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Exarepuna Yypakosa

KoHcTtanTun KopoBun
1 er0 MacTepcKas
B bosabmiom tearpe

Koncrantun Anekceesnd KoposuH B 1899 romy 6611 mprUHST
B bosibl110¥i TeaTp «B BUE OMNbITAa HA LIECTh MECSLIEB» U YKe
B 1903 rogy Ha3Ha4YeH XyJI0>XXHUKOM-0(pOpMUTESIEM U O1O-
Jmorekapem Mmnepatopckux teatpoB Mocksbwl u Iletep-
oypra, a ¢ 1910 roga cTaHOBUTCS IJIABHBIM XYAOXHUKOM
MmnepatopcKkux TeaTpos.
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K.A. KOPOBWUH
DCKU3 KOCTIOMa

K Ganety «Jlon Kuxor»
JI. Muskyca. 1906
JepeBo, Oymara,
KapaH/all, akBapesib

Konstantin
KOROVIN

Sketch of a costume
for Ludwig Minkus’
ballet “Don Quixote”.
1906

Wood, watercolour,
pencil on paper

JTHAaKO paboTaTh AJIsl TeaTpa OH Ha-
O yai emie B 1884 romy, obopmisis

MOCTaHOBKU Juis Oynyiueit Yact-
Hott ortepsl C.U. MamonToBa. [Ton pyko-
BojctBoM B.JI. TToneHoBa KopoBuH BbI-
MOJHWJI AeKopauuu K ornepe «Aunga» Jx.
Bepmu, 3aTem yxke caMOCTOSITETEHO K OTie-
pam «Kapmen» K. buze u «Jlakme» J1. Jle-
sm6a (Bce — 1885). Petrensent razetst «Ho-
BOCTU THS» nucai: «Bce Tpu nekopauuun
«Jlakme» xynoxHuka KopoBuHa BrojiHe
MPEeKPacHBI — OT HUX TOYHO BEET TPOTTH-
yeckuM 3HoeM Munnu. KocTtiomsr ciena-
HbI CO BKYCOM, 00Jiee TOTO — OHU OPUTU-
HalibHbI». Ho Ha aduliie KazeHHOTO TeaTpa
ums KopoBuHa B KadecTBe AeKopaTtopa
MOSBIIAETCS TOJIBKO 4 ceHTs0ps 1900 rona,
OH KCTIOJIHUJI J€KOpallMd HOBOM mocTa-
HOBKU oniephl «Pycanmka» A.C. laproMbrk-
ckoro B bosbirom teatpe. Bmecre ¢ Ko-
POBUHBIM Haj 0pOPMICHUEM CIIEKTAKIISI
paboranmu I[laBen ®emopoBuu Jlebenes,
NBan Hukudopouu DeokTrctoB u 6a-
poH Hukonait Anekcannposuu Kioar.

B 1899 rony KopoBuH mpuriaiieH B
bosbuioii Teatp ynpasistomuM MockoB-
CKOI KoHTOpo# MMIieparopckux TeaTpoB
B.A. TenaKoBCKUM, XyTOXHUK aKTUBHO
y4yacTByeT B O(pOPMIIEHUU HOBBIX CIIEKTaK~
Jsieii. Cyas o JHEBHUKOBBIM 3amucsM Te-
JIIKOBCKoro, KopoBuHy noHavyainy nmpuxo-
JIUTCS OCMATPUBATh B KAYECTBE KOHCYJIb-



TaHTa TOTOBSIINECS IeKOpaIy, OTOUPATh
KOCTIOMBI U3 rapaepo0oB u T.1. Tak, Ha-
npuMmep, B aduire K ornepe «TposTHIIBI B
Kapdarene» KopoBuH ykaszaH Jiiillb Kak
coaBtop B.M. CusoBa B pucyHkax Oyra-
dopckux Belieit, XoTs B THeBHUKaX Tens-
KOBCKOTO YITOMWHAETCSI U eTO aBTOPCTBO
HEKOTOpHIX jaekoparuii. «Buepa Casuir-
KU, MeKopaTop, MPUHEC PUCYHOK KOM-
HaTbl [IUIOHBI, CIIeTTAHHBI UM TT0 PUCYHKY
KoposuHa. PucyHok ObL1 04eHb HEYyIaYHO
CJIeJIaH TI0 TOHaM U KOJIOPUTY, U COBCEM He
BUIHO OBLTO pyKOBOICTBA 3cku3oM Kopo-
BuHa. Ha crmenanHoe MHOMIO 3aMeuaHUe
u mipemioxkeHne CaBUIIKOMY CXOAWTHh K
Koposuny mnocoBetoBatbcsi, CaBHIIKUIA
cKazas: «3aueM ke MHe XomuTh»'. Takoe
OTHOIIIEHUE CTAPBIX COTPYTHUKOB MacTep-
CKUX BIIOJTHE TIOHSTHO, TIOTOMY U AHATO-
it @enoposuy [enbliep, u Kapn ®deno-
poBuY BasnbIil OyayT MBITATHCS BCSYECKU
MUCKpenuTUpoBaTh pabory KoposBuHa u
€ro eIMHOMBIIIIEHHUKOB. OUeBUIHO, YTO
TOJIHOLIEHHAsT TBOpYeckast pabora TIo
0(OpPMIICHUIO CTIeKTaKJIel CTaHOBWJIACh
BO3MOKHA TOJIBKO TIPU YCJIOBUMU, €CITU BO-
kpyr KopoBuHa cobepercst Kpyr XyIOXHU-
KOB, OJM3KUX eMy Mo nyxy. Takas xe
cuTyauus ckianbiBaiach u B [letepOypre,
rae mMactepckyto opraHusosai A.f. [ono-
BUH. [IpUHIUTIBI pabOTHI IBYX MacTEpOB B
KayecTBe PyKOBOAUTETIEl TeaTpaTbHOM Ma-

CTEPCKOU MPU 3TOM ObLTU JUAMETPATIBHO
MPOTUBOIOJIOXHBIMU: ['0JIOBUH OUEHb aB-
TOPUTAPHO OTCJIEXKUBAJ BEPHOCTb UCIION-
HEHUS AEKOpaLUii U KOCTIOMOB 110 CBOUM
scku3aM, KopoBUMH Xe He TOJIbKO J0-
MmycKaja, HO U MOOLIPST UMITPOBU3ALINIO
CBOMX XyIOXHUKOB-UCTIONHUTENEH. Takoi
meton paboTel KopoBuHaA oueHb 3aTpyi-
HSIET TOYHYIO aTPUOYLIMIO €ro 3CKU30B Ce-
roaHs. B npeMbepHbIX aduinax nogpoOHO
pacnucaHo, Mo YbUM 3CKMU3aM MUCATUCH
JeKOpaIuy 1 IMIMTUCH KOCTIOMBI, KAKUMU
XyJOXKHUKAMU OHU HEMOCPEICTBEHHO BbI-
MOJHSUIUCh, HO YACTO CAMU PUCYHKHU MPO-
TUBