pBI OBLITM COBCEM APYTUMH, HO OHH TaK)Ke CHIIBHO HAcC
nopasuian. Korma Mel, 1eTH, ObUIM BOCIIMTAHBI HABEPXY, YTOOBI pENIETHPOBATH C HEH,
4TO-TO, Ka3aJI0Ch, «BKIIOYaIoch». OHa BooOIIe OblTa JpyruM denmoBekoM. OHa
yuduyIa HarJIsIHO, M YacTO He TIOMHUIIA, YTO TOJIBKO 4TO Moka3ana. Koneuno, Mpma
3allOMUHAJIa BCE ITO.»

“How she loved dancing with us on the stage! She managed to kiss us in the course of
the dance and whisper, ‘Moyee detie, moyee detie’ (my children), and we emerged
into the wings with blots of lipstick on our cheeks, but didn’t we adore her!

\\

«Kak oHa mobwita TaHIIeBaTh ¢ HaMU Ha crieHe! E#l ynaBaiock morenoBaThk HacC BO
BpeMs TaHIla U mpomrenTarsb: «Mowu aeTu, Mmou aeTu» (my children), u MbI BEIXO1UIH
Ha KPBUTBSIX, C TISITHAMH MTOMAJIBI Ha IIIEKaX, HO pa3Be MbI € He 000)Kaiu !»

“Isadora’s rehearsals were a sight to watch. She described by demonstrating.* When
she rehearsed the ‘Warshavianka’ dance-song with us, she did not like the way we
fell on the floor from the ‘merciless volleys. **

\\

«Peneruninm Aticeopsl - 310 3penmine. OHa omucana 3To JeMoHcTpanuei. * Korna
OHa perneTupoBalia ¢ HAMHU TaHIEBATLHYIO MEeCHIO «BaprmaBsakay, il He
MMOHPABUJIOCH, KaK MBI YITAJIM HA TIOJI OT «OECTOMIAIHBIX 3aJI0B.» **

*Isadora spoke Russian badly and knew very little of it but she managed to make
herself understood. If she wanted to say something very precisely to the children, she



spoke in German to Schneider, who was usually present and translated for her. In
time, Irma became very fluent in Russian.
\\

* Aliceopa II0X0 TOBOPHIIA MO-PYCCKH U OY€Hb MaJio 3Haja 00 3TOM, HO eif
yIaJoch 3aCTaBUTH ceOst MOoHATh. Ecim oHa XoTena cka3aTh 4TO-TO OYEHb TOYHO
JIETSM, OHA rOBOpHIIa nmo-HeMelku co [IIHeiaepom, KOTOpbIil 0OBIYHO
npucyTCTBOBaN U nepeBoani ajs He€. Co BpemeneM Mpma o4eHb XOpoIIo cTaja
TOBOPHUTH TIO-PYCCKHU.

**“Warshavianka” was a revolutionary song, popular trom 1905, with a text by the
Russian revolutionary Gleb Krzyzanovsky, though the melody was of Polish origin.
Isadora dedicated the dance 10 the heroes of 1905. She depicted the leader of falling
but passing his (imagined) banner on to the next person, and so on down the line.

\\

**«BapmaBsiHka» Obl1a pEBOTIOLIMOHHON MecHel, monysapHoi ¢ 1905 rona, ¢
TEKCTOM PYyCcCKoro pepoJironnoHepa I neda KpkmkaHOBCKOT0, XOTS MEIOUs ObLiia
MOJIBLCKOTO MPOUCXOXKICHUS. Alicenopa nocestuia tanen 10-tu reposim 1905 ropa.
Omna n300pa3uiia najeHue JTuaepa, Ho C mepeaayeii ero (BooOpakaeMoro) 3HaMeH!
CIIEYIOIEMY YEJIOBEKY, U TaK Jlajee 1Mo JIMHUH.

“Don’t you know how people die?’ she asked. She then collapsed in perfect unison
with the music, only to rise slowly and resolutely when coming back to life in order to
join her comrades and pick up the banner from their hands.”

\\

«Pa3Be BBI HE 3HAETE, KaK yMHUPAIOT JIFOJAU?Y - CIIPOCHIIA OHA. 3aTeM OHA PyXHYJIa B
TIOJTHOM COTJIACHH C MY3BIKOW, YTOOBI MEIJICHHO U PEIIUTEIFHO BCTAaTh, BO3BPAINAsChH
K )KH3HH, YTOOBI MPUCOSAMHUTHCS K CBOUM TOBAPUIIIAM U MOIHATH 3HAMS U3 UX PYK.»

# Baneumuna botuie

Valentina Boye, also one of the “old girls,” is in complete agreement with
Mysovskaya about the important role played by Irma Duncan in the artistic
development of the children and in their purely physical learning. But she would like
to add that if the Duncan School owed much to Irma, she gained much from her stay
in Soviet Russia because “here her dancing became more expressive, the body
acquired greater freedom.”

\\

Banentuna bolie, Takke 0/1Ha U3 «CTapbIX I€BOYEK), IOJHOCTHIO COrJIacHa C
MpeicoBckoi B ToM, yTo MpMma JlyHKaH urpaia BaXHYIO POJIb B XyJA0KECTBEHHOM
Pa3BUTHH JIETEH, U B UX YUCTO pu3nuecKkoM Bocrutanuu. Ho oHa xotena Ob
100aBHTh, YTO, €CIM JYHKAHOBCKAs ITKOJIa MHOTUM 00si3aHa pme, oHa MHOTOMY
Hay4duack oT npedrsiBanHus B CoBeTckoit Poccun, moToMy 4To «371€Ch €€ TaHIIbI
cTaiu 00j1ee BRIPA3UTEIILHBIMU, TEJIO MMPUOOPEIIO OOJIBIIYIO CBOOOTY.

# ['onybas komuama

Isadora was, of course, still performing herself, though in Moscow she did not dance
more than once or twice a month. Rumnev saw some of her rehearsals: “She worked



with pianists Pyotr Luboshitz or Mark Meitchik, and I attended these rehearsals
alone. At any rate I never saw anyone else there. It was then that I was able to get a
closer knowledge of Isadora’s art and to love it.

\\

Aticenopa, KOHEYHO e, IPOJ0JIKaia BRICTYIIaTh, XOTs B MOCKBE OHa TaHIeBajla HE
yamie OJHOr0-/IByX pa3 B MecAll. PyMHEB BuAea HEKOTOpbIE U3 €€ peneTtunnii: «OHa
pabotana ¢ nuanucrtamu [lerpom Jlrobomunem win Mapkom Meiturkom, u s
MPUCYTCTBOBAJ HA ATUX PETIETUIUAX OJWH. BO BCAKOM ciydae, 1 HUKOT/1a HE BUACI
TaM HUKOTO. Toraa s cMor OJIMKe TIO3HAKOMUTRCS ¢ UCKYCCTBOM AHCE0pHI U
MOJIFOOUTH €ro.

“In a huge room hung with curtains, a blue rug spread on the floor, Duncan,
barefooted and wearing a chiton, danced Schubert, Liszt, Wagner. Her dances were
like improvisations, consisting mostly of short runs and leaps with one leg thrown
forward or backward. Very often she danced without moving from the spot she was
standing in and merely beat time with her foot, reflecting in mime and in ‘plastique’
the mood and rhythm of the musical piece. Such, for instance, was Chopin’s ‘Lullaby’
when she nursed an imaginary child. In this case, as always at the thought of
children, she had tears streaming down her face.”’[21]

\\

«B orpoMHOIi KOMHaTe, YBEIIAHHOW IIITOPAMH, Ha TTOJTY JIeYKaJ CHHUI KOBPUK,
JlyHkaH, 0ocas u ojieTasi B XuToH, TanieBana [lly6epra, JIucra, Baraepa. E€ Tan1b!
TIOXOJIMJTM Ha UMITPOBU3AIINHN, COCTOSIINE B OCHOBHOM M3 KOPOTKHX MPOOEIKEK U
NPBIKKOB C OJTHOM HOTOH Briepén uin Hazaa. OueHb 4acTo OHA TaHIIeBala, HEe
JIBUTASICh C MECTA, CTOSJIA, M MPOCTO OTOMBANA TaKT HOT'OM, OTpaXkasi B MTAHTOMUME U
«IJIACTUKE» HACTPOCHUE U PUTM MY3BIKAIBHOTO Mpou3BeneHus. TakoBa, Hanmpumep,
«KonpibenbHasy» [llonena, korna oHa kopmuiia BooOpaxaemMoro pedenka. B atom
CJIy4dae Kak BCErja MPpU MBICIIH O JIETAX, MO €€ JIUIY TEKIH CJIe3bl.»[21]
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Isadora’s admitting Rumnev to the Blue Room was an unprecedented gesture. None
of the children knew how or when she rehearsed or whether she practiced at all,
since they were restricted to the use of only that part of the house allotted to them. It
was against the rules to cross the stairs and cold passages leading to Isadora’s
quarters.

\\

[Tpunsitue Avicenopsl PymueBa B ['oyOyto koMHATy Ob110 Oecriperie ICHTHBIM
xectoM. HUKTO M3 meTeli He 3HAJ, KaK M KOT/la OHa PereTUpoBalia Uil BOOOIIE
3aHMMAJIach, MMOCKOJIbKY OHU OB OTPAHUYEHBI UCIIOIH30BAHNEM TOJIBKO TOW YaCcTH
7oMa, KoTopasi Oblla UM OTBeJIeHa. BhUTO MPOTHBO3aKOHHO MEepeceKaTh JIECTHUILY U
XOJIOJTHBIE TIPOXO/IBI, BEAYIIHE K KBapTUpaM AHNCe0pHI.

Children, however, often know and understand much more than their seniors care to
think. They would listen to sounds coming from the gay parties (Rumnev confirms
that the atmosphere was very bohemian) and in the morning, coming to the Blue
Room for gymnastics, they sometimes found it in disorder. Now and again they
succeeded in creeping to the grand, oak-panelled dining room to admire the



remnants of last night’s feast, Of course, anything like that was a feat of extreme
daring and, like children of all times, they adored doing it for that very reason. On
the whole they were healthy-minded, good children, who—small as they were—soon
realized their exalted mission’ they were destined to bring the beauty of living to their
peers.

\\

OpHaKo JeTH 4acTO 3HAIOT ¥ TIOHUMAIOT TOpa3fao OOoJbIle, YeM TyMaroT UX CTapIlue.
Onu cnymanu 3ByKH, W3/1aBaeMble Ha BecEbIx BeuepruHKkax (PymMHeB moaTBepkaaer,
4yT0 arMocdepa Obl1a 0UeHb OOTeMHOI ), a yTpoMm, npuxoAs B ['onyOyto KOMHATY JJist
TMMHACTUKH, OHU WHOTJa Haxowin e€ B Oecriopsiake. Bpems oT BpeMeHu, UM
y1aBaJIOCh MPOIOI3TH B OOJIBUIYIO CTOJIOBYIO, OOLIUTYIO 1yOOBBIMH MMaHESIMH,
YTOOBI MOTI0O0BATHCS OCTATKAMU BUEpAIIHETO 3acToJbid. KoHeuHo, BCE 3TO ObLIO
MOJIBUTOM YpPE3BBIYAITHON CMEJIOCTH, U, KaK JIETH BCEX BPEMEH, OHU 000XKaIH JeaTh
ATO TIO ATOW caMoi puunHe. B 11e510M, OHU OBUTH 310POBBIMHU, JOOPHIMU JIETEMH,
KOTOpBIC, KaKUMHU OBl MaJICHPKUMHU OHU HU OBUIH, BCKOPE OCO3HAIU CBOIO
BO3BBIIICHHYIO MUCCHIO - UM CYXICHO OBUIO JOHECTH KPacoTy KH3HH JI0
CBEPCTHUKOB.

To this end, their cultural education was carefully planned. As soon as they grew a
little older, visits were organized for them to attend the concerts of the Bolshoi
Symphony (never the ballet). They were taken to recitals by great pianists and to
dramatic performances at the Maly and Art theatres. In the latter, they always had a
box awaiting them, and Stanislavski, if he was not performing himself, would come
out to greet them as they proudly displayed their Sunday-best, red velvet tunics.

\\

JJ1st 9TOr0 UX KyJIBTYpHOE BOCIIHTAHUE OBIJIO TIIATEIHHO CIUTAHUPOBaHO. Kak TOIbKO
OHU TIOJIPOCIIH, JUIsl HUX OBUTM OPTaHW30BAaHBI BU3UTHI HA KOHIEPTHI bombIoi
cumdonnu (He Oanera). VX mprUBO3MIN Ha KOHIIEPTHI BEIMKUE TTMAHUCTHI, U Ha
JpaMaTHYECKue CeKTakiau B Manbii 1 Xy0KEeCTBEHHbINA TeaTphl. B mociiennem y
HUX Bceria Obla JIoka, oKuaaromiasi ux, 1 CTaHUCIIaBCKUH, €CITM OH HE BBICTYTIAJ
cam, BBIXOMJI, 9TOOBI MPUBETCTBOBATH MX, KOTJa OHU TOPJIO IEMOHCTPUPOBAIIH CBOU
Jy4IIie BOCKPECHBIC KPacHBIE OapXaTHbIC TYHHUKH.

Rumnev says that he asked Isadora to teach him. But she replied that her intention
was to teach nobody but children in Russia, inasmuch as through her art and through
association with beautiful music, poetry, and pictures, she would be able to cultivate
in them the lofty, moral qualities worthy of a free people in a free land. She added
that she never taught adults, and in any case had nothing to teach Rumnev who was
already an accomplished artist.

\\

PymueB roBoput, 4to oH npocui Aiicenopy o0OyunuTts ero. Ho ona orBermia, 4ro eé
HaMepeHueM ObLIO HE YUHTh HUKOTO, KpoMe nieTeid, B Poccuu, mockonbKy Omarogaps
€€ HUCKYCCTBY M aCCOLMALMU C IPEKPACHON MY3BIKOW, MI033MENU U KAPTUHAMH, OHA
CMOJKET BOCITUTATh B HUX BBHICOKHE MOpAJIbHBIE KAYECTBA, IOCTOMHBIE CBOOOTHBIX
moel, Ha cBoOoHOM 3emiie. OHa 100aBMIa, YTO HUKOTA HE YUWIIa B3POCIBIX, U HU
B KOEM Cllyyae HU4YeMy He Haydwmia Ol PymMHEBa, KOTOPBIN YK€ ObLT OMBITHBIM
apTHCTOM.



She was not teaching boys either. Though at the beginning there were some boys in
the school, the fact that the girls were strictly forbidden to tease them shows that they
were in the minority. Actually, there had been exactly eleven boys, most of them
American-born children of repatriated Russian parents, who had been entered in the
school, not at all for the dancing, but for the advantage of living with a group of
Russian children and in decent conditions.

\\

Ona TOXKe HE yunsia MaJTbUUKOB. XOTs BHaYaJIe B IIIKOJIC OBUIO HECKOIBKO
MaJbYMKOB, TOT ()AKT, YTO IEBOYKAM OBLIO CTPOTO 3aMpeIeHO APA3HHUThH KX,
MMOKa3bIBaCT, YTO OHU OBLIM B MEHBITMHCTBE. Ha camom jerne, Ob1710 pOBHO
OJIMHHAIIIATH MAJTBYHKOB, OOJBITMHCTBO U3 KOTOPHIX OBLTH aMEPUKAHCKHUE ACTH
penaTpUUPOBAHHBIX PYCCKUX POAMTEINEH, KOTOPhIE OBLIM 3aYKCIICHBI B IIIKOJTY BOBCE
HE JJIS TAHIIEB, a JUTSl TOTO, YTOOBI )KUTh C TPYIIION PYCCKUX JIETeH B TOCTOMHBIX
YCIIOBHSIX.

They presented quite a few problems, for they had to be placed in a separate
dormitory. Their red tunics were worn off one shoulder to distinguish them from the
girls, but there was still trouble with the distinction. To these boys, Russian was a
foreign language and, unlike English, Russian is inflected. Schneider, very much a
man’s man and a strict disciplinarian, was nearly driven out of his senses by their
saying “I went” and “I danced” with a feminine ending to the verb.

\\

OHU nIpeCTaBIISIIA JOBOJIBLHO MHOTO MTP00JIeM, TOTOMY YTO OHU JIOJKHBI ObUTH OBITh
pa3MeIIeHbI B OTJICILHOM OOIIC)KUTHH. VX KpacHbIC TYHUKH OBUIH CTEPTHI C OJTHOTO
ieya, 4To0bl OTJIIMYUTD UX OT JEBOYEK, HO C 3TUM OTINYHEM BCE enlé ObUIH
npoOsieMbl. st 3TUX MaJIbYUKOB PYCCKUM A3BIK ObLJT MHOCTPAHHBIM, U, B OTJIMYUE OT
aHTIIMHACKOr0, PYCCKUH S3bIK UMell ckiloHeHus. LIIHelinep, uenoBek My»KCKOTO ToJIa,
U CTPOTHM TUCHUITMHUPOBAHHBIN, YyTh HE COMIEN C yMa, OOBSCHSS CBOUMU CIIOBaAaMU
«SI momién» u «S Ta"meBan» ¢ JKEHCKUM OKOHYAHHUEM TJIaroJa.

The last problem, however, was the most serious, for it was an aesthetic one. Isadora
had not foreseen any dances for men and never touched on the subject, though she
did say to Alexandre Benois, as early as 1904, that with time she intended to add
boys to her school.22 But the eleven boys at Prechistenka 20 did the same dances as
the girls. Irma, a born teacher who—as her former pupils say, could teach a chair to
dance—did tell the boys that they were not to imitate the girls but to perform all the
movements in their own manly way. Yet the fact remains that the boys had no special
niche in the school’s curriculum and, one by one, they all disappeared.

\\

[locnenusis mpobiemMa, o1HAKO, ObUTa caMOl CEpbE3IHOM, MOCKOIBKY OHA ObLIA
ACTETHYECKOW. Alice1opa HE IPEABUIECIIA HUKAKUX TAHLIEB JJIs1 MY»XYMH, U HUKOTJ1a
HE KacaJlach 3TOM TeMbI, XOTs OHa U cKa3zaia Anekcanapy benya emie B 1904 rony,
YTO CO BpEMEHEM OHa cOOMpaliach J00aBUTh MaJbLYMKOB B CBOIO mKoiy.[22] Ho
OJWHHAJLATh MadburKOB Ha [Ipeuncrenke 20 BBITIOIHSIN TE K€ TAHIBI, YTO U
neBouku. Mpma, mpupoxaéHHas yauTeTbHUIA, KOTOpas, KaK TOBOPST €€ ObIBIIHNE
YYEeHHKH, MOTJIa Obl HAyYUTh TAHIIEBATh HA CTYJIE, CKa3ajaa MaJIbUMKaM, YTO UM
HY’KHO HE TIOJIpakaTh I€BOYKAM, a BBITIOJHSTH BCE IBIKCHUS MO-MYXCKU. OqHAKO



(dakT octaeTcst HaKTOM: y MaJIbYMKOB HE OBLIIO 0CO00I HUIIU B IIKOJILHOU
MporpaMMe, ¥ OJIMH 3a IPYTHM BCE OHHM UCUE3IIH.
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[] Below: Irma Duncan with her pupils, Moscow, 1925. Irma is in the center with
Lida Lozovay. To her left is the senior group — among them Elizaveta Belova, Maria
Toropchenova, Tamara Lobanevskaya, Yulia Vashentseva. To the left is the junior
group — including Elena Terentieva, Maria Mysovskaya, Evgenia Ovsiannikova,
Tamara Semenova.

\\ Bauzy: Upma JlyHkan co cBoumMu yueHuniamu, Mocksa, 1925 roa. Mpma B ieHtpe
¢ JImnoi Jlo3zoBoii. CrieBa oT He€ - crapiias rpynna - cpeau Hux Ennszasera benosa,
Mapus ToponuenoBa, Tamapa Jlobanesckas, FOnus Bamennesa. CreBa - rpynna
FOHUOPOB, B KOTOPYIO BXoaiT Enena TepentoeBa, Mapusa MeicoBckas, EBrenus
OBcsinankoBa, Tamapa CeMéHoBa.

Another loss was Lucy Flaxman. Though born in San Francisco, her Russian parents
returned home and placed her in the Duncan School. But she remained only two
years, since her family was not satisfied with the academic education offered there.

\\

Eme ognoii motepeit Obuta Jltocu Jlekeman. Xotst ona poamnack B Can-dpaniucko,
€€ pyCCKHE POAUTEIIN BEPHYIUCH JOMOW, U MOMEeCTHIIM €€ B mKkoay JlyHkan. Ho ona
OCTaBaJlach TOJIHKO JIBa TO/la, TaK Kak €€ ceMbs He OblIa yI0BIETBOPEHA
aKaJeMUYeCKUM 00pa3oBaHUEM, TIPEITIaraeMbIM TaM.

As the pupils of the Isadora Duncan Moscow School matured, their repertory
changed. In the early years, they danced items suited to their age, arranged in the
nature of dance-games. Such was Rachmaninov’s “Polka,” with tiny Lidochka
Lozovaya standing all alone at first in the center (in all the early pictures of the



school she is seen in Isadora’s arms), and other children running out to join her in
dancing merrily all around.

\\

Korna yuennkn MoCKOBCKOM MIKOJIBI Alice10pbl JlyHKaH TOB3pOCIENH, UX
penepryap u3MeHuiICs. B nepBble rofbl OHU TaHLIEBAIH MIPEIMETHI,
COOTBETCTBYIOILIME UX BO3PACTY, YCTPOEHHBIE B BUJI€ TaHLIEBAJIbHBIX Urp. TakoBa
ob11a «Ilonbka» PaxmanuHoBa ¢ kpomeuyHoit Jlugoukoit Jlo30Boi, KoTopas cHavana
CTOsUIa OJIHA B IIEHTpPE (Ha BceX paHHUX (oTorpadusix MIKoJIbl, KOTOPYIO OHA BUJIENa
B pykax Aiiceiopbl), ¥ Ipyrue AeTH BbIOeranu, YToObl IPUCOEAUHUTHCS K HEW U
BECEJIO TaHILIEBATh BOKPYT.

Irma produced for them several items from Schumann’s Kinderscenen that could not
fail to bring back memories of her own, not-too-happy days at the Grunewald school.
1 especially appreciate that she saw to it that the children were always told what they
were dancing about and what it meant—something she had never enjoyed from Tante
Miss (Isadora’s sister Elizabeth). The Grunewald and Darmstadt Kinderscenen were
really improvisations by the children themselves. Now the “old girls” from the
Moscow school remember Irma teaching them these Schumann pieces and, in one
instance, telling them to Imagine being a poor beggar girl. Perhaps Irma recreated
for them her own solo, “Poor Orphan Child,” that Isadora had so admired.[23] They
also did “The March of the Tin Soldiers” and “Blind Man’s Bluff,” the latter
sounding rather like a Corelli “Courante” that Irma had created and danced in
1905. She also taught them the charming “Les Petits Siciliennes.”

\\

Hpma mpounsBena ik HUX HECKOJIBKO MpeaMeToB u3 «Jlerckoro camay» Illymana,
KOTOpPBIE HE MOTJIM HE BCTIOMHUTH €€ COOCTBEHHEBIC, HE CIIMIIKOM CYACTIIMBHIE JTHU B
mkoje ['proHeBanipa. Sl 0cOOCHHO IIEHIO TO, YTO OHA M03a00THIIACh O TOM, YTOOBI
JETSIM BCETja TOBOPHIIH, O YEM OHHU TAHIIYIOT M YTO TO 3HAYMUT - TO, YTO €l HUKOT/Aa
He HpaBuJioch oT TanTe Mucc (cectpa Aiicenopsl Dnuzabder). I'proHeBanb U
Hapmmraar KunnepciieHeH ObLTM HACTOAIIMMH UMITPOBU3AIUSIMH CaMUX JICTEH.
Teneps «cTapbie 1EBOUYKM» U3 MOCKOBCKOM IIKOJIBI BCIIOMHUHAIOT, kKak Mpma oOy4ana
ux 3TUM npousBeneHusM [llymana u, B 0JJHOM city4ae, paccka3biBalia UM, UTO OHH
BooOpaxkaroT ceds Oennoit Humeid. Bosmosxxno, MpMa Bocco3pana i HUX cBoé
cobcTBeHHOE colio «bemHoe TUTsI-cupoTa», KOTOphIM Alicemopa Tak
Bocxuanack.[23] Onu Takxke caenanu «Mapiil oJIOBSIHHBIX coiaaT» u «bied
CJIETIOTO», MOCJEIHNM 3ByUall ckopee kKak «berymuin» Kopemnu, kotopyro Upma
co3nana u tanueBaia B 1905 rogy. OHa Takke Hayyusa UX O4apoBaTEIbHOMY TaHILY
«MaJjieHbKHe CHULIMIUNIIBD.

# Pocraenesa

In 1923 Irma arranged for the children “Leaping with the Scarf,” which was, in fact,
one of their exercises appearing in more scenic form to display their advanced
abilities. In my “review” of the first school concert I attended that year. I wrote: *
they do not dance, they rather play, performing movements that are simple, healthy,
and at the same time absolutely inconceivable for the contemporary child. They are
joy and health incarnated!”

\



B 1923 rony Upma opranuzosana ans nereit «lIpbpkok ¢ mapgdom», 4yTo, o CyTH,
OBLJIO OJHUM M3 UX YIPaKHEHHH, MOABUBIINXCA B O0Jiee )KUBOMUCHOM (hopme st
JIEMOHCTpAIMU UX TMPOJIBUHYTHIX CIIOCOOHOCTEN. B MOEM «0030pe» nmepBoro
IIKOJIBHOTO KOHIIEPTA, KOTOPBIM 5 MOCETUJIA B 3TOM roay. S Hanmucana: «... OHHA HE
TaHIYIOT, OHH CKOPEE UTPAIOT, BBIIIOJIHEHUE ITPOCTHIX, 3I0POBBIX U B TO XKE BPEMS
a0COJIIOTHO HEMOCTUKUMBIX JIBH)KEHUU JUIsl COBpEMEHHOro pedénka. OHu
BOILIOIIAIOT PaAOCTh U 3J0POBLE!»

Almost twenty years before, on her first 1905 program, Isadora was praised by the
critics for recreating all alone in iphigenie en Aulide an entire chorus of Chalkis
maidens playing at ball and knucklebones by the seashore. Now, in the 1923 concert,
a whole group of children with Irma at their head danced the same piece with the
beautiful play of arms so typical of Isadora.

\\

ITouTn nBaguaTh J€T Ha3aj] B cBOel nepBoi nporpamme 1905 rona, kputuku
XBaJImIH Alicesiopy 3a Bocco3fanue, 6e3 Beskoi moMoinu, B «Mdurennu B Aynume»
IIEJIOTO XOpa AeBUI] XaJKHC, UTPAIOIINX B M4 M KOCTAIIKK Ha O6epery mopsi. Temneps,
Ha KoHuepTe 1923 rona, nenas rpynma aeteit ¢ ipmoii Bo riraBe, TaHIEBaIa Ty ke
IIbECY C MPEKPACHOU UTPOM PYK, CTOJb TUIIMYHOU 7151 AWCEIOPHI.

I wrote then: “Do they have anything in their hands? But they are playing, playing!
Now they throw up the bones, count them, collect them, and again throw them up to
catch them once more— they do play, they are genuinely taken up by the game. Is it a
ball in their hands? The hands are empty. But, together with Irma, they catch it, they
run after it, merry and excited, and every child noisily tries to be first. Then they
weave themselves into garlands, comprising a Greek choir for Irma’s dances, and
dance themselves in merry rings lit by the sun’s rays, that make you forget they are
provided by theatrical tricks.” This is from my Glimpses, The “critic” was fifteen.

\\

A nmanmcana torjaa: «Y HUX €CTh 4TO-HUOYIb B pykax? Ho onu urparot, urparor!
Teneps oHM TOAOPACHIBAIOT KOCTH, CUNTAIOT UX, COOUPAIOT U CHOBA MOAOPACHIBAIOT,
9TOOBI IOWMATh UX eIE pa3 - OHU UTPAIOT, OHU UCKPEHHE YBJICUEHBI UTPOM. DTO MU
B X pykax? Pyku myctel. Ho BMecte ¢ Mpmoii oHM JTOBAT 3TO, OHHM O€TYT 3a 3THUM,
BeCEIbIC ¥ B3BOJIHOBAHHBIC, M KAXKIBII pEOCHOK IITYMHO ITBITACTCS OBITH MIEPBBIM.
3aTreM OHU BIUIETAIOTCS B TUPIISAH]IBI, COCTOSIIUE U3 TPEUECKOro Xopa JJisi TAHIIEB
WpMBbI, ¥ TaHITYIOT B BECEIBIX KOJIbIIaX, OCBEIICHHBIX COJIHEYHBIMU JIY9aMH, KOTOPBIC
3aCTaBJISIOT BaC 3a0bITh, UTO UM MPEJOCTABIISIIOT TeaTpajbHbIe TPIOKWY». ITO U3 MOUX
«IIpobeckoB», «KPUTUKY» ObLIO 15-Tb.
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[] Right: Schubert’s “Waltz with a Scarf.” Left to right: Elizaveta Belova, Maria
Mysovskaya, Alexandra Aksenova, Elena Fedorovskaya, Evgenia Fedorova. Pictured
is a performance of 1947.

\\ CnpaBa: «Bainnsc ¢ mapdom» lllyGepra. CneBa HanpaBo: Enuzaseta benosa,
Mapusa MeicoBckas, Anekcanapa Akcénona, Enena ®enoposckas, EBrenus
d&noposa. Ha doro cnexrakns 1947 rona.



[] Far right: “The Three Graces.” Left to right: Valentina Boye, Tamara
Lobanovskaya, Alexandra Aksenova.

\\ Kpaiine crpaBa: « Tpu rpauumn». CrneBa HanpaBo: Banentuna boiie, Tamapa
Jlob6anoBckasi, Anexcanapa AKCEHOBA.

Irma choreographed Alexander Grechaninov’s songs, “Ai-du-du,” “Ten-ten-
poteten,” and a “Lullaby—all very suitable for the children’s repertory and sung by
themselves.

\\

Hpma mocrasuiia xopeorpaduto rnmeceH Anekcanapa ['peuannHoBa « A-1y-my»,
«Tenb-TeHb-TUIeTeHbY U «KONBIOCTBbHAS TIECHS - BCE OHU OYCHB IMOAXOIST JISI
penepryapa JieTel U CIeThl CaMHu 110 cede.

Some other dances, like Schubert’s “Waltzes,” were added. The loveliest of all these,
as far as I am concerned, was the one in which two dancers hold the scarf under
which the rest pass in two’s and three’s, pausing for a moment when the gauze flies
the highest to the upward pitch of the music. Later, when they had grown to be
charming young girls, they danced the famous “Three Graces,” also to Schubert’s
music. Very popular with the audiences and invariably encored was Beethoven'’s
“Turkish March” from The Ruins of Athens.

\\

beutn moGaBieHbl HEKOTOPHIE APYTHE TaHIIBI, Takue Kak «Banscey lybepra.
CaMbIM MTpeKpacHBIM U3 BCEX, HACKOJBKO S IIOHUMAI0, ObLT TOT, B KOTOPOM J[Ba
TaHIIOpa JAepsKat mapd, Mol KOTOPBIM OCTAJIbHBIE MPOXOIAT IO JIBA U 110 TPH,
OCTaHaBIIMBAsICh HA MTHOBEHHE, KOT[a MapJis JIETUT HAMBBICIITUM K BEPXHEMY TOHY
My3bIkd. [103ke, KOT/1a OHU CTaJId 04apOBATEIHHBIMHA MOJIOJIBIMU JCBYIIIKAMH, OHU
TaHIeBalu 3HaMeHuThIe «Tpu rpamumy, Takke moa Mmy3biky Lllyoepra. OueHpb
MONYJIIPHBIM CPEJIA 3PUTEIICH M HEU3MEHHO COMPOBOXKIaeMbIM ObLT « Typerkuii
Mapin» berxoena u3 «Pyunsr Aduny.



The girls danced a large number of Chopin pieces at different periods and ages. At
first they would have been given tiny roles in the dances and later would be real
soloists themselves. Thus, Elena Terentieva was taught the sixth and Alexandra
Aksenova the seventh “Waltz” by Irma. Upon Irma’s departure, the “Marche
Funebre” passed on to Aksenova with Boye. The “Polonaise” was danced by the
entire ensemble. “Papillon,” requiring swift virtuoso technique, was always
performed by Mussia Mysovskaya. Tamara Lobanovskaya, blond and beautiful, had
great success in the “Mazurka.”

\\

JleByIIky TaHIeBaIn O00JbIIoe KomudecTBO mbec llomnena B pa3Hble IepUOAbI U
Bo3pacT. CHayasia UM JaBaJid KPOIIEYHBIE POJIM B TAHIIAX, & MIO3)KE CAMHX COJUCTOB.
Tak, Enena TepeHTbeBa yuniia mectou, a Anekcanapa AKcEHOBa ceapMon «Babey
y Upwmsl. ITocne orvezna Upmsl, «IloxoponHbii Mapu» nepemén k AKCEHOBOM C
boiie. «Ilonones» TanueBan Bech ancamoOib. «llanuitony», TpeOyrouii ObIcTpO
BUPTYO3HOM TEXHHKH, Bcerja ucnoisiia Mycus MeicoBckast. Tamapa JlobaHoBcKas,
Oeslokypas U KpacuBasi, umena 0osbiIon ycnex B "Ma3zypke".

Besides concerts in large theatres and halls, the school sometimes gave
performances, occasionally for paying audiences, in its own garden. It was a truly
beautiful place. The large terrace on the second floor had colonnades in the Grecian
style and two semicircular staircases leading to the garden below. Hidden by very
high stone walls, it was not visible from the street. Spectators could enter through a
side door directly from the vestibule, which was also done in the Grecian style with
marble benches and a statue of Venus.

\\

[ToMrMO KOHIIEPTOB B OOJIBIITUX TEATpax M 3aJIax, IIKOJIa BPeMs OT BPEMEHH JlaBajia
TpeCTaBJICHUS, MHOT/IA [Tl TUIATHOW ayTUTOPUH, B CBOEM COOCTBEHHOM cafy. JTO
OBLTO IEWCTBUTEIHLHO KpackBOE MecTo. bobIias Teppaca Ha BTOPOM 3TaKe UMelia
KOJIOHHAJIbI B TPEUECKOM CTHJIE H JIBE MOJYKPYTJIbIC JIECTHUIIBI, BEAYIIIHE B Ca]T
BHU3Y. CKPBITHII OY€Hb BHICOKMMH KAMCHHBIMU CTCHAMH, OH HE OBLJI BUJICH C YJIHIIBI.
3puTteny MOTJIM BOUTH Yepe3 OOKOBYIO IBEPh IPSAMO U3 BECTUOIOJIS, YTO TAKXKE ObLIO
BBITOJIHEHO B TPEYECKOM CTHJIE C MPAMOPHBIMU CKaMEWKaMu U cTaryen BeHnepsl.

One could not wish for more appropriate surroundings when the girls, in lovely,
newly- designed tunics, danced to the music of Chopin and Schumann. The girls’
favorite was a Schumann dance that they named “Happiness.”

\\

Henb3s Obu10 kenath 6oJiee MOAXOASINET0 OKPYKEHHS, KOT/1a J€BYIIKH B
MPEKPaCcHBIX, HETABHO pa3padOTaHHBIX TYHHUKAX TaHIeBalu 1moa My3bIKy lllonena u
[lymana. ®aBoputom aesymek Obu1 Tanen Lllymana, KoTopbiii OHM Ha3BaIu
«CyacTtbe».

Every summer the school left Moscow for some suburban former estate, the lease of
which Schneider obtained with his usual ingenuity. In 1923, for instance, the children
went to Litvinovo, an especially successful choice. Here they swam, played, studied
French and English, and also worked, not only on their own potato field that
provided food for the entire winter, but also pulled weeds on fields belonging to a
neighboring state farm, for which service they were supplied with an unlimited



quantity of milk. To boot, some of the children’s parents paid for this privilege.
Schneider had placed an advertisement in the papers and theatrical magazines,
offering a chance for any child to spend the summer in congenial surroundings, with
some studies and a reasonable amount of manual work. The response replenished the
school’s coffers and expanded the so-called “parallel” paying group. Elena
Fedorovskaya (daughter of a renowned professor of geology who had placed her in
the parallel group upon its formation in 1922) still cherishes pleasant recollections of
the Litvinovo summer.

\\

Kaxxgoe nero mkosa Beie3kana u3 MOCKBEI B OBIBIIIEE 3arOPOHOE TIOMECThE, apeHIY
kotoporo [uelaep npuodbpen co cBoeit 00bIYHOM H300peTaTenbHOCThI0. Hanmpumep,
B 1923 rony aetu otnpaBuiauchk B JINTBUHOBO, OCOOCHHO y/auyHbIi BBIOOp. 31€Ch OHU
TTaBAJIH, UTPATH, U3ydaiH (PpaHIy3CKUH U aHTJIMACKHH SI3bIKH, a TaKKe paboTanu He
TOJILKO Ha COOCTBEHHOM KapTo(dheabHOM MoJie, KOTOpoe 00ecreYrBaIo MUIy Ha BCIO
3UMY, HO TaK)K€ U PBAJIM COPHSIKH Ha TOJISX, MPUHAMIISKAIUX COCETHEMY COBXO03Y, U
3a TaKue yCIYTH UM MOCTABIISUIA HEOTPaHUYEHHOE KOJIMYECTBO MosIoka. Kpome Toro,
HEKOTOPBIC U3 POJAUTEINEH AeTel 3arIaTiiu 3a 3Ty npuBmieruto. Lllaeinep
pa3MEeCTHII peKJIaMy B Ta3eTax M TeaTpadbHBIX KypHAJax, Mpeaiaras JrooMy
peOEHKY BO3MOKHOCTH ITPOBECTH JIETO B IPHUIATHON 0OCTaHOBKE, C HEKOTOPHIMHU
3aHSATHAMH U pa3yMHBIM KOJUYECTBOM PYYHOU padOThl. OTBET MOIOJHUI IIIKOJIBHYIO
Ka3HY ¥ pacIIMpIII, TaK HA3bIBAEMYIO «TapauIebHYIO» TUIATEXHYIO rpymmy. Ejxena
dénmopoBckas (1049b U3BECTHOTO Mpodeccopa reogoruu, MOMECTHBIIETO e€ B
napajuielIbHyI0 Tpyniy, nocie e€ oopazoBanus B 1922 rony) 10 cux mop XpaHuT
NPHUSITHBIC BOCITIOMUHAHUS O JINTBHHOBCKOM JICTE.
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# KpacHwiii cmaouon

In the spring of 1924 the school decided to give up its summer of rest and volunteered
to teach workers’ children at the so-called Red Stadium. This belonged to the trade
unions and was located not far from Prechistenka street, on the bank of the Moskva
River, opposite the present Park of Culture and Rest. Posters appeared in the city,
especially in the region around the school, announcing the organization of free dance
studies in the sports arena of the Red Stadium. It was emphasized that preference
would be given to those children whose parents worked in factories and plants.
Beyond this they were asked only three things: an earnest desire and interest in the
undertaking, regular attendance, and a red cotton tunic (because the school was
unable to provide such a large number).

\\

Becnoii 1924 roaa, mkosna pemnsia 0TKa3aTbCsl OT JETHErO OTJbIXa U HNPeJIoKuIa
o0yuath aeTeit pabounx Ha Tak HazbiBaeMoM KpacHowm ctanuone. OH nmpuHaIeKa
npodcoro3am u pacnonaraics Henaineko ot [Ipeunctenku, Ha 6epery MOCKBBI-PEKH,
HaAnpoTUB HeIHENTHeTo [lapka KyasTyphl U oTABIXa. B TOopone, ocoOeHHO B paiioHe
IITKOJTBI, TIOSIBUJIMCH TIAKATHI, B KOTOPBIX O0BSIBISIACH OpraHU3aIns O0eCIIaTHBIX
TAHIEBAIBHBIX 3aHATHUI HA CIIOPTUBHOM apeHe KpacHoro crtaguoHna. beuio
MOTYEPKHYTO, YTO MPEATIOYTEHUE OYIET OTAABATHCS TEM JIETSIM, POJUTEITN KOTOPHIX
pabotaroT Ha (pabpukax u 3aBogax. [loMUMO 3TOTO UM OBUIM 3a/1aHBI TOJILKO TPHU



BEIIU: UCKPEHHEE KEITAHNE U HHTEPEC K MEPOTIPUATHIO, PETYJIIPHOE MOCEIIEHUE U
KpacHas XJIONKOBAasi TYHUKA (ITOTOMY YTO IITKOJIa HE MOTJIa 00ECIIeYUTh TaKOe
0O0JIBIIIOE KOJUYECTRBO).

Six hundred children (including plenty of boys) responded to the advertisement. Irma
would not have been able, of course, to teach such a number all at once, so the
school’s senior children were appointed as her assistant instructors. Each got a
group of newly conscripted children to initiate into the essentials of the Duncan
system in which they were now quite well versed. Mussia Mysovskaya recalls: “We
were no longer green and inexperienced, otherwise how could we teach other
people? Moreover, we, the instructors, had to work out how to show each step and
arm movement so that it would appear to our pupils in a reversed, mirrored way—
that is, to demonstrate a step with the left foot, I had to use the right, and vice versa.”
\\

[IIecTbcoT nereli (B TOM YHCIIE, MHOTO MaJIbUUKOB) OTKJIUKHYJIUCH Ha PEKIIaMy.
Koneuno, Mpma He cMoria ObI Iperno1aBaTh TaKOe KOJMYECTBO CPasy, MOITOMY
CTapIve JACTH IMKOJIbI ObUTH Ha3HAYCHBI €€ TOMONTHUKaMHK. KaxIbIi oy dm
IpyNIy HeJIaBHO MTPU3BAHHBIX JICTCH, YTOOBI HA4YaTh N3y4aTh OCHOBBI CUCTEMBI
JlyHKaH, B KOTOPO¥ OHU TeNeph JOCTATOYHO XOPOIIOo pazouparorcs. Mycs
MpbICOBCKasi BCIIOMUHAET: «MbI 00JIbIIIe HE OBLTH 3€JIEHBIMU M HEOITBITHBIMH, HHAYE
KaK MBI MOTJIA OBl YYHTh JIPYTUX JItojei? boiiee TOro, Mbl, HHCTPYKTOPBI, TOJKHBI
OBLITM PEIINTh, KaK MMOKA3bIBATh KAK/BIH IIAr U JIBWKCHUE PYKH, YTOOBI OH
0TOOpakajICcs HAIlMM YYCHUKAM B TICPEBEPHYTOM, 3€PKaIbHOM BHUJIE, TO €CTh, YTOOBI
IPOJCMOHCTPHUPOBATH 11T JICBOW HOT'OM, MHE MPHUIILIOCH UCIIOJIB30BATh MPABYIO, U
HA000POTY.

And very good teachers they were. Last year I met, quite by accident, a pupil of
Mussia Mysovskaya’s group from the Red Stadium. Raisa Korzhikova, born in 1914,
lived at Prechistenka 9 and therefore heard a lot about the school and was one of the
first to respond to the posters. In her house there was an amateur dancing group, and
she was very eager to learn more about danc ing. She still mentions the name of her
instructor with great respect. As a matter of fact, she did so well that in the autumn
she was allowed to come to the school for practice with a small group of the more
talented children. She might have remained there altogether, but her mother, hearing
that it was practically necessary to give her child away to live at the school, refused
to part with her daughter.

\\

W onu ObUTH OYE€HB XOPOUTUMH YUUTEISIMU. B Mpo1iom rogy s COBEPIICHHO
CIIy4ailHO BCTpeTwia yueHuuy rpynmbsl Mycu Meicosekori ¢ KpacHoro cragnosna.
Panca Kopxkukosa, 1914 rona poxaenus, xkuna Ha [Ipeunctenke 9, u nostomy
MHOTO CJIBIIIANA O IIKOJIC U OblJIa OJTHOM U3 MEPBBIX, KTO OTKJIMKHYJICS HA IJIAKATHI.
B eé nome Obliia moOuTeIbCKas TaHIIEBAIbHAS TPYIINA, U OHA OYEHBb XOTela y3HATh
6ompiie o Tannax. OHa 10 CUX MOp ¢ OOJBITUM YBaXKEHHUEM YIIOMUHAET UMSI CBOETO
UHCTpYKTOpa. Ha camom niene, oHa Tak yCmenrHo MOCTYMHIIa, 9TO OCEHBIO ei
pa3penvivi MPUHTHU B TIKOJY IS MPAKTUKHU C HEOOIBIION Tpynnoi Hanboee
TaJaHTIMBBIX aeTei. OHa Moria ObI OCTAThCS TaM BOOOIIE, HO €€ MaTh, YCIIBIIIAB,
970 peOEHKA HEOOXOIMMO MPAKTUIECKU OTAATh B KOy, OTKA3aJIaCh PACCTATHCS C
J0YEepBbIO.
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When Isadora returned from a long concert tour in 1924, Schneider brought all six
hundred children to greet her. Marching in formation and carrying the school
banner, “A Free Spirit Can Exist Only in a Freed Body.” they were preceded by a
brass band playing the “International.” Traffic stopped and the Street was flooded
with red tunics that appeared to Isadora on her balcony like a field of red poppies.
She cried and waved her beautiful arms at them and thereafter came to the stadium
daily to teach them her spacious, uninhibited movements, showing them how to open
up their arms and hands in saying aloud, “Tovarishch!”

\\

Korna Aticenopa BepHysiachk U3 JOJITOro KOHIEPTHOTO Typa B 1924 rony, lIueiaep
MPUBEN BCEX MIECThCOT JieTel, YTOOBI MOMPUBETCTBOBATH €€. MapiupoBainu B popme
Y HECJIH IMIKOJbHBIN 0aHHep «CBOOOHBIN TyX MOXKET CYIIECTBOBATH TOJIBKO B
CBOOOHOM TeJIe», U TAK)KE UM MPEAIISCTBOBAI JyXOBOW OPKECTp, HTPAOIITUI
«MHTepHanMOHANY. [IBHKCHUE PEKPATHIIOCh, U YJIUIla Oblia 3a1iTa KPaCHBIMHU
TYHUKaMH, KOTOpPbIE IBUJIUCH Aliceope, HaXOIAIIecs Ha OaIKOHE, IIOX0XKUE Ha
moJie KpacHbIX MakoB. OHa TUTaKaia ¥ Maxaja UM CBOMMH KPaCUBBIMH PYKaMH, a
3aTeM €KEHEBHO MPUXOMUJIa Ha CTAJAWOH, YTOOBI HAYYUTh KX CBOUM IPOCTOPHBIM,
CBOOOHBIM JIBFDKCHUSIM, ITOKA3bIBask UM, KaK PaCKPhIBaTh PYKH U TOBOPHUTH BCITYX,
«ToBapu!»

Almost all of the Red Stadium children were brought in trucks to the opera to
participate in the final “International” that never sounded or looked greater as when
danced by Isadora, with that huge mass of children bringing her special inspiration.
\\

[TouTtn Bcex aereii KpacHoro cragnoHa, mpuBe3d Ha TPY30BHKAaX B OTEPY IS
ydacTus B puHAIbHOM «IHTEepHAIMOHAe)», KOTOPhI HUKOT/1a He 3ByJall U HE
BBITJISIZICT JTy4llle, YeM B TaHI[ax ANCeI0pbl, C 3TOM OTPOMHON Maccou JIeTeH,
TPUHOCSIINX € 0c000€ BIOXHOBEHUE.

# Enena ®@edoposckas

This was the memorable and profoundly tragic year in which Lenin died on January
21. The school took this as a great personal blow. Elena Fedorovskaya, the school’s
bard, spent a sleepless night composing a poem on the death of the great leader.

\\

OT10 ObUT HE3a0BIBAEMBIN U TIIYOOKO Tparuueckuii rof, koraa 21 suBaps ymep Jlenun.
D710 OBUTO BOCHIPHUHSATO Kak TUYHBIN ynap. Enena ®denopoBckas, 6ap/ MIKOIHI,
mpoBesia OECCOHHYI0 HOUb, COUMHSISA CTUXU O CMEPTH BEITUKOTO JIUAEpa.

In the early fall of 1924. while Irma was abroad. Isadora choreographed Songs of the
Revolution. These included two of Lenin’s favorites, “Zamuchen tiazheloy nevoley”
(“Exhausted from Hard Bondage”) and “Vy zhertvoyu pall v borbe rokovy” (“You
Have Fallen in Fateful Struggle”). Both had been funeral hymns for revolutionary
heroes long before 1917. Isadora had the songs translated, and the children sang



them for her at a music lesson. Then the dance-songs (or rather danced songs) were
created on the spot.

\\

B nauane ocenu 1924 r. noxa Upma Obuta 3a rpanuneid. Aiicenopa rnocraBusia
«Ilecuu peBomouun». Cpean HUX ObUIN JABE JTIOOMMbIE IEHUHCKHUE BEILU: «3aMy4yeH
Tsokénoit Herosnen» («Exhausted from Hard Bondage») u «Bsl xepTBOIO nanu B 6010
pokxoBom» («You Have Fallen in Fateful Struggle»). O0a Obliv mOXOpOHHBIMU
TMMHAaMM PEBOJIFOLIMOHHBIX IepoeB, 3a10Jro 10 1917 rona. Alicenopa nepesoauna
MIECHU, U JIETH NEJIM UX JUIs He€ Ha YPOKE MY3bIKU. 3aT€M TaHLEBaJIbHbIEC IECHU (WIIH,
TOYHEE, TAaHI[yeMbI€ ECHU) OBbLIIM CO37aHbl HA MECTE.

[] Far left and right: Elena Fedorovskaya.
Kpaiine cineBa u cnpaBa: Enena @enopoBckas.

AR
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[] Left: With the workers’ children at the Red Stadium. Holding the banner:
Alexandra Aksenova, left, and Elizaveta Belova. Center pair: Maria Borisova and
Natasha Nekrasova. Between them, Maria Toropchenova. Behind Nekrasova,
Tamara Lobanovskaya. From left to right, the banners announce.: “The Red Stadium
of Trade Unions and the Young Communist League”’; the school slogan, “A Free
Spirit Can Exist Only in a Freed Body”; “Duncan School.”

\\ CneBa: ¢ netbmu pabounx Ha KpacHoM cranuone. [lepxat makart: Anekcanapa
AkcenoBa (cneBa) u EnnzaBera benosa. Llentpanbnas napa: Mapus bopucoa u
Harama HekpacoBa. Mexny Humu Mapust ToponuenoBa. 3a cnuHoit Hekpacosa,
Tamapa JloGanoBckas. CieBa HampaBo Ha miakatax: «KpacHbli cTaiioH
po(Ccor030B U KOMCOMOJIa; MKOJbHBIN JIO3YHT «CBOOOHBIN TyX MOXKET
CYIIIECTBOBATh TOJBLKO B CBOOOJHOM Teley; «JlyHKaHOBCKas LIKOJIay.

[] Below: The Isadora Duncan School at the Red Stadium, 1924. Front row, left to
right: Kyra Khachaturova, Evgenia Ovsiannikova (behind her, May Peters), Elena
Fedorovskaya (Elizaveta Belova), Alexandra Aksenova, Valentina Boye (Yulia
Vashentseva), tall girl — Maria Borisova (in front of her, Elena Terentieva), Maria
Mysovskaya (behind her, Maria Toropchenova), Tamara Lobanovskaya, (Natasha
Nekrasova). The four small girls on the right of the front line: Lida Lozovaya, Lida
Shishkova, Tamara Semenova, Moura Babad. The first girl on the left in the second
row remains unidentified.

\\ Bamn3y: mixona Aiicenopsl Jlynkan Ha Kpacnom cranuone, 1924 ron. [epssiii psf,
cieBa HanpaBo: Kupa XauatypoBa, EBrenust OBcsiHHUKOBa (mo3aau He€, Maii
Ilerepc), Enena ®@engoposckas (Enuzasera benoa), Anekcanapa AKCEHOBA,
Banentuna boiie (FOnus Bamenuesa), Beicokas aeByIika - Mapus bopucosa (nepen
Hell Enena TepentbeBa), Mapust MbicoBckast (mo3anu He€ Mapust ToporueHoBa),
Tamapa Jlo6anoBckas (Hartama Hekpacosa). CripaBa oT tuaIH (PpOHTA YETHIpE
MaJieHbKUX aeBouku: JInna Jlozosas, JInaa [lumkosa, Tamapa CeménoBa, Mopa
baban. [lepBas aeByika cieBa BO BTOPOM Py OCTAaETCST HEOTIO3HAHHOM.
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[] Right: Vera Golovina, the only girl among the Red Stadium children who was
accepted into the main school.

\\ CnipaBa: Bepa ['onoBuHa, emTMHCTBEHHAs JeByIIKa cpeau aetei KpacHoro
CTaJlnOHa, KOTOpasi ObLIa MPUHATA B OCHOBHYIO IITKOITY.
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# Bapwaesanka

[] For right: The finale of the “Warshavianka.” The picture was taken in the school
in 1927-28.
\\ CrpaBa: ¢unan «Bapmapsaku». CHUMOK ciennad B mkosie B 1927-28 ronax.

The two songs in memory of Lenin received the title of “Civil Requiem” and were
danced as a unit. Of the other songs, first and foremost was the “Warshavianka,”
dedicated to the victims of “Bloody Sunday,” January 9, 1905 (Old Style). It has now
been definitely established, both through the contemporary press and through
Isadora’s letters to Gordon Craig from Petersburg, that she arrived there (and for
the second, not the first time as she tried to make out in My Life) just eleven days
after “Bloody Sunday.” Probably she heard many descriptions of that massacre of
innocent people from the Russian intelligentsia. Obviously they left a deep impression
on her, for twenty years later she was now dedicating this “Warshavianka” to these
heroes.

\\

JIBe riecHu B namMATh 0 JIeHMHE nony4uiny Ha3BaHue «I'paxkIaHCKUN PEKBUEM» U
TaHIEBAINCH KaK eIMHOE 1eioe. M3 Apyrux meceH B MepByro ovyepeap Oblia
«BapiaBsinka», nMocpsiieHHas xxepTBaM «KpoBaBoro BockpeceHbsi» 9 ssuaps 1905
roja (mo crapoMy cTHIIO). B HacTosIiee BpeMs onpenenéHHO YCTaHOBJICHO, KaK B
COBPEMEHHOM Tpecce, Tak U B muchMax Aiiceqopsl ['opaony Kpetiry uz IletepOypra,
4TO OHA MpUOBLIA Tyna (yKe BO BTOPOiA, a HE B TIEPBBIN pa3, KaK OHA MBITAIACH
pa3obpatbes B KHUTE «MOs )KH3HBY) BCETO OAMHHAANATH MHEH crycTs «KpoBaBoro
BOCKpPECEHb». BeposTHO, OHA CibIlIajia MHOTO OIMCAHUN 3TOW PE3HU HEBUHHBIX
Toel U3 pycckoit naTeumrennun. O4eBUIHO, OHU MTPOU3BEIHN Ha He€ rimy0oKoe
BIICUATJICHHE: IBA/IIIATh JIET CIYCTs OHA MOCBATHIIA «BapiaBsIHKy» dTUM TePOsSIM.

In the beginning of the dance one girl ran out and fell; the next one ran out and
seized the banner from her hands, then girls came on in two’s and three’s, and the
tempo increased crescendo until all fell. The leader (when Irma returned, she danced
this role) would rise first, crawl to the banner (there were no actual props), and



stretch her body to its full height as a symbol of the eternal life of the Revolution.
Then all the other girls rose, too.

\\

B Hauane TaHIa ogHa IeByIIKa BeIOETalIa M Majana; clieIyromias Bpioeraiga u xparaia
3HaMs U3 €€ PYK; 3aTeM JEBYIIKHU MPUXOIUIIN IO IBA U 110 TPH, & TEMIT YBEIIMUHUBAJICS
KpenieH 10, oka Bce He nmaganu. Jluaep (korma Mpma BepHyIack, OHa TaHIIEBAJIA ATy
pOJib) BCTaBaja MepBOM, MOANo3ana K 3HaMeH! ((PakTUUeCKUX PeKBU3UTOB HE
OBIJ10), ¥ BRITSTUBAJIA CBOE TEJIO HA MOJIHYIO BBICOTY, KaK CUMBOJI BEUHOU KU3HU
Pesomonnu. Ilotom Bce ocTanbHbIe AEBYIIKH TOXKE BCTABAIU.

This was the best of all the dance-songs, having invariably enormous success. But the
rest, in a lighter vein, were very charming and rhythmically catching: “We are smiths
of our own happiness,” a song of the young Pioneers [like Girl Scouts], and
particularly “One, Two, Three, We Are Pioneers,” in which Doda Ozhegova, very
small of stature, was particularly charming as she intoned the jolly refrain.

\\

OT0 ObINa JTydias U3 BCEX TaHIEBATHHBIX IECEH, UMEBIIIAasi HEU3MEHHO OTPOMHBIIA
ycriex. Ho ocranpHbie, B 60see TETKOM KITIo4e, TaK e ObUIH 04eHb 00asTeIbHBI U
PUTMHYHBL: «MBI - Ky3HEIIbl Halero COOCTBEHHOTO CUACThS», MECHS MOJIOIBIX
MUOHEpOB (HanmpuMmep, «JleBouek-cKayToBy), U, 0cOOCHHO, «Pa3, aBa, TpHU, MBI
MUOHEPHI», B KOTOpoii Jloma Oxeroa, 04eHh MaJIEHBKOTO POCTa, ObLJIa 0COOCHHO
ouyapoBaTeNbHA, KOTJIa OHA MTPOU3HOCHIIA BeCENbIi pedpeH.
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[] Below: “The Volga Boatmen” choreographed by Isadora in 1924. Irma is at the
left.

\\ Buusy: «bypnaku Ha Boare», xopeorpadus Aticenops! B 1924 rony. Upma cnesa.

[] Far right: The pupils just before their deporture for China. The girls are in
uniform, though some are wearing their winter coats while, others are dressed fo
spring. Ilya Schneider is with them. Front row of girls, left to right: Maria
Mysovskaya, Lily Diakovskaya, Tamara Semenova, Elena Terentieva, Tamara



Lobanevskaya, Maria Borisova, Alexandra Aksenova. Second row: Valeniiria Boye,
Elizaveta Belova, Doda Ozhegova, Yulia Vashentseva, Maria Toropchenova.

\\ Kpaitne npaBoe: YueHHKU, HETIOCPEICTBEHHO, TIepea 0The3aoM B Kurail. JleByiiku
B (hopme, XOTSI HEKOTOPBIE OJEThl B 3MMHHUE MAJIbTO, IPYTHE OJEThI 10-BECEHHEMY.
Wnpsa Huennep ¢ Humu. [lepBbii psax aeByliek, ciesa HanpaBo: Mapus MbicoBckas,
Jlumus {ukoBckasi, Tamapa Ceménona, Enena TepentbeBa, Tamapa JloGaneBckas,
Mapus bopucosa, Anekcannpa Akcénosa. Bropoii psa: Banencus boiie, Enn3zasera
benosa, Joaa Oxerosa, FOnus Bamenniesa, Mapusa ToporueHosa.

On September 27 and 28, 1924, Songs of the Revolution was first performed in its
entirety at the Kamerny Theatre, Moscow, in Isadora’s last set of concerts there. The
program included Songs of the Irish Revolution, danced in the form of an Irish jig by
a large group holding green branches in their hands, Songs of the French
Revolution, represented by the “Carmagnole” sung by the pupils in perfect French;
Songs at tho Russian Revolution came last.

\\

27 u 28 centsa0ps 1924 rona, «IlecHu peBOIIONMNY» BIIEPBBIC MPO3BYUYAIH B TIOJTHOM
oonréMme B KamepHom Teatpe B MockBe, Ha TociieIHEM KOHIIEpTe AiiCen0pHl.
[Iporpamma Bkitodana B ceds «llecHu upiaaHACKON peBOTIONNNY, CTAHIIOBAaHHYIO B
dbopMe UpIAHACKON HKUTH OOJIBIION TPYIIIOH, ¢ 3eIEHBIMUA BETKAMU B PyKax;
«llecHn @paHIy3CKOM pEBOIOLUNY, ITpeacTaBIeHHbIE «KapMaHbOI0i» B
WCIIOJIHCHUH YYCHUKOB Ha COBEPIICHHOM (hpaHITy3CcKoM si3bike; «llecHu pycckoi
PEBOITIOIIUNY OBUTH TTOCIICTHUMH.

The concert had a tremendous success. All the audience rose in surprise as a poet,
Zubkov—who was commissioned to write a poem for the occasion—asked from the
stage in verse: “Who are the children of the Future?” And the children from the



school and the Red Stadium, suddenly flooding all the aisles, replied, ‘We!” and
mounted the stage. A storm of applause greeted them, and many spectators were
moved to tears.

\\

Konrepr umen orpoMuslii ycniex. Bee 3putenu yauBuiInch, Koraa mo3t 3yOKos,
KOTOPOMY MOPYYHIIA HAMTUCATh CTUXOTBOPEHHE IO 3TOMY CJIy4ar0, CIIPOCHII CO
cuensl B ctuxax: «Kto getu 0ynymero?» U getn u3z mxoinsl 1 KpacHoro crannona,
BHE3aITHO 3aTOMHUB BCE MPOXO/IbI, OTBETHI: «MBbI!» U MOAHINCH HA ClIeHY. bypHbIe
arIOIMCMEHTHI TPUBETCTBOBAIIM X, U MHOTHE 3PUTENH ObLTH TPOHYTHI 10 CIE3.

Among other songs choreographed by Isadora was “Dubinushka,” (“The Volga
Boatmen”), which also came to be very popular. Irma herself added several dance-
songs to the suite, and in 1930 Maria Borisova choreographed the “Red Army Song”
to a scenario by Ilya Schneider.

\\

Cpenu npyrux meceH, MocTaBIeHHBIX Alice1opoit, Obuia «JlyonHymkay», koTopas
TaKXKe crana o4eHb nonysipHoid. Cama Mpma mo6aBuiia HECKOIBKO TaHIIEBATBHBIX
neceH B ctouty, U B 1930 rony Mapust bopucosa nocraBuina «llecuto Kpachoit
Apmun» nio cuenapuro Mnen [Ineinaepa.

Isadora’s final concert at the Bolshoi Theatre was also a veritable triumph, But so,
as a matter of fact, had been that summer with its achievements of free lessons for
hundreds of children, starting pale and feeble but emerging—after only a couple of
months—healthy, strong, and graceful. The Isadora Duncan Moscow School had
approached Isadora’s initial goal to the highest degree.

\\

[Tocnennuii koHIEpT Aficenopsl B bonbiom Tearpe Takke ObIT HACTOSIIIM
tpuyMmdpom. Ho, mo cytu, 310 OBUIO TeM JIeTOM, KOTIa OHa JOOMIIach OECTUIATHBIX
YPOKOB JIJIsl COTEH JIeTel, HAauMHABIIHMX OJICTHBIMU U CJIA0BIMH, HO TTOSBUBIINXCS -
BCETO Yepe3 mapy MECSIIEB - 3[0POBBIMH, CHIIBHBIMHU M TPAIIMO3HBIMH. MOCKOBCKas
mkosaa Aicenopsl JlyHKaH 10CTUTIIa HAYaIbHOM 1€ AHCeI0pbI B BBICIIEH
CTETICHHU.

# IOnua Bawenyesa

She soon left for Berlin, promising to return in the near future. She did return—the
next day—her plane having undergone a forced landing. The children had already
been put to bed, recalls Yulia Vashentseva, when the door of the “Chinese”
dormitory opened suddenly, and in came Isadora!

\\

Bckope ona yexana B bepnun, moo0emniaB BepHyThCs B Ommkaiiiee Bpemsi. OHa
BEPHYJIACh - Ha CICAYIONINI IEHD - €€ CaMOJIET MOABEPTCs BHIHYKICHHON TTOCAJIKE.
Jleteit yxe ynoxuiu cnaTth, BcnomuHaeT HOnus BamieniieBa, korjaa 1Bepb
CKUTANCKOTOY» OOIIEKUTHUS HEOKUTAHHO OTKPbLIACch, U mpuIia Alicenopa!
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“We children jumped out of our beds, running to her in our night clothes. We
surrounded Isadora, stretching out our arms, lovingly touching her clothes. She
embraced us, several at a time, and laughed and cried, saying as usual, ‘My children,
my children.”

\\

«MBbl, 1eTH, BHIIPBITHYJIN U3 HALLIMX KPOBAaTEe U MoOeXalu K Hell B Hallleill HOYHOU
onexae. Mbl okpyx uinu Aiicenopy, NpoTsaruBasi Halllk pyKH, C JIFOOOBbIO Kacasich €€
onexabl. OHa 0OHsANIA HAC 10 HECKOJIBKO pa3, CMesIach U Mlakaa, Kak 0OBIYHO,
roBops: «Mou JeTH, MOH IETH.

Isadora’s voice still rings in Yulia Vashentseva’s ears because, quieting them down
and sitting on a tiny bed, petting and embracing them, looking her most beautiful, she
said in a mixture of languages that was perfectly understood by the girls: “When you
grow up, 1 shall tell you all about my life.”

And that was the last they ever saw of her.

\\

I'onoc Ajiceopbl A0 CHX MOP 3BY4HT B ymax FOauu Bamennesoii, moroMmy 4ro,
YCTIOKauBasl X, ¥ CUJIS Ha KPOIIIEYHOW KPOBATH, JIacKasi 1 OOHMMas MX, BBITJISISAIIAN
camMoi KpacHBOIi, OHa CKa3ajia Ha CMECH SI3bIKOB, KOTOPBIE JCBYIIIKU MPEKPACHO
noHumaii: «Koria Bl BEIpacTeTe, sl paCCKaKy BaM BCE O MOCH JKU3HH. »

W 510 ObLI TOCTIEAHMIA pa3, KOTJJa OHU BUJENH e€.
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Isadora’s protracted absence brought about some changes in the school’s routine.
There were no more funds and no immediate hope of income from Isadora’s tours. So
in the summer of 1925 the school again gave up its vacation to tour along the Volga,
headed, of course, by Irma. At this time the posters were changed to read: “The
Moscow Studio Named After Isadora Duncan.” For who wanted to pay money to see
a school performance? Now the dancers were professionals, obliged to earn enough
to keep the school going. That neither the standards nor the principles were forsaken,
goes without saying. The tour had a tremendous, unprecedented success, particularly
rewarding since Isadora’s recitals along the same route a year earlier had resulted
in a complete fiasco.

\\

JlnuTenbHOE OTCYTCTBUE ACEOPHI PUBEIO K HEKOTOPBIM U3MEHEHUSM B
pacropske mKoJbl. bosbine He ObLUIO CPEACTB, U HE OBLTO HUKAKON HAJEHKIbI
MIOJIYYUTh JOX0J OT TypoB Alicenopsl. Mtak, nerom 1925 rona, mkosna cHoBa
OTKa3aJlach OT KAaHUKYJI, YTOOBI COBEPIIUTH MOE3AKY Mo Bomre, KOTOpyro Bo3riaBuia,
KOHEYHO e, Mipma. B 3T0 Bpems m1akaThl ObLIM 3aMEHEHBI CIICIYIONTUM 00pa3oM:
«MockoBckas cryaust uMeHu Atlicenopsl Jynkan». KTo Obl XOTel MIaTUTh IEHBT U,
YTOOBI MIOCMOTPETH HIKOJIbHOE MpeAcTaBieHue? Tenepb TaHLIOPHI OBLITU
npodeccruoHaiaMu, KOTOPhIE JOJKHBI ObLITU 3apabaThiBaTh JOCTATOUYHO, YTOOBI
MoAJIep>KUBATh MIKOJy. To, 4TO HU CTaHAAPTHI, HU MPUHIUIIBI HE ObUIM OCTaBJICHBI,
caMo co0oif pazymeetcsi. Typ UMeIl OrpOMHBIN, OecTperieICHTHBIN ycreX, 0COOCHHO
TM0JIE3HBIN, TOCKOJIBKY COJIbHBIE KOHIIEPThI ANCEAO0PHI 0 TOMY € MapuIpyTy, FOJI0M
paHee, NPUBEIIU K MOJTHOMY IIPOBAIY.
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[] Below: From a Chines, program of 1927: Tamara Lobanovskaya, Valentina Boye,
Alexandra Aksenova, Elixaveta Belova.

\\ Bauzy: 13 Kuras, nporpamma 1927 rona: Tamapa Jlo6anoBckasi, Banentuna botie,
Anekcannpa Akcénosa, EnnzaBera benoga.




[] Far right: Cover of the program used after the tour to China. Irma is shown with
her pupils. The quotation from Lunacharsky states: “The State Moscow Duncan
Studio, just returned from a tour of revolutionary China that had exceptional success
and great significance, is one of the most valuable and interesting artistic institutions
in the U.S.S.R.”

\\ CnipaBa: 00J105%KKa porpaMMBbl, UCIIOJIb3yeMoi rocie Typa B Kurtait. Upmy
MOKa3bIBAIOT CO CBOMMM yYeHHKaMHU. B nurare JlyHauapcKuii rOBOPUTCS :
«["ocynapcTBeHHAss MOCKOBCKas CTyaus JlyHKaH, TOJBKO YTO BEpHYBIIASCS U3 Typa
10 PEBOTIOIIMOHHOMY KHuTaro, KOTOPBIN MMENT HCKITFOUUTEILHBIN yCIeX U O0JIbIIoe
3HAYEHUE, SABIISICTCS OJHUM M3 CAMBIX IIEHHBIX U HHTEPECHBIX XYI0’KECTBEHHBIX
3aBegeHuid B CCCPy».
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That first school tour had been far from easy to organize. At that time there were no
special concert organizations that now have whole seasons planned and billed in
advance all over the Soviet Union. On this occasion Schneider had to send an
advance man to each town, preparing living quarters (most often in school buildings
unoccupied for the summer) and scouting for possible audience interest. The latter
was boosted upon arrival by a very impressive procedure. The boat (chartered free,
thanks to Podvoysky) would moor at one of the modest Volga wharfs. Then the entire
school, dressed in red tunics, carrying their traditional banner, “A Free Spirit Can
Exist Only In a Freed Body,” and accompanied by a tattoo beaten out by a small
drum, marched in formation through the streets of the city, large or small, to their
appointed quarters. This usually roused considerable interest and resulted in good
box office. Some people, of course, reading the word “school” on the banner and
Seeing no artists or circus, but only marching youngsters, lost interest. But there were
many who wanted to come.

\\



OT0 mepBoe NIKOIBHOE TYpHE OBLIO HEJIETKO OpTraHn30BaTh. B TO BpeMs He ObLIO
CHCIUATBHBIX KOHIIEPTHBIX OPTaHU3AIIUNA, KOTOPbIE OBl TUTAHUPOBAIU M BHICTABIISUIA
cuera 3apaHee, o Bcemy Coserckomy Corosy. B atom ciyuae, [lIneiinep nomxken
OBLT TIOCTIATh B KAXKBIA TOPOJI 3apaHee MOATOTOBICHHOTO YeJI0BEKa, TOTOBUBIIICTO
KUJTBIE TIOMEIICHHSI (Yalle BCETO, B IIIKOJIBHBIX 3JJaHUSAX, HE 3aHATHIX Ha JIETO), U
Pa3bICKUBABIIIETO MECTa B TJIaHE BO3MOXKHOTO HHTEpeca aynutopun. [locnennee
OBLJIO YCHJIEHO IO MPUOBITHH, OYEHb BIEYATIIAIONIEH nporenypoil. Jlonka
(3appaxToBanHas OecraTHo, 6aroaaps [loaBoiickoMy) mBapTOBaIach y OJTHOTO U3
CKPOMHBIX TipruajoB Boyru. 3ateM Bcs 1MIKoJIa, 0J1eTast B KPACHBIC TYHHUKH, C
TpPaJMIIMOHHBIM 3HaMeHeM «CBOOOTHBIN TyX MOXKET CYIIECTBOBATH TOJIBKO B
CBOOOJIHOM T€JIe», U B COITPOBOXKIACHUH 0051, BLIOMTOr0 HEOOIbIIUM OapabaHoM, IIIa
MapIieM 1o yJIMIaM ropoja, OOJbIINM WU MAJICHHKAM, B HAa3HAYCHHBIC UM
MOMEIICHHS. ITO 0OBIYHO BBI3BIBAJIO 3HAYUTEIHHBIM HHTEPEC, ¥ TIPUBOIUIIO K
xopoiei kacce. HekoTopsie 11011, KOHEYHO, YUTas CJIIOBO «IITKOJIa) HAa OaHHEpE W HE
BUJISl APTHCTOB MJIU ITUPKA, & TOJIBKO MaPIIHPYIOITUX MOJIOBIX JTOJICH, TEPSIIH
uHTepec. Ho ObI710 MHOTO JKeTaronuX MPUNUTH Ha TIPEICTaBIICHNUE.

The Volga tour ended in Astrakhan, where the group was happy to see Stanislavski,
who was taking a cruise. Schneider then decided to prolong the route, extending it to
Baku and Tiflis. So on they went, and their triumphs were overwhelming. Baku
especially “took” to the girls and, following a recital for oil workers, the trade union
ruled that ten girls from Baku should be sent to study at the Moscow Duncan School,
eventually to become instructors for Azerbaijan children. Somehow they never
arrived, though the school was ready to have them.

\\

Typ mo Bonre 3aBepminics B AcTpaxaHu, e TpyIna Obuta paia BUICTH
CraHuCIIaBCKOT0, KOTOPBIN OTIpaBisuics B kpyu3. 3artem Iueinep pemn
MPOIOJDKUTE MapIIpyT, MPoUTHB ero 1o baky n Tudmmca. Tak mpomomkanoch
IIECTBUE, U UX TT0OEIbI OBLTH OLIESTOMIISIOMMMU. baky 0COOEHHO «IIpUHUMAI
JCBOYEK, U IOCJIe KOHIIEpTa Ui He(QTIHUKOB, TPO(COI03 MOCTAHOBHUII, YTO JECSThH
neBouek u3 baky J0KHBI OBITH OTIPABIEHBI YIUTHCS B MOCKOBCKYIO IIIKOTY
JlyHkaH, 9TOOBI B KOHEYHOM HTOTE, CTaTh MHCTPYKTOPAMU TS a3epOaiiPKaHCKUX
nereir. Kakum-1o 00pa3oM OHM Tak W HE TOSBHUINCH, XOTS IITIKOJIA OblIa TOTOBA
NIPUHATD UX.

It is important to realize that none of the tours was designed solely to earn the
wherewithal on which the school depended. Propaganda for the lofty ideals set
before them by Isadora was carried out on all possible occasions. All the concerts
and demonstrations were preceded by Schneider’s lecture on Isadora Duncan and
what the school- studio stood for.

\\

BaxxHo moHMMaTh, 4TO HE OJWH U3 TypOB HE OBLI IIPEIHA3HAYCH UCKITIOUUTEIHHO IS
TOTO, 9TOOBI 3apaboTaTh CPEJCTBA, OT KOTOPHIX 3aBHceNa koa. [Ipomarana 3a
BBICOKHME HJICAJIBI, IOCTABJICHHBIE NIEpe]l HUMU AMCEN0POM, TPOBOAMIACH BO BCEX
BO3MOXHBIX CTydasx. BceM KOHIlepTam M IEMOHCTPAIUsIM MPEANIeCTBOBAIA JICKIIUS
Inetinepa 06 Aiicenope JlyHkan u 0 TOM, 32 4TO CTOsJIA IIKOJIbHAS CTYIHS.



The year 1927 was an eventful one. After the group returned from China,[24] the
school underwent many painful organizational troubles. Then, while the girls were in
the Don Basin, they heard the dreadful news of Isadora’s tragic death.

\\

1927 ron 6s11 HackleHHbIM. [Tociie Toro, kak rpymnmna BepHyiach u3 Kuras,[24]
IIKOJIa TIEpeXuJia MHOTO OOJIE3HEHHBIX OpraHU3aIlMOHHBIX Tpo0ieM. 3aTeM, MmoKa
JEeBYILIKHU ObUIM B OacceiiHe JloHa, OHM yClbIIIaIA YKaCHbIE HOBOCTH O TParnyeckon
cMepTH AKCeI0PBl.

# Buxmop Aueune

The obituary published in Izvestia two days later was signed by ballet critic Victor
Iving. Somewhat playing her down as a dancer, he wrote that, “She deliberately
restricted the dancer’s role to a mere interpretation of music” and emphasized the
“greater social role of her educational plans. Isadora lived throughout her life with
the beautiful dream of creating a new harmonious Man through special upbringing.”
\\

OnyOnMKOBaHHEIN yepe3 aBa THS B «V3BECTHIX» HEKPOJIOT, MOANUCAT OaJeTHBIHI
KpuTUK Bruktop AlBUHT. HECKONBKO OTHITphIBas €€ KaKk TAHIOBUIUIY, OH MUCA:
«OHa HaMEepPEeHHO OTpaHWYHMBAJIA POJIH TAHIIOBIIHIIEI POCTON MHTEpIpeTariuei
MY3BIKI» U TIOAYEPKHBaa «OOBIIYI0 COMMATBHYIO POJIb €€ 00pa30oBaTebHBIX
TUTaHOB». AHiceIopa BCIO CBOIO JKM3HB XKHUJIA MPEKPACHON MEUTOM O CO3/IaHUU HOBOTO
rapMoHHYHOTO YenoBeka yepe3 0c000e BOCTIUTAHUEY.
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Iving went on to describe the story of the formation of the school and, mentioning
that only forty children could be taken because of the hardships of the period,
concluded: “Duncan was not interested in the idea of creating artists out of children,
however remarkable they were. She wanted to raise an entire generation in an
atmosphere of beauty from the child’s first conscious steps, implanting in it a feeling
of rhythm and understanding of beauty, thus reinstating nature’s own rights and
bringing art closer to life.”’[25]

\\

Jlanee AWBHHT omucal HICTOPHIO CO3JIAHUS IIKOJIBI U, YIIOMSIHYB, YTO U3-32
TPYAHOCTEH ATOTO MEePUOJIa, MOKHO OBLIO B3SITh TOJIBKO COPOK JCTEH, 3aKITFOUNIT:
«JlyHKaH He WHTEpecoBaJia Ues CO3/IaHus APTUCTOB U3 JCTEH, KAKUMH ObI
3aMedareIbHBIMU OHU HU ObUTH. OHA XOTena BOCIHUTATH 11€JI0€ TIOKOJICHUE B
aTMocQepe KpacoThl C MEPBBIX CO3HATEIBHBIX IaroB peOeHKa, TPUBUB €MY YYBCTBO
pUTMa ¥ IOHUMAaHUSI KPACOTHI, TAKUM 00pa30M BOCCTaHABINBAs COOCTBEHHBIC MMpaBa
IPUPOABI U IPUOIMKAS UCKYCCTBO K KU3HH ».[25]

That such a staunch supporter of the classical ballet as Iving should penetrate the
very essence of Isadora’s credo bespeaks the very serious attitude toward her art
shown by all Russian critics and art lovers as a whole, who deeply mourned the great
dancer’s demise.

\



To, uTO Takol BEepHBIN CTOPOHHUK KJIACCUYECKOTO OaneTa Kak AWBUHT JJOJKEH
IIPOHUKHYTH B CaMyI0 CYTh Kpeo AKCeI0pbl, TOBOPUT O TOM, YTO OYEHB CEPHEZHOE
OTHOIIIEHUE K €€ NUCKYCCTBY MPOSIBIISIOT BCE PYCCKHUE KPUTUKH U JIFOOUTENH
HCKYCCTBA B LI€JIOM, KOTOPbIE€ TTTYOOKO OIJIAKUBAJIM KOHUMHY BEJIMKON TAHIIOBIIMIIBI.

A commemorative commission was formed immediately. For various reasons, the
actual memorial evening did not take place until a year later, marking the first
anniversary of her death. On October 1, 1928, the well-known art scholars Professor
Pavel Novitsky and Professor (now Fellow of the Academy of Sciences of the USSR)
Alexei Sidorov spoke on her significance to the general development of dance.

\\

MeMopuanbHass KoMHCcCHs Oblia chopMupoBaHa HeMeIeHHO. [1o pa3HbIM MpuyrHaAM
(daKkTHYECKHi BeYep MaMITH COCTOSUICS TOBKO Yepe3 IroJl, B YeCTh IEPBOM
roJIoBIIUHBI €€ cMepTh. 1 okTa0ps 1928 roga n3BeCTHBIE HCKYCCTBOBEBI -
npodeccop I1aBen Hounkuii u npodeccop (Hpine uinen Axagemuu Hayk CCCP)
Anexceit CuopoB pacckasany 0 €€ 3HaYCHHUH TSI 00IIero pa3BUTHS TaHIIA.
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[] Below: Schubert’s “March.” Alexandra Aksenova, Maria Mysovskaya, Tamara
Lobanovskaya, Elena Terentieva, Maria Toropchenova, Valentina Boye.

\\ Bamnzy: «Mapm» IllyGepra. Anekcannpa AxkcénoBa, Mapust MpeicoBckas, Tamapa
JloGanogsckas, Enena TepentneBa, Mapus ToporuenoBa, Banentuna boiie.
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Following a brief newsreel, “Isadora Duncan’s Last Days in Nice,” the Moscow
school with Irma at its head performed Isadora’s dances. Iving praised Irma for her
dancing of the last movement of Tchaikovsky’s “Sixth Symphony,” saying: “In the
tragic adagio Irma Duncan created almost a replica of Isadora in the sense of mime.
Irma Duncan’s mime is more expressive and stronger than that of Isadora and,
especially, it is free from that slightly sentimental emotion that at times was resorted
to by Isadora.” Iving added that the very best items danced by the students were the
Schubert pieces: the “Unfinished Symphony,” the “Waltzes,” and the “Ecossaise,”
all “choreographed with the idea of presenting external youthful charm and lightness
in the movement of a young, slim body seen to its best advantage.”’[26]

\



[Tocne kopotkoi kuHoxpoHuku «llocnenuue nuu Aicenopsl Jynkan B Huie»,
MockoBckas mkoia ¢ MipMoii BO riaaBe HCIOJIHWIA TaHIbI Alicenopbl. AUBUHT
noxBanui Mpmy 3a e€ tanen nocnenueit yactu «lllectoit cumponnny YaitkoBckoro,
ckazaB: «B tparnueckom anaxxuo Mpma JlyHkaH co3naia OYTH TOYHYIO KOIIUIO
Alicenopsl, B cMbiciie MUMUKH. Mum Wpmsl JlyHkaH siBisieTcst 6osee
BBIPA3UTENILHBIM U 00JIee CUIIbHBIM, YeM y Alice1opbl, U, 0COOEHHO, OH CBOOOJEH OT
TEX CJIeTKa CEeHTUMEHTAJIbHBIX IMOIMI, K KOTOPbIM MHOra npuderana Aiicenopay.
AWBHHT 700aBHJI, YTO CAMBIMU JIYUIIIUMH BEIIaMH, NPEICTAaBICHHbIMH TaHIIYIOIIUMU
yueHukamu, 0biu nibechl LllyGepTa: «Hesakonuennas cumponus», «Banbeb» u
«IKOoceccHus» - BCE OHU «IIOCTABJIEHBI C UIEEN TPEACTABICHNS BHELIIHETO
FOHOILIECKOTO OYapOBAHMS U JIETKOCTU B IBM)KEHUH MOJIOJIOTO, CTPOMHOTO TENa,
3aMEUEHHOI0 B €T0 JIYUIIEM MPEUMYIIECTBE».[26]

In a small item published in its “Chronicle of Events” section, Izvestia of the same
date in. formed its readers that the “Studio Named After Isadora Duncan” was
leaving, with the permission of Glaviskusstvo (the state organization in charge of the
arts), on a tour of America.

\\

B He6ombImiomM MaTepualie, omyoJIuKOBaHHOM B pasjiene « XpOHUKa COOBITHIY,
«M3Bectusy, B Ty ke AaTy, B CBOEM HM3JTaHHH COOOIIMIN CBOMM YHUTATEISAM O TOM,
yto «Ctynus umeHu Mcamgopsl JlyHKaH» MOKUAACT CTPaHy, C pa3pericHus
['maBuckyccTBa (TrocyapCcTBEHHOM OpraHU3aliy, OTBEYAIOIIEH 3a UCKYCCTRBO), B TYP
no AmMepuke.

The important matter to note here is the new name of the school. Protracted absence
of the main performing group, of Irma and of Schneider, lack of proper order at
Prechistenka 20 while they were away, and Isadora’s death all attracted attention to
the school. Soon a whole avalanche of commissions was trying to decide what to do
with it. Since it was an altogether unusual phenomenon, the question arose: Who
should supervise it? Under whose jurisdiction should it fall—the Glavprofobr (chief
administration for occupational education) or the Glavnauka (the one for scientific
education)? The latter prevailed for a while, and Schneider suddenly found himself
appointed dean of an Institute, with students who had not completed the requisite
course of intermediate school. So the next move was to deem it an ordinary school.
But this was when the real trouble began. No one could understand that it was an
institution of artistic education. The Isadora Duncan School was to be like any other
in Moscow. No more concerts, no more performing groups. A new director was
appointed, while Irma’s positition was to be reduced from artistic director to
ordinary instructor.

\\

31ech BAXKHO OTMETHTHh HOBOE Ha3BaHUE IIKOJIBI. J[TUTENIbHOE OTCYTCTBHE TIIaBHOM
HCIIOJIHUTENBCKOM Ipynnsl, MpMmel u [lIHelinepa, OTCyTCTBHE HAJIEKAILETO MTOPSAIKA
Ha [Ipeuncrenke 20, moka OHU OTCYTCTBOBAJIM, U CMEPTh ANCEIOPHI - BCE 3TO
MPUBJICKJIO BHUMAHKE K IIKOJIe. Bckope 1ienas JaBuHa KOMUCCUHN TIBITANIACh PEIIUTD,
YTO C ATUM JeaTh. [I0cKOIbKY 3T0 OBLIO COBEPIIEHHO HEOOBIYHOE SBJICHHUE, BOSHHUK
BOIIPOC: KTO JOJKEH €ro KOHTposnpoBath? [loa ubeil topucauknuein oH JOJIKEH
HaXoJUThCs - [ maBmpodoOp (rmaBHOE yripaBieHUE IO MPOPECCHOHATHBHOMY
oOpa3oBanuio) unu [ maBHayka (1o HayyHOMY 00pazoBanuio)? [locmennee HeKoTOpoE



Bpems npeobnaaano, u lIHelaep BHE3aMHO OKa3ajcs Ha3HAUYEHHBIM JEKaHOM
MHCTUTYTA CO CTYJI€HTaMHU, KOTOPbIE HE 3aKOHYMJIM HEOOXOUMBII Kypc cpeHeil
mkosibl. Takum 00pazoM, ciaeayromui mar J0JKEeH OblT CYMTATh 3TO OOBIYHON
mkosiod. Ho Torna Havanucs Hactosmue HenpussTHOCTH. HUKTO HE MOT MOHATH, YTO
3TO OBLT HHCTUTYT XyA0KEeCTBEHHOTO oOpa3oBanusl. [llkona Aiicenopst ynkan
J0JKHA ObLTa OBITH Kak Jito0ast Apyras B Mockse. Het Gonbliie KOHIIEPTOB, 00JIbIIIE
HET BBICTYMNAOIIUX I'pyNI. bblUl Ha3HAUYEH HOBBIN TUPEKTOP, a JOJKHOCTH MpMbI
J0JKHa ObL1a OBITh YMEHBILIEHA C XYJI0’KECTBEHHOIO PYKOBOAUTENS 10 OOBIYHOTO
HMHCTPYKTOpA.

--35

[] Right: Daily gymnastics, posed by Elena Fedorovskaya.
\\ CipaBa: ExxenneBHas rumHactuka Enensl @e10poBCKOM.
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[] “Labor.” Maria Toropchenova, Alexandra Aksenova, Valentina Boye, Elena
Terentieva.

\ «Tpyn». Mapus TopormuenoBa, Anekcannpa AkceHoBa, Banentuna boiie, Enena
TepenTbesa.

Then Schneider pulled a tremendous coup de theatre. The girls, having by this time
completed the seven-year course of elementary education, were graduated as the first
instructors trained by the school. Then he signed up with Posredrabis (known as
rabis [art workersJ), an organization uniting all variety artists, traveling ballet
companies, musicians, and other free-lance performers. On June 2, 1928, he
registered the principal group of former pupils under the name of “The Moscow
Ensemble-Studio Named After Isadora Duncan.”[27]

\\

3arem llIneiinep coBepimi rpaHIMO3HbBIN TOTYOK TeaTpa. J(eBoukH, 3aKOHYHB K
ATOMY BPEMEHU CEMUJIETHUHN KypC HadyalbHOTO 00pa30BaHUsl, ObUIH BBITYIIECHBI B
KauyeCTBE MEPBbIX HHCTPYKTOPOB, MOATOTOBIICHHBIX B IIKOJIE. 3aTeM OH BCTYIHII B
ITOCPEJIPABUC (u3Bectryo kak PABUC [Copabuc, ¢ 1924 rona Beepabuc]),
OpraHu3alnio, 00bETUHSIIONIYIO BCEX APTUCTOB ICTPAIbI, TACTPOIUPYIOIINE
OaJieTHBIE TPYMIIBbI, MY3bIKAHTOB U JPYTUX BHEIITATHBIX UCTIOTHUTENCH. 2 UIOHS
1928 rona oH 3aperucTpUpOBal OCHOBHYIO TPYMITY OBIBIIMX YYEHUKOB TIOJT
Ha3BaHUEM «MOCKOBCKHUI aHCaMOJIb-CTY sl UMeHH Alicenopsl JlyHkany».[27]




Irma remained as artistic director, while Schneider was the director in charge of
management. But her work in this capacity was extremely short-lived, for she and the
eleven girls chosen to go on the American tour were busy rehearsing. The Isadora
Duncan Studio remained in the United States and Canada from December 10, 1928,
to January 24, 1930. In that period, the girls from the studio appeared in seventy-
eight cities, giving 456 concerts. Irma Duncan has described that tour in detail in her
autobiography, but she has not given the full names of the girls who made those
successes possible. Many of these lovely dancers are no longer living. Others have
grandchildren older than they were when they went to America. It is time to give their
full names: Tamara Lobanovskaya, Alexandra (Shura) Aksenova, Maria (Marussia)
Borisova, Elizaveta (Liza) Belova, Elena (Lyola) Terentieva, Vera Golovina, Maria
(Mania) Toropchenova, Valentina (Valia) Boye, Lily Dikovskaya, Maria (Mussia)
Mysovskaya, and Tamara Semenova.

\\

Hpma ocranack XyJ0KeCTBEHHBIM pyKoBoauTeNeM, a IIHelaep Obl1 TUPEKTOPOM 10
yrpasnenno. Ho e€ paboTa B 3TOM kadecTBe ObLTa YpE3BBIYANHO HEOJITOM,
MMOCKOJIBKY OHA ¥ OJIMHHAJIIATH JCBYIIICK, BEHIOPAHHBIX ISl YJaCTHS B aMEPUKAHCKOM
Type, ObUTH 3aHATH penieTuiusMu. Ctyaus Aiicenops! JlyHKaH ocTaBaiach B
Coenunennsix llTatax u Kanane ¢ 10 nexabps 1928 rona no 24 suaps 1930 roga.
B 3TOT mepuo IeBYIIKH U3 CTYIUH TOSBHUIIMCH B CEMUICCATH BOCBMU TOPOJIax, /1aB
456 xoHnueprtoB. Mpma JlyHkan moapoOHO omucana 3TOT Typ B CBOeH
aBToOMOTpadum, HO OHA HE J1ajia TIOJHBIX UMEH JEBYIIICK, KOTOPBIC ClICIaH 3TH
yCIIEXHW BO3MOXKHBIMU. MHOTHE U3 3TUX MPEKPACHBIX TAHIIOPOB YK€ HET B )KUBBIX. Y
JIpYTUX €CTh BHYKH CTapIlie, 4eM OHU ObUIH, Korja yexaiu B AMepuky. Hacrtano
BpeMs Ha3BaTh UX MoOJIHbIE UMeHa: Tamapa Jlo6aHoBckas, Anexcanpa (Illypa)
AxcénoBa, Mapus (Mapycs) bopucosa, Enuzasera (JIuza) benora, Enena (JIémns)
TepentreBa, Bepa I'onoBuna, Mapust (Mans) ToporruenoBa, Banientuna (Bass)
boiie, JIunus ukosckas, Mapust (Mycust) Mbicockas, u Tamapa CeméHoBa.

# Mapus bopucosa

Maria Borisova, a strong dramatic dancer, returned to the Soviet Union after a stay
of only six months in the United States. Together with Schneider, she invited some
former pupils of the school and those dancers at the studio who did not go on the
American tour to form a new group, which included Elena Fedorovskaya, Doda
Ozhegova, Yulia Vashentseva, and others. They toured the country with great success
under the auspices of Posredrabis and the managerial talents of Schneider. When the
remaining ten girls returned from America, two performing groups existed for a
while, but in time they merged into one.

\\

Mapus bopucoBa, cuibHasi JpaMmaTuyeckasi TaHIIOBIIHIIA, BepHYyIach B COBETCKUI
Coro3 niocne Beero mectu mecsieB npedbiBanusd B Coenuuennsix [ltatax. Bmecre
co llIxeiinepom oHa mpuriacuia B CTYIUI0 HEKOTOPBIX OBIBIIUX YUYEHUIT ITKOJIBI U
TeX TaHIIOPOB, KOTOPBIE HE MOEXaM B aMEPUKAHCKOE TypHE, CHOPMHUPOBATH HOBYIO
rpyimiy, B kotopyto Bouutu Enena ®@egoposckas, Jona Oxerosa, KOnus Bameninena
u apyrue. OHH ¢ OOJIBIITUM yCTIEXOM TaCTPOJMPOBAIH 110 CTPAHE MO
nokpoBurenbcTBoM [locpenpaduca u ynpasinenueckux tanantoB Llneitnepa. Koraa



OCTaBLIMECS JIECATH AEBYIIEK BEPHYJIUCHh U3 AMEPUKH, HEKOTOPOE BPEMS
CYyILIECTBOBAJIM JBE IPYIIBI, HO CO BPEMEHEM OHM CIWINCH B OJIHY.
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[] Below and far right: Scenes from Impressions of Modern Russia. “The Volga
Boatmen.” Top row: Vera Golovina, Elena Terentieva, Marie Toropchenova,
Tamara Lobanovskaya, Alexandra Aksenova.

Lower row: Lily Dikovskoya, Tamara Semenova, Elixaveta Belova, Maria
Mysovskaya.

\\ Bau3y u cnpaBa: Cuensl u3 «Brneuatienuil coepeMennoi Poccumn». «bypnaku Ha
Bouare».

Bepxuuii psaa: Bepa ['onosuna, Enena TepentseBa, Mapus Toporuenosa, Tamapa
Jlo6anoBckast, Anexcanapa AKCEHOBA.

Hwxnnii pan: Jlnnusa [IpskoBckol, Tamapa CeménoBa, Dnukcasera benosa, Mapus
MpeIcoBCKas.

The entire pre-war decade was spent by the Isadora Duncan Studio in performances
all over the country. The artistic standards were kept very high. The girls danced
Isadora’s compositions to excellent music, in good costumes, to lighting carried out
with taste by their own directorship. They all worked unsparingly, often appearing in
every item of a concert in the course of an evening.

\\

Bcé moBoenHoe necsatuieTre ObUTO TPOBEACHO cTyauen Aricenopsl JlyHkan B
CIEKTAKJIAX TI0 BCEH cTpaHe. XyA0KECTBEHHbBIE CTAaHAAPTHI OBUTH OYEHBb BHICOKHMMU.
JIeByIIIKY TaHIIEBAIN KOMIO3UIIMN AWCEOPHI TIOJT OTIIMYHYIO MY3bIKY, B XOPOIITUX



KOCTIOMaX, 0] OCBEIIEHNE, KOTOPOE CO BKYCOM BBINOJIHSIIO UX COOCTBEHHOE
pykoBoJicTBO. Bee onm paboTanu 6e3 cO0oeB, 4acTo MOSIBIASACH HA KaKIOM KOHIIEPTE
B TECUCHHUE BeUepa.
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[] Right: Maria Mysovskaya and Alexandra Aksenova.
\\ CipaBa - Mapus MbicoBckas u Asiekcanipa AKCEHOBA.

[] Below: Alexandra Aksenova and Tamara Lobanovskaya.
\\ Buuzy: Anekcannpa AkcénoBa u Tamapa JloGaHOBCKas.
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[] Opposite above: Maria Torepchenova, Elizaveta Belova, Elena Terentieva, Lily
Dikovskaya, Maria Mysovskaya, Tamara Lobanovskaya.

\\ HarmpoTus BbIie: Mapus TopenuenoBa, Ennzasera benosa, Enena TepenTnena,
Jlunus {uxosckas, Mapust MeicoBckasi, Tamapa JIobaHoBckast.

[] Opposite below: Valentina Boye, Alexandra Aksenova, Tamara Lobanovskaya.

\\ Harmpotus BHu3y: Banentuna boiie, Anekcannpa Akcénosa, Tamapa JloGaHOBCKas.
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[] Above: Maria Mysovskaya in Medtner’s “Impulse,” 1937.
\\ Beepxy: Mapus MeicoBckas B MetHepoBckoM «mmynbce», 1937.

# BI'KO

After a brief interval caused by evacuation of the artists and their families in the first
years of World War 11, the studio resumed its activity in December, 1943, under the
auspices of the VGKO, the State Concert Organization, that had long ago replaced
the now unnecessary Posredrabis. During the war years and immediately after, the
studio performed on numerous occasions in cities just liberated from the fascist
invaders, in military hospitals, and at times for the army itself.

\\

[Tocne HeGONMBIIIOTO IEPEePhIBA, BEI3BAHHOT'O YBAKYyAIlHEe apTUCTOB U UX CEMEH B
nepBbie ToJ1bl BTOpoit MUpOBOIT BOWHBI, CTYIUsS BO30OHOBHUJIA CBOIO JICSITEIIHHOCTD B
nexadpe, 1943, mox srunoit BI'KO, IN'ocynapcrBennoit KonnieptHoit Opranuzanuu,
KOTOpas JaBHO 3aMeHmIa HeHyxHoro [locpenpabuca. B roapl BoitHBI 1 cpa3y mocie
He€, CTyIUsl HEOJHOKPATHO BBICTYIIAja B TOPOJIaX, OCBOOOKIECHHBIX OT (PAITMCTCKUX
3aXBAaTYMKOB, B BOGHHBIX TOCTIUTANIAX, @ HHOTJA U JIJI CAMON apMHH.

The year 1946 marked two important anniversaries: twenty-five years since the
formation of the Isadora Duncan State Moscow School and twenty years since the
founding of the studio (Schneider counts this date from the year in which the school
first put the name “studio” on its posters). The jubilee was actually celebrated on
January 13, 1947, with a gala concert at the Stanislavski and Nemirovich-Danchenko
Lyric Theatre.



\\

1946 ron o3HamMeHOBAJICS ABYMSI Ba)KHBIMU FOJAOBIIMHAMU: IBAAUATH ISATh JIET C
MOMeHTa o0pa3zoBanus ['ocy1apcTBEHHOM MOCKOBCKOM IIKOJIbI UMEHU AHCEIOPHI
JlyHKaH u BaanaTh JieT ¢ MoMmeHTa ocHoBaHus ctyauu (IIuelinep cuuraet 3Ty nary
C TOTO rojia, KOTia IIKoJa BIEPBbIE MPUCBOUIIA HA3BAHUE «CTYIAUS» HA CBOUX
adumiax). KOOuneii Obu1 otmMeueH 13 siuBaps 1947 rona rana-KoOHIEPTOM B
JIupuueckoMm tearpe uM. CtanucnaBckoro 1 Hemuposuua-/{anueHko.

Over the years Schneider had been very much concerned with the expansion of the
studio’s repertory to make it more consonant with the times. In the 1930s he had
asked Lev Lukin, a gifted choreographer in the “plastique” style, to create some new
dances using the idiom and technique preserved intact by the studio. Now Schneider
initiated a collaboration with Viadimir Bourmeister, the Stanislavski Theatre’s
principal choreographer. The choice was well thought-out, for Bourmeister, formerly
of the Nina Gremina “Dramatic Ballet,” had always showed an interest in
“plastique.” After working with Schneider on possible themes and carefully studying
the dance imagery with which he could work, he choreographed several numbers:
Rachmaninov’s “Elegy” and “Prelude’ and Glazunov’s “Concert Waltz,” titled
“Festival,” the latter danced by the entire ensemble. Lukin made the heroic twelfth
“Etude” of Scriabin, inspired by the dramatic abilities of Maria Borisova, and
“Impetus” to music by Medtner, a passionate and striking dance created on and for
Elena Terentieva. The rest of the evening was devoted entirely to Isadora’s creations,
opening with Schubert’s “Waltz with the Scarf.”

\\

Ha npoTtsoxkennu mHorux jet [1Heinep ObuT 0ueHh 00ECTIOKOSH paclIMpeHueM
penepTyapa CTyAuH, YTOOBI CIeNaTh ero 0oyiee CO3BYYHBIM co BpeMmeHeM. B 1930-x
rozax oH nmonpocwi JIpBa JIykuHa, TamaHTINBOTO Xopeorpada B CTHIIE «ILIACTHKAY,
CO3/1aTh HECKOJIEKO HOBBIX TAHIIEB, UCTIONB3YS UANOMY U TEXHUKY, COXpaHEHHYIO B
crynuu. Teneps [IHenaep Hayan cotpyaHuuecTBO ¢ Biragumupom bypmeiicrepom,
IJIaBHBIM Xopeorpadom TeaTpa uM. CtaHucaaBckoro. Beioop ObLT XOpoIiino
npoaymaH, u bypmeiictep, panee padorasiiero Haj «JpaMmarnueckum OaaeTom
Hunsl ['pemunoO#, Beceraa mposiBisi HHTEpEC K «miacTukey. [lopaboTas co
[TxeiinepoM Ha BO3MOKHBIC TEMBI, U TIIATEIHHO U3YYHB TaHIEBaJIbHBIC 00pa3bl, C
KOTOPBIMHU OH MOT pab0TaTh, OH OCTABUJI HECKOJIIKO HOMEPOB: «DJETHUs
PaxmanunoBa, «lIpentogusa» n «KoHuepTHbINA BaabC» | 1a3yHOBA O Ha3BaHUEM
«DecTuBaIby, NOCICIHUN TaHIIEBAI BeCh aHCaMOJIb. JIYKHUH clienan reponyecKkuit
nBeHaauaThid «TI0m» CKpsiOrHA, BIOXHOBIEHHBIN ApaMaTHYECKUMHU
cnocobHocTsiMu Mapuu bopucoBoii, n «iMrietyc» Ha My3bIky MeTHepa, CTpacTHOTO
U APKOTO TaHIla, co3AaHHoro Ha u i Enensl TepenTbeBoit. OcTanbHas 4acTh
Beuepa ObLTa MOTHOCTHIO MOCBSIIEHA TBOPUYECTBY Alicenopsl, HaunHas ¢ «Banbca ¢
mapdom» [lybepra.
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[] Far right, left to right: Maria Mysovskaya, Elena Fedorovsicaya, Valentina Boye,
Tamara Lobanovskaya, 1936.

\\ Kpaiine cripaBa, cineBa HampaBo: Mapus MpicoBckasi, Enena @emxopoBckas,
Banentuna boiie, Tamapa JlobanoBckas, 1936.



The climax came after the interval with the performance of Tchaikovky’s “Sixth
Symphony,” revived by Elena Terentieva. Isadora had danced all of the opus; Irma
danced the second, third, and fourth movements. This time the first movement was
played by the orchestra under Leonid Piatigorsky, while the studio danced only the
second and third movements. Alexandra Aksenova, the one who most resembled
Isadora both spiritually and in amplitude of gesture, danced the lovely reverie of
youthful love created by Isadora to the second movement. The main theme of the third
was struggle, represented by powerful leaps and victorious runs so suited to those
early, post-war years. This was impressively performed by the ensemble led by
Terentieva. In the finale Aksenova stood center-stage with the other girls stretching
their arms toward her. At the end the entire orchestra stood, applauding the Isadora
Duncan Studio for making Tchaikovsky’s music visible. *

* The second and third movements of the “Sixth symphony” were danced for me
while I was wortcing on this monograph by Mmes Terentieva. Boye, Vashentseva,
Fedorovskaya, Golovina, and Gicheva—all had participated in the 1947 revival. The
fourth movement was used for Zoya.

\\

Kynpmunanus HacTynuia rnocie nepepsia, ¢ ucnoanenuem «lllectoit cumdonnm»
YaiikoBckoro, Bo3poxkaéHHoN Enenoit TepenTheBoil. Aiicenopa TaHieBajia BeCh
omyc; Upma tanIieBana BTopoe, TpeThe U 4eTBEPTOE ABMKEeHH. Ha 3TOT pa3 mepBoe
JBUKEHUE UCTIONHUI OPKeCTp Mo ynpasienuem Jleonuaa [Isturopckoro, B TO
BpeMs KaK CTy/IMs TaHIIeBaJla TOJIBKO BTOPOE M TPEThE ABMKECHUS. AJIeKCaHapa
AKCEHOBa, KoTopasi 00JIbIIIE BCETO HaOMUHAIa AWice1opy U IO AyXY, U MO
aMIUTUTYJIE JKeCTa, TaHIIeBaJla MPEKPACHYIO 3aIlyMYHBOCTh FOHOIIIECKOM JTF00BH,
co3MaHHy0 Aiicemopoii, BO BTOPOM JBIKEHUU. | TaBHOW TeMO TpeThel Oblia
60pr0a, mpeacTaBICHHAS MOIIHBIMU MIPBDKKAMH U TIOOETHBIMH MMPOOEIKKAMH, CTOITh
MOIXOIAIIIAMH JIJISI TEX TIEPBBIX, MMOCICBOCHHBIX JIET. ITO OBLIO BIIEUYATIISIONIE



UCIIOJIHEHO aHcamOiieM 1noJ pykoBoAcTBOM TepeHntbeBoid. B punane AxkcéHoBa
CTOsUIa B IEHTPE BHUMAaHUsA, IPyTrUe IEBYIIKU NPOTIATUBAIN K HEW pykH. B koHIe
KOHIIOB, BECh OPKECTp BCTAJL, alIOAUPYA cTyaun Aiicenopsl JlyHKaH 3a TO, 4TO OHA
caenana My3siKy YalikKoBCKOTO 3pUMOH. *

* Bropas u Tpetbs yactu «lllectoit cumponnn» TanueBaiuch Muccuc TepeHTheBOM
JUTSl MEHsI, TIOKa 5 nrcana 3Ty MmoHorpaduro. boiie, BamenTiera, ®enoponckas,
I'onoBuHa u I'nueBa - Bce yuacTBOBaJIM B BO3poxkaeHUn 1947 rona. UerBépToe
JBUKEHHUE MCIIOJIB30BAJIOCh IS «30M».
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[] Above: Alexandra Aksenova in Chopin’s seventh “Waltz.”
\\ Beepxy: Anekcanapa AxcéHoBa B cejbMoM «Banbcey Illonena.

In 1948 the studio produced an entirely new program to a scenario worked out by
Schneider. His concern about the repertory is understandable. The studio could no
longer survive on Duncan pieces alone. It was Leonid Yacobson who penetrated with
the deepest insight into the style needed by the Duncan Studio. His “Parade Finale,”
to Chopin’s “Valse Brillante,” cleverly made use of movements taken from Isadora’s
Chopin pieces. He also created many completely new dances:

\\

B 1948 rony ctyaust BblIITyCTHUIIa COBEPUIEHHO HOBYIO MPOrpaMMy JJIsl CLIEHApUS,
paspaborannoro [Iueiinepom. Ero 3a6ota o penepryape nonsitHa. CTynus Oobiie
HE MOIJIa BEDKMBATH TOJIBKO Ha Kycoukax /lynkan. Umenno Jleonun Sko6con



rJIyOOKO BHUK B CTHJIb, HEOOX0uMbIi s ctynuu [ynkan. Ero «Ilapagneiil punan
K «Banbce bpuwinuanTe» [lloneHa, T0BKO UCMOIB30BA IBUAKEHUS ANCENOPHI,
B3AThIE U3 npousBeneHni [llonena. OH Takke COo34a71 MHOTO COBEPIIEHHO HOBBIX
TaHLIEB:

“Podvig” (“Heroic Deed”) to a prelude of Chopin, “Mother” to Scriabin, and Zoya.
The last was really a revelation when I saw it. Terentieva walked alone across the
stage, her arms seemingly tied behind her back, conveying the tortures she had
suffered. Later, the girls as peasants carried her tiny body high up with their own
arms and hands. The audience was deeply moved by the eerie impression of the body
swaying on the scaffold, but they were moved, not only by memories of their own
experiences of war, but by the art of the choreographer and the dancer.

\\

«ITonBur» («Heroic Deed») na npemtoauto llonena, «Mate» o CkpssObuny, u «30s».
[Tocnennee OBIIO AEHCTBUTENHFHO OTKPOBEHHEM, KOT/IA 51 3TO YBU/ENA. TepeHTheBa
IIJ1a OJTHA Yepe3 CIeHY, € pyKH, Ka3aloch, ObUIH CBA3aHbBI 32 CIUHOM, TIepeaBas
nepeHecEHHbIC e0 MBITKH. [103Ke, AEBYIIKHU, KaK MPOCTHIC KPECThsHE, BRICOKO HECIIH
e€ KpoleyHoe Teso cBouMu pykamu. [lybnuka Oblia riry0oKo TpoHYyTa KYTKUM
BIIEYATIICHUEM OT TeJla, MOKaYMBaroierocs Ha 3madoTre, HO OHU ObLTH TPOHYTHI HE
TOJIBKO BOCIIOMHHAHHUSIMH O COOCTBEHHOM BOCHHOM OTIBITE, HO M HICKYCCTBOM
xopeorpada u TaHmopa.

The studio also had in its repertory dances to music by Russian composers expressing
subjects close to the Russian people at the time of war— “Bravery,” “Oath,”
“Shooting,” and “Victory.” These formed a suite reflecting the sentiments of the
audience.

\\

B penepryape cTyauu ObUTH M My3bIKQTHHBIC TPOU3BEICHUS PYCCKUX KOMITO3UTOPOB,
BBIPAKABIIIUX MPEAMETHI, OJTM3KHE PYCCKUM BO BPEMsI BOWHBI: «XpaOpoCcThy,
«KnsarBay, «Ctpenbba» u «Ilobena». OHu chopMUPOBAIN CIOUTY, OTPAKAIOIIYIO
qyBCTBa ayIMTOPHUH.

In the season of 1948-49 the studio gave many recitals at the spacious Tchaikovsky
Concert Hall where it acquired its own audience. Bolshoi Ballet dancers were always
present in the auditorium. I remember sitting next to Alexel Yermolayev, who was
deeply interested, though he expressed surprise at the paucity of the dance idiom.

\\

B ce3one 1948-49 cryaus nana MHOTo KOHIEPTOB B ITpocTopHOM KoHiiepTHOM 3ame
uMeHn YailKoBCKOTO, /i€ mpruodpesa COOCTBEHHYIO ayIUTOPHIO. APTUCTHI OasieTa
Bonbiioro teatpa Bcerna npucyTCTBOBAIM B 3pUTEIBHOM 3alie. Sl MOMHI0, Kak
cuzena psjgom ¢ Anekceem EpMorniaeBsiM, KOTOPBIi ObUT ITyOOKO 3aWHTEPECOBAH,
XOTS ¥ BBIpa)Kall yIMBIEHUE 110 TIOBOJY HEJOCTATKA TAHIIEBAIBHON UUOMBI.
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The dancers had their special fans: Aksenova and Mysovskaya were the public’s
particular favorites and had to take many curtain calls, sometimes when the lights
were all but out. The former excelled in both tragic and lyric parts, possessing a rare



personal magnetism. Essenine had adored her, giving her the name of Kapelka (Little
Drop). I have a program for the studio’s very last concert, given at the Tchaikovsky
Hall on April 7, 1949. There was only one dance by Isadora: her “Irish Jig,” danced
in green tunics to music of Schubert.

\\

VY TaH1OpOB OBUIM CBOU 0COOBIE MOKIOHHUKH: AKCEHOBA U MBICOBCKasi ObUTH
(dbaBopUTKaMHU MyOJUKH, U UM IPUXOIUIOCH MPUHUMATh MHOT'O BBI30BOB, HHOT/IA,
KOT/1a CBET OBLT IMOYTH BBIKIIFOYEH. [IepBasi OTIM4anach Kak Tparndeckou, Tak u
JUPUIECKON YacTsIMH, 00J1aasi peIKUM JIMYHBIM MarHeTu3MoM. Ecennn o0oxain eg,
naB et umst Kanenwka (Little Drop). Y MeHs ecTh nmporpaMmma mocjieIHEro KOHIIepTa
CTyZIMH, TaHHOTO B 3asie YalikoBckoro, 7 anpens 1949 rona. McnonHumm TOabKO
oJMH TaHel oT Alicenopsl: €€ «piaHacKkyo JKUTY», CTAHIIOBAHHYIO B 3€JIEHBIX
TyHHUKax 1moj My3siky I1lybepra.

# CosemcKkue manyopwl

The fact that the studio was closed as a performing unit did not signify the end of the
Duncan dancers. They continued performing numbers from their own repertory,
including those of Isadora, until well into the early 1950s when it was time to retire.
Like any other Soviet dancers, they received pensions. Many of them taught in
schools and for “artistic gymnastics” events.

\\

Tor ¢akT, yTo cTyaus OblIa 3aKpbhITa KaK UCIIOJHUTEIIbCKAs SUHUIA, HE O3HAYalIa
KoHel[ TaHIopoB JlyHkad. OHM MPOIOKAIH UCIIONHITH HOMEpa U3 CBOCTO
perepTyapa, B TOM 4ucie u3 Aiiceopbl, BILIOTh 10 Havana 1950-X rogoB, Koraa
MPUIILIO BpeMs YXOAHUTh Ha TIeHCHI0. Kak u 1ro0bIe Ipyrue COBETCKUE TAaHIIOPbI, OHU
NOJy4Yasid TieHCUH. MHOTHE U3 HUX MPETOoaBaIH B IITKOJIAX, H y9aCTBOBAJIH B
MEPONPUATHUSX 110 «XYyI0)KECTBEHHON TMMHACTUKE.

The latter is a sphere in which the Duncan Studio has made a considerable
investment. When, around 1947, this type of sports movement began to be formed,
Duncan “plastique” served to a great extent as a basis for the gradually developing
system. In 1947 former Duncan pupils were awarded first and second places (both at
the same time) at the first “Artistic Gymnastic” events held in Tallinn. Since then this
movement has acquired nation-wide proportions and a technique bordering on
acrobatics. Nevertheless, even when performing the most difficult feats, Soviet
gymnasts (I have in mind such champions as Olga Korbut, Lyudmila Turishcheva,
and a whole legion more) maintain a grace and expressiveness of the entire body that
can be traced straight back to Isadora Duncan.

\\

[locnenuee siBnsiercs cepoit, B KOTOpyto cTynus J[yHKaH BHecCIa 3HAUNTETbHBIH
Bkiaja. Korna, mpumepno B 1947 roay, STOT BUJI CHOPTUBHOTO JABM)KEHHUS Hayasl
(bopMHpOBaThCS, «TIacCTUKaY [|yHKaH, B 3HAUUTEIBLHOMN CTETICHH, TOCTYXKHUIa
OCHOBOM [1JIs1 MOCTENEHHO pa3BuBaroleiics cucremsl. B 1947 rony, ObiBIINE
yaenulbl JlyHKaH ObUTH HarpaXkJIeHbl IEPBBIM M BTOPBIM MecTamu (00a
OJTHOBPEMEHHO ) Ha MEPBBIX MEPOTIPUATHIX «XYI0KECTBEHHON THMHACTHKNY,
npoxonuBmux B Tammuae. C TeX mop 3TO ABWKEHUE TPHOOPENIO 00IIEHAITMOHATBHBIS
MacmTadbl ¥ TEXHUKY, TPAHHYAITYIO C akpoOaTukoil. TeM He MeHee, JaKe BBITTOTHSIS



CaMbl€ CJIO’KHBIEC TPIOKU, COBETCKHME TUMHACTKU (5 UMEIO B BUAY TaKHUX YEMITUOHOK,
kak Onbsra KopOyT, Jltonmuna TypuineBa v enié 1esblii JIETHOH), COXPaHSIIOT
U3SIILIECTBO U BBIPA3UTEIBHOCTh BCETO TEJIA, KOTOPbIE MOKHO MTPOCIEAUTH IPSIMO K
Alicenope JlyHkaH.

[] Far right: After a concert at the Central Army Club in the season of 1947-48.
Nikolai Podvoysky, who had known the dancers as children, asked to be
photographed with them. K. is seated in the front row, fourth from the left. Ilya
Schneider stands in the second row, second from the right. Among the women are:
Alexandra Aksenova, Elena Terentieva, Elizaveta Belova, Elena Fedorovskaya, Yulia
Vashentseva. Tenth from the left in the second row is their student Lydia Gicheva.
\\ Kpaitnee cnpaBa: [locne koHuepra B LleHTpanbHOM apMelickoM KITyOe B CE30HE
1947-48 ronoB. Hukouaii [TogBolcKknii, KOTOPBIN 3HAJI TAHIIOPOB KaK JETEH,
nonpocui ux chororpaduponarscs. K. cuauT B nepBoM psiy, UeTBEPTHIN clieBa.
Nnpsa [IHeinep cTouT BO BTOPOM psilly, BTOpoi cipaBa. Cpelin KEHILNH:
Anexcannpa AkcénoBa, Enena TepentreBa, Enuzasera benoa, Enena
®enoposckas, IOnus Bamennesa. JlecsaToil ciieBa BO BTOPOM psANY SIBJISIETCS UX
yuenuna Jlugus ['muesa.
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[] Above and right: Lydia Gicheva, who came during the studio period and remained
with the group till the end of its performing days.

\\ Beepxy u cnipasa: Jlugus ['maeBa, npuinemias B CTyIUHHBINA IEPUOJ, U
OCTaBaBIIAsICS B TPYIIE A0 KOHIIA €€ BHICTYIUICHU.
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[] Opposite above, “Victorious Banners” from the last concert given by the Studio
named after Isadora Duncan, Elena Terentieva, Maria Mysovskaya, Yulia
Vashentseva. The music was Tchaikovsky’s First Piano Concerto and the
choreography was by Leonid Yacobson.

\\ Haripotus, «Ilo6eanbie 3HaMEHA € MOCIEIHET0 KOHIIEPTa, KOTOphIi nana Ctyaus
nmenu Aiicenopsl Jlynkan, Enena TepentoeBa, Mapus MbicoBckas, FOnus
Bamenniera. My3sika: [lepBoiit KontepT mist oprenuano ¢ OpKecTpoM
YaiikoBckoro, u xopeorpadus Jleonnna SAxobcoHa.




[] Opposite below: Program of the last performance of the studio at the Tchaikovsky
Hall, Moscow, April 7, 1949.

\\ HarmpoTtus BHU3Y: [IporpaMma mocienHero BRICTYIUICHHS CTYIUU B 3aJIe
YalikoBckoro, Mocksa, 7 anpens 1949 rona.
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Her efforts and her perhaps-too-vaguely shaped dreams have come to life in the
millions of youth filling stadiums all over the country when whole arenas create the
impression of dancing flowers, waving flags, swaying trees that Isadora envisaged
when she worked with those children from the Red Stadium.

\\

E¢€ ycwius 1, BO3MOXHO, €€, CIIMIITKOM CMYTHBIE MEYTHI, BOTUTIOTHIJIMCH B )KHU3Hb, HA
MUJLTHOHAX MOJIOJEKHBIX CTAJAMOHOB TI0 BCEH CTpaHe, KOT/a IeIbie apeHbl CO3/1al0T
BIICYATIICHUE TAHIIYIOIINX I[BETOB, U, pa3MaxuBas (haraMu, Kayaroluecs IepPeBbs,
KOTOpBIE Aicenopa npeaBuiena, Korjaa padboraia ¢ aTuMu AeTbMu ¢ KpacHoro
CTaIMOHA.

As always, Isadora was ahead of her time. After her death, Lunacharsky published a
tribute containing a remarkable analysis of her art and especially of its philosophy.
In “Reminiscences of Isadora Duncan,” he wrote that had the more quiet and more
luxurious times, needed for the support of Isadora’s noble intentions, arrived some
ten to fifteen years earlier: “I think that Isadora would have played a very important
role, not merely ri our aesthetic culture, but in our physical culture as a whole.
Unfortunately, we are not presently in a position to set the problem of applying
Isadora’s ethical choreography within certain limits. I think this will come. But in
those times—when Isadora Duncan wanted to give us all her forces, all her life, and



tried to assemble thousands of workers’ children to teach them freedom of movement,
grace, and the expression of exalted human feelings—all we could do was to thank
her platonically, render her paltry help, and in the end, sadly shrugging our
shoulders, just tell her that our circumstances were too severe for us to work on such
problems.”’[28]

\\

Kak Bcerna, Aiicenopa onepeauna cBo€ Bpems. llocie e€ cmeptu, Jlynauapckuii
OIMyOJIMKOBaJ MPU3HATEIBHYIO CTaThIO, COACPIKAIIYIO 3aMeUaTeNIbHbIN aHaIu3 e&
HcKyccTBa U ocobeHHo e€ ¢punocoduu. B «Bocnomunanus o6 Aiicenope JlyHkan»
[HanmeuaTtanHbix B cOopHuke «I['yi 3emmu» (JI., u3a. «Kpacnoii ras.», 1928, c. 37-40)]
OH TUcall, 9TO 00Jiee CIIOKOMHBIE  POCKOIITHBIC BpEMEeHa, HEOOXOIUMBIE TSI
MOJITICPKKU OJIaropoTHBIX HaMepeHui Alice1opbl, HACTYNUIN 1eCATh-TIITHAAATh
Jet Hazal: «S mymaro, uto Alicesopa ceirpana Obl OUYeHb BaXKHYIO POJIb, HE TOJBKO B
Halleil 53CTeTUYECKOU KyJIbType, HO U B Halllel (pusndeckoil KynbType B 1esom. K
COYKaJICHHUIO, B HACTOSAIIEE BPEMsI, MbI HE B COCTOSTHUH IMOCTaBUTh MPOOJIEMY
NPUMEHEHUS dITHUECKON Xopeorpaduu Aiicenopsl B onpeenEHHbIX npeaenax. S
aymarto, 4to 370 npuaeT. Ho B Te BpemeHa, koraa Alicegopa JlyHkaH XoTena oTaaTh
HaM BCE CBOM CHJIBI, BCIO CBOIO JKHU3Hb, U TIBITATACH COOpPATh THICSYH JETeH paboUmX,
YTOOBI HAYYUTH UX CBOOOIC TTEPEABMKCHUS, U3SIICCTBY M BBIPAKESHUIO
BO3BBIIIEHHBIX YE€JIOBEUECKUX YYBCTB - BCE, YTO MBI MOTJIH ClIeJIaTh, JOKHBI ObLTH
no0aro1apuTh €€ TNIATOHNYECKH, OKa3aTh €l HUUTOXKHYIO TIOMOIIb, U, B KOHIIE
KOHIIOB, TI€YaJbHO MOKaB IJICYaMH, IIPOCTO CKa3aTh €, 4TO HAIITU 0OCTOSATEIHCTBA
OBLIM CITUIITKOM CYPOBBIMU JJIs1 HAC, YTOOBI pabOoTaTh HA/l TAKUMHU MpodIeMaMu».[28]

So can one say that Duncan’s pioneering work was wasted? I only hope that for her
centennial all her former pupils will join forces to make some serious and lasting
record of her dances and system with the help of dance notation, film, and video-tape,
preferably teaching these dances to a group of girls as young and beautiful as they
were in those happy years when they were dancers of the Isadora Duncan Moscow
School and Studio.

\\

Mo3kHO JTh CKa3aTh, 9TO HOBaTopckas pabora /[yHkan Owia HanpacHon? S TOJIBKO
HAJICFOCh, YTO K €€ CTOJICTHIO, BCE €€ OBIBIINE YICHUKH OOBCIUHAT CBOH YCHIIHS,
9TOOBI C/IeNIaTh CEPhE3HBIC U JUTUTEIBHBIC 3aMUCH O €€ TaHI[aX U CHCTEME, C
MIOMOIIIBIO TAHIIEBATLHOW 3amucH, (GUIbMa M BHICOKACCETHI, PEAIOYTHTEIHHO,
oOyuJast STUM TaHI[aM TPYIIIIHEI IEBOYEK, TAKHMX K€ MOJIOJIBIX U KPACHBBIX, KAKUMHU OHH
camu ObUIM B T€ CUACTIIMBBIC TOJIbI, KOT/1a OBLTH TAHIIOBIIMIIAMA MOCKOBCKOM
IIKOJIBI U cTyiuu Alicenopsl JlyHKaH.
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# Appendix 1

The Performing Group of the Isadora Duncan Moscow School
Maria Borisova, 1910-

Elizaveta Belova, 1910-
Yulia Vashentseva, 1911-
Valentina Boye, 1912-
Elena Terentieva, 1913-
Lily Dikovskaya, 1913-
Maria Mysovskaya, 1913-
Tamara Semenova, 191 3-

In Memoriam

Tamara Lobanovskaya, 1912-1939
Maria Toropchenova, 1911-1943
Doda Ozhegova, 1910-1948
Alexandra Aksenova, 1911-1958

Later additions:

Vera Golovina, 1912-; accepted 1926 from former Red Stadium pupils
Elena Fedorovskaya, 1913-; joined parallel group 1922.

Boye remained with the studio until 1940.

Lobanovskaya was artistic director of the studio from 1930 to 1939; the last artistic
director was Terentieva.

Opposite above: Anna Paviova in “The Night.” From a painting by H. Thomas
Maybank.




# Appendix 2

Isadora Duncan and the Bolshoi Ballet School
Alicenopa [lynkan u 6anetHas mkoia bonbiioro

In those difficult years at the Bolshoi Ballet School it was Vassily Tikhomirov,
Alexander Gorsky, and Yekaterina Geltser who spared no energy in the task of
safeguarding this important fount of Russian dance heritage. In 1918 the school had
been officially closed and a military evacuation hospital installed in its classrooms.
But the big rehearsal hall on the top floor remained unoccupied. Tikhomirov came
there every morning and, sitting in his fur coat and warm galoshes, taught a class to
girls whose graduation class was interrupted by the wartime chaos. It goes without
saying that he got no remuneration for his teaching.

\\

B Te TpynHbIe rojbl, B boibioM xopeorpaduueckoM yumiuiie, Bacumuit
Tuxomupos, Anekcannp I'opckuit u Exarepuna ['enpliep He Kanenu cui s
COXpaHEHHMs ITOT0 BaXKHOI'0 HCTOYHHUKA PYCCKOIO TaHIEBaJIbHOro Hacuenus. B 1918
rofy IIKoJia ObpuTa OUITMAIBHO 3aKPBITA, M B €€ KITACCHBIX KOMHATaX ObLIT
YCTAaHOBJIEH BOGHHO-IBaKyaIllMOHHBIN TocuTainb. Ho 00JbIION peneTHIMOHHbIN 3ai1
Ha BEPXHEM 3Ta)K€ OCTABAJICS HE3aHATHIM. THXOMHUPOB MPUXOINI TyJa KaKI0€ YTPO
U, CHJISI B CBOCH IIyO€ M TEIIBIX Tajomax, BET YPOK JUIS IEBOYCK, BBIITYCKHOM KJIacc
KOTOPBIX OBLT IIPEepBaH Xa0COM BOCHHOTO BpeMeHH. Camo co0oit pasymMeeTcsi, 4To OH
HE MOJTYYHJI BO3HATPAXKICHUE 3a CBOE MPETOaBaHueE.

Simultaneously he and Gorsky incessantly addressed appropriate organizations with
requests to re-open the school, emphasizing that without it the Bolshoi Theatre would
be deprived of its constant supply of professional dancers. Lunacharsky asked that
the arguments be put on paper by July 16, 1919, in a “project for the organization of
the Theatre School.”[29] This was done in the spring of 1920, and the new statute of
the State Ballet School was approved by the Commissariat for Education; while in
the fall the school, reformed according to the unified programs for intermediate
education, opened its doors.

\\

OnHoBpeMeHHO, oH u ["opckuii, HeTpepBHIBHO 00palaiich B COOTBETCTBYIOIINE
OpTaHU3AIHH C IPOCKOOH BHOBH OTKPBITH IITKOJTY, IIOAYEPKUBAsi, 9TO O0€3 3TOro
Bosbmioit TeaTp OyaeT IMIIEH MMOCTOSIHHOTO 3amaca mpoQeCCHOHATBHBIX TAHI[OPOB.
JlyHadapckuii TOIpoOCHII, YTOOBI ApTyMEHTHI OBbLIIM M3JIOKEHBI Ha Oymare 10 16 uroms
1919 rona B «ipoeKkTe 1Mo opraHu3aluy TeaTpaIbHOr0 YUrIUIa».[29] 3To 6b110
caenano BecHoit 1920 rona, u HOBBIN ycTaB ['ocynapcTBEeHHON OaeTHOM MIKOJIBI ObLT
NpUHAT 1 yTBepkaeH Komuccapuarom mo oOpa3oBaHuIO; B TO BpEMs KaK OCEHBIO
IKoJ1a, pe(hOpMHUPOBAHHAS B COOTBETCTBUU C €IUHBIMH MPOTPAMMaMH CPETHETO
o0Opa3oBaHUs, OTKPbLJIa CBOU JBEPH.

But one had to be fired with plenty of enthusiasm to attend it. The four-story building
was unheated. Long, black pipes from temporary stoves, known as bourgeoulkas,
stretched all over the staircases, dripping liquid soot. The pupils had to come to class
in warm blouses, shawls, and gloves, removing them one by one during the warm-up.
High felt boots (valenki) were donned immediately after the lesson, while shawls



were returned to cover the shoulders tor tear ot colds. Yet under these conditions the
children studied willingly and with inspiration instilled in them by Tikhomirov. He
was genuinely fond of children and concerned about their welfare. It took him many
trips to the Commissariat of Education to prove that children, studying in ballet class
during the day and participating in Bolshoi Theatre performances at night, needed
some additional food, but he got it for them.

\\

Ho ny>»HO ObU10 0051a71aTh OOJBIIMM 3HTY3Ha3MOM, YTOOBI ITOCEIIATh 3TO 3aBEICHUE.
YeTpIpEXdTaXKHOE 31aHUE HE OTAIUTMBAIOCH. J[TMHHBIC Y€pHBIE TPYOBI U3 BPEMEHHBIX
neyeil, U3BECTHBIX KaK «Oyp:KyHKH», TAHYJIUCH MO JECTHUIAM, Kamas *KUIKON caxeil.
YYeHHUKHU JOHKHBI ObUTA MIPUXOIUTH Ha 3aHATHS B TEIUTBIX OTy3Kax, IIaTKaX U
nepyaTKax, CHUMas MX OJIMH 3a APYyTUM BO BpeMs pasMuHku. Cpasy mocie ypoka
HajeBasid Beicokue BanieHkH (high felt boots), a maTku Bo3Bpamaiucek, 4To0bI
MPUKPBITH TJICYH OT IPOCTYAbl. M BCE ke, B 3THX yCIOBUAX, ACTH YYHIUCHh OXOTHO H
C BJOXHOBEHHUEM, KOTOphIe BHYyIAI UM TuxomupoB. OH HCKPEHHE JIIOOUI ICTCH, U
3abotusicsa 00 ux Onarononyyuu. EMy motpeboBaioch MHOTO MOE3/I0K B
KoMuccapuat npocBemieHus, YTo0bl TI0Ka3aTh, YTO JCTIM, KOTOPBIC YYHIINChH B
0aneTHOM Kilacce THEM, M Y9aCTBOBAIM B CIIEKTAKIIAX BOJIBIIIOro TeaTpa HOYBIO,
TpeOOBAIOCH TOMOTHUTEIBHOE MUTAHUE, H OH, B PE3YJIbTATE, MOYIHII €T0 IS HUX.
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Perhaps it is a pity that the two schools did not maintain any contact. But Isadora
was herself, in no small measure, responsible for this. In that first Russian article,
“Art for the Masses,” she not only pronounced a diatribe against ballet as a whole,
but made a rather unfortunate statement to the effect that men in ballet were
effeminate. And she said this of the Bolshoi, which has produced male dancers that
were the personification of manliness and where the masculine traditions are being
both developed and multiplied.

\\

Bo3M0xHO, 0YCHB Kb, YTO JABE IIKOJIBI HE TIOICPKUBAIA HUKaKHX KOHTaKTOB. Ho
Aticenopa OblJla B HEMaJIOW CTETICHHW OTBETCTBEHHA 3a 3TO. B TOM nmepBoit pycckoit
cratbe «FIcKyccTBO It Maccy, OHa He TOJIBKO MPOU3HECa AUaTPUOy (MOpabHO-
dbunocodckas MPOMOBE b, pe3Kas KeTUHas KpUTHUKA) TPOTUB OaseTa B 11eJI0M, HO U
clieniana JOBOJBHO HEYJaYHOE 3asBJICHUE O TOM, YTO MY>XYHHBI B OaneTe ObLUTH
*KeHonomo0HbI. M oHa ckazasa 3To o bonbioM teatpe, KOTOPBIM CO3/1aJI TAHIIOPOB
MY’KCKOT'O T10J1a, KOTOPbIE OBLIN OJUIIETBOPEHUEM MYXECTBEHHOCTH, M II€ MYKCKHE
TPAUIH PA3BUBAIMCH U YMHOKAJTUCH.

Isadora also implied in her article that, inasmuch as Russian ballet had undergone a
reform brought about by her ideas, it would be only just that she “stand at the head
of a new school, new in every sense of the word.” This was too much for Tikhomirov.
When preparing his archive for publication, I found a draft of a letter that he may, or
may not, actually have sent to Izvestia in reply to Isadora’s statement. This is how it
started:

\\

Alicenopa Tak)ke HaMeKaJla B CBO€H CTaThe, YTO, MOCKOJIBKY PYCCKUM OaneT
nperepnen pegopmy, BbI3BAHHYIO €€ UAEsIMH, OyAET B UTOTE JIUIb TO, YTO OHA



«BCTAHET BO TJIABE HOBOW IITKOJIbI, HOBOM BO BCEX CMBICIaX ATOTO CIIOBa». ITO OBLIO
yke caumrkoM st Tuxomuposa. [Ipu moaroToBke ero apxmBa K MyOJIUKAIUH, S
oOHapy’Kuja YepHOBUK IMUChMa, KOTOPOE OH, MOXKET OBITh, OTTIPABHII, & MOXKET, U
HeT, B «/3BecThs», B OTBET Ha 3asBieHUE Aliceopbl. BOT Kak OHO HA4YanoCh:

“Isn’t it surprising that an actress who says today that she has nothing in common
with ballet, tomorrow is ready to admit that her influence may be found in every
dancer and that ballet is most closely tied to her, and therefore she should be put at
the head of the Russian choreographic school, for which purpose the Soviet
government is obliged to provide considerable sums for the satisfaction of her
fantasy.”[31]

\\

«Pa3Be HEe yIMBUTENBHO, YTO aKTPUCA, KOTOPAst TOBOPUT CETOJIHS, YTO OHA HE UMEET
HUYETo 00IIero ¢ 0aneToM, 3aBTpa TOTOBA MPU3HATH, YTO €€ BIUSHUE MOXKET OBIThH
HaHJICHO B KaXKJIOM TaHIIOpe, U 9TO OayieT HanboJiee TECHO CBS3aH C HEH, U TO3TOMY
OHa JIOJDKHA OBITH MTOCTAaBJICHA BO IJIaBE PYCCKOM XopeorpaduuecKon MIKOJIBI, JJIs
9Yero COBETCKOE MPABUTEIBCTBO 00s13aHO MPEIOCTABUTh 3HAYNTEIBHBIC CYMMBI JIJIs
ynoBieTBopenus e€ dhantazun.»[31]

Tikhomirov went on to say that while he and his colleagues had given due
recognition to all that was valuable in Duncan’s art ever since her first appearance
in Russia, he never experienced her influence and never used her ‘‘fantasies.” The
venerable master could have spoken only on his own behalf. Disciple of Christian
Johansson and Pavel Gerdt that he was, he remained true to classical ballet (of the
Russian school) to the end.

\\

Janee TuxoMHupOB cKa3ai, 4TO, XOTS OH U €T0 KOJUIETH JOJDKHBIM 00pa3oM IpH3HAIN
BCE, 4TO OBLIO IIEHHO B HCKYycCTBE JlyHKaH, C MOMEHTA €€ MePBOTO MOSBICHUS B
Poccun, oH HUKOT1a HE UCTIBITHIBAN €€ BIUSHUS, U HUKOT/Ia HE UCIIOJIb30Bal e¢
«panTazuny. [louTeHHBI MacTep MOT TOBOPUTH TOJIBKO OT CBOETO UMEHH. Y UYCHHK
Kpucrtnana Moxanccona u [NaBna I'epara, KOTOPBIM OH ObLJT, OH OCTaBAJICS BEPHBIM
KJIACCUYECKOMY OaneTy (PyCcCKOM IIKOJIBI) JI0 KOHIIA.

But others of the Bolshoi Ballet did not remain untouched. Gorsky’s entire course
changed after he saw Duncan dance. Not only was he inspired with her ideas (and
those of Stanislavski too) but, being less inventive than Fokine, he actually copied her
typical steps. The “skip,” that in ballet language would be a hop with the working leg
en tire-bouchon, recurred in many of his dances. Moscow ballerinas, like Vera
Karalli, started dancing “a la Duncan” after Isadora’s second visit to Moscow in
1908. This was direct copying. But Isadora was right when she said that every
dancer, perhaps unconsciously, introduced her ideas. Anna Paviova, who was never
overly enthusiastic about Isadora, started dancing differently after Isadora’s
Petersburg appearances. Suffice it to look at Pavlova in her dance titled “Night” to
music by Rubinstein.

\\

Ho npyrue 6anernsie bonbiioro trearpa He OCTaaUCh HE3aTPOHYTHIMU. Bech Kypc
["opckoro n3mMeHwIcs mocie Toro, Kak oH yBuaen TaHer Jlynkada. OH ObUT HE TOJBKO
BJIOXHOBJIEH €€ uaeamu (1 uaesiMu CTaHUCTABCKOTO), HO U, Oyy4d MEHEe



n3o0perarenbHbIM, yeM DOKHH, OH (AKTUYECKH CKOMMPOBAJ €€ TUIMYHBIE [1ary.
«IToackok», KOTOpBI Ha 0AETHOM sI3bIKE ObLT OBl MPBIKKOM € pabouyell HOroi B
«wronop» (Tup-OymioH, en tire-bouchon), HOBTOPSJICS BO MHOTHX €r0 TaHIaX.
MockoBckue Oanepusbl, kak 1 Bepa Kapaniu, Hayanu TaHueBartsb «a jst JlyHkaH»
nocye BToporo BuzuTa Alicenopsl B MockBy B 1908 rogy. 910 6bu10 mipsiMoe
konupoBanue. Ho Aiicegopa Oblia mpaBa, Korja ckazaja, YTo Kax bl TaHIIopP,
BO3MOKHO, HEOCO3HAHHO, npeacraBui e€ uaeu. Auna [laBnoBa, kKoTopas HUKOTJa HE
Obl1a B BocTOpre ot Aiceopsl [JI0kb!], Hayaia TaHIeBaTh MO-IPYromy, mociie
nosiBieHus: Aicegopsl B [letepOypre. JloctaTouno B3risiHyTh Ha [1aBioBy B €€ TaH1e
noj Ha3BaHueM «Houb» Ha My3bIKy PyOuHIITEliHA.
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Cnucoxk MuMEH

Banentuna boie
Bepa I'osoBuHa
Enena TepentbeBa
Enena ®enopoBckas
JIugusa I'mueBa
Mapusa MbicoBcKkas
IOnus Bameniera
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Below: Picnic on the Sparrow Hills,
summer, 1923.
Front row, left to right:
Elena Terentieva,
Moura Babad,
Evgenia Ovsiannikova.
Sitting in the center, knees touching, is
Maria Mysovskaya.
To her left,
Kyra Khachaturova.
The adult girl on the left is
Valia Petrishcheva, one of the Russian
pupils from Isadora’s school in
Bellevue. She was re-patriated after
World War 1 and taught at the Moscow
school, 1922-23.
\\
Buusy: [Tukauk Ha BopoObeBhIx
ropax, ageroM 1923 rona.
B nepBom psany, cieBa HampaBo:
Enena Tepentbena,
Moypa baban,
EBrenus OBCAHHUKOBA.
Cunur B 1IeHTpE, KOJIEHU TPOTaTeNbHO,
Mapusa MbicoBcKas.
Caesa ot Hee,
Kupa Xauaryposa.
B3pocnbie AeByIIKY HA JIEBOM CTOPOHE
Bans Ilerpuuesa, ojilHa U3 pycCKux
YYEHHUI] U3 MKOJIbI Aicenopsl B benbro.
Omna Oblna penmaTpuupoBaHa 1mocie
ITepBoi1 MUPOBOI BOWHBI U
npenoaaBaia B MOCKOBCKOM IIKOJIE,
1922-23.
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Below: Irma Duncan with her pupils,
Moscow, 1925. Irma is in the center
with

Lida Lozovaya.

To her left is the senior group - among
them

Elizaveta Belova,

Maria Toropchenova,

Tamara Lobanovskaya,

Yulia Vashentseva.

To the left is the junior group -
including

Elena Terentieva,

Maria Mysovskaya,

Evgenia Ovsiannikova,

Tamara Semenova.

\\

Bnusy: Upma JlyHkaH co cBOUMHU
ydyeHukamu, Mockga, 1925 roa. Upma
HAXOJUTCS B IIEHTPE C

JInna JlozoBas.

CneBa OoT Hee cTapiias Tpymnmna - Cpeiu
HUX

Enuzasera benosa,

Mapusa TopornyeHoBa,

Tamapa JlobaHOBCKas,

IOnus Bameniiena.

CneBa Mnajiasi Tpymna - B TOM YUCJIe
Enena Tepentbena,

Mapusa MbicoBcKasi,

EBrenuns OBCSIHHUKOBA,

Tamapa CemeHOBa.
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Right: Schubert’s "Waltz with a Scarf™.
Left to right:

Elizaveta Belova,

Maria Mysovskaya,

Alexandra Aksenova,

Elena Fedorovskaya,

Evgenia Fedorova.

Pictured is a performance of 1947.
\\



Cunpaga: "Banbc ¢ mappom" LllyGepra.

CrneBa HampaBo:

EnnzaBsera benona,

Mapus MbicoBcKas,
Aunekcanipa AKCEHOBA,

Enena ®enopoBckas,

EBrenus ®@enoposa.
N3o06paxkennue crnenano B 1947.
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Far right: "The Three Graces". Left to
right:
Valentina Boye,
Tamara Lobancvskaya,
Alexandra Aksenova.
\\
Cuopaga: "Tpu rpauun". CneBa
HaIpaBo:
Banentuna boiie,
Tamapa JlobaHOBCKas,
Aunekcanipa AKCEHOBA.
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Far left and right:

Elena Fedorovskaya.
Left: With the workers’ children at the
Red Stadium. Holding the banner:
Alexandra Aksenova, left, and
Elizaveta Belova.

Center pair:

Maria Borisova and

Natasha Nekrasova.
Between them,

Maria Toropchenova.
Behind Nekrasova,

Tamara Lobancvskaya.
From left to right, the banners
announce: "The Red Stadium of Trade
Unions and the Young Communist
League"; the school slogan, "A Free
Spirit Can Exist Only in a Freed
Body"; "Duncan School".

\\

Ha kparo cnesa u cripaba:

Enena ®enopoBckas.

Cnesa: C nerbmu pabounx Ha KpacHom
ctaguone. Jlepxamue 6aHHep:
Aunekcanipa AKCEHOBA, CJIEBA U
Enuzasera beinosa.

Cpennsig napa:

Mapus bopucosa u

Harama Hekpacosa.

Mexny HUMHU

Mapus ToponueHosa.

3a HekpacoBoii,

Tamapa JlobaHoBcKasl.

Cnesa HamnpaBo, 6anHepsl: "OBO 10
CTP. MEX . KPACHOI'O
CTAAUOHA ITPO®COIO30B 1
KOMCOMOJIA»; 103yHT IIKOJIBI
"CBOBOJIHBIN VX MOXET
BbITh TOJIBKO B
OCBOBOXJ1IEHHOM TEJIE",
"[IIKOJIA JYHKAH».

Below: The Isadora Duncan School at
the Red Stadium, 1924. Front row, left
to right:

Kyra Khachaturova,

Evgenia Ovsiannikova (behind her,
May Peters),

Elena Fedorovskaya (Elizaveta
Belova),

Alexandra Aksenova,

Valentina Boye (Yulia Vashentseva),
tall girl -

Maria Borisova (in front of her,
Elena Terentieva),

Maria Mysovskaya (behind her,
Maria Toropchenova),

Tamara Lobancvskaya, (Natasha
Nekrasova).

The four small girls on the right of the
front line:

Lida Lozovaya,

Lida Shishkova,

Tamara Semenova,

Moura Babad.

The first girl on the left in the second
row remains unidentified.

\



Buugy: IlIkona Aicenops! JlyHkan Ha
Kpacnom craguone, 1924. B nepsom
psay, cieBa HaIpaBo:

Kupa Xauaryposa,

EBrenns OBcsHHNKOBA (110331 HEE,
Maii Iletepc),

Enena ®enoposckas (Enuzasera
benoga),

Aunekcanapa AKCEHOBa,

Banentuna botie (FOnus Bameniiesa),
BBICOKAs JIEBYIIIKA -

Mapus bopucosa (nepen Hel,
Enena Tepenthena),

Mapus MbicoBckas (1mo3aau Hee,
Mapus Toponuenosa),

Tamapa Jlobanosckas, (HaTara
Hekpacoga).

YeTblpe MaJIeHbKUE AEBOYKH Ha
[IPABOU YaCTH NEpEeIHEN JINHUU:
JInga Jlo3oBas,

JInga IlIumikoBa,

Tamapa CemeHoBa,

Moypa baGaz.

[lepBas neByIika cieBa BO BTOPOM
pAAy OCTaeTCsl HEOIIO3HAHHOM.
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Far right: The pupils just before their
departure for China. The girls are in
uniform, though some are wearing
their winter coats while others are
dressed for spring. llya Schneider is
with them.
Front row of girls, left to right:
Maria Mysovskaya,

Lily Dikovskaya,

Tamara Semenova,

Elena Terentieva,

Tamara Lobanovskaya,

Mario Borisova,

Alexandra Aksenova.
Second row:

Valentina Boye,

Elizaveta Belova,

Doda Ozhegova,

Yulia Vashentseva,

Maria Toropchenova

\\

CnpaBa: YuyeHuku nepes ux
ornpasneHueM B Kuraii. /[eBymiku B
BOCHHOU (hopMe, XOTsI HEKOTOPhIE U3
HHUX OJETHI B 3MMHUE MAJIBTO, a APYTHE
oneTsl 1o BeceHuemy. Wb Hnannep
C HUMM.

Ilepennunt psx aeBylIeK, ClIeBa
HaIpaBo:

Mapus MsbicoBckas,

JInnm JIukoBCKas,

Tamapa CemeHoOBa,

Enena Tepenrtnesna,

Tamapa JlobaHoBCKas,

Mapuo bopucosa,

Aunekcanapa AKCEHOBa.

Bropoii psana:

Banentuna boiie,

Enuzasera benonsa,

Hona Oxerosa,

FOnus Bamennena,

Mapus TopomnueHosa
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The Performing Group of the Isadora
Duncan Moscow School
Maria Borisova, 1910-
Elizaveta Belova, 1910-
Yulia Vashentseva, 1911-
Valentina Boye, 1912-
Elena Terentieva, 1913-
Lily Dikovskaya, 1913-
Maria Mysovskaya, 1913-
Tamara Semenova, 1913-
In Memoriam
Tamara Lobanovskaya, 1912-1939
Maria Toropchenova, 1911-1943
Doda Ozhegova, 1910-1948
Alexandra Aksenova, 1911-1958
Later additions:
Vera Golovina, 1912-; accepted 1926
from former Red Stadium pupils
Elena Fedorovskaya, 1913-; joined
parallel group 1922.
Boye remained with the studio until
1940.



Lobanovskaya was artistic director of
the studio from 1930 to 1939;
the last artistic director was
Terentieva.
\\
Konuepraas rpymnmna MockoBcKoi
mKoibl Aiicenopsl JlyHkaH
Mapus bopucosna, 1910 -
Emu3aBera benona, 1910 -
IOnmusa Bamenuena, 1911 -
Banentuna boiie, 1912 -
Enena Tepentrena, 1913 -
JIunmu JTukoBckas, 1913 -
Mapusa MeicoBckas, 1913 -
Tamapa Cemenona, 1913 -
B mamstu
Tamapa Jlobanosckas, 1912-1939

Mapusa Toponuenosa, 1911-1943
Honma Oxeroa, 1910-1948
Anekcanapa Axcenona, 1911-1958
IIpucoequHuIMCh NMO3KeE:

Bepa I'onmoBuna, 1912-; npunsita B
1926 u3 Op1BIIMX yueHHUKOB KpacHoro
CTaJIMOHA

Enena ®enoposckas, 1913 -;
MPUCOEIMHUIIACH U3 NTApaILIETbHOM
rpymmnsl 1922 rona.

boiie octaBack B ctyauu 10 1940 rona.
JloGaHoBCKast ObLT Xy10KECTBEHHBIM
pykoBoauteneM cryauu ¢ 1930 no
1939;

[TocnegauM Xy0KECTBEHHBIM
pykoBojutesneM Obina TepeHTbeBa.

——
H EbICTYNNEHMAM C(TYAHW AYHHAH

Cryamtsn” Iy B]1ap ACTENX TY

, N6 cPMUMRAY mMAX Cholony ARENONEE

IIpeuncrenka 20: Illkosa Aiicenopsl lynkan B Mockse. / PociaBiaeBa Haranus
IlerpoBHa; Ilep. ¢ anra. A.Ilanos; Illox pea. O. Tpyasb. C ui. - CaHkT-
Hetepoypr : U3a. "Kiuaccuka-Moaepn" KyabTypubiii Hlentp Unerbix UckyceTs
umenu Aiicenopsl Jynkan [lynxan-Ilentp], 2019.
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Prechistenka 20. The Isadora Duncan School in Moscow. / Natalia Petrovna
Roslavleva; Translation from English by A.Panov,; Edited by O.Troul. Illustrated. -
St. Petersburg: ClassicA-Modern Edition, Isadora Duncan Cultural Center for Pure

Arts [Duncan Center], 2019.



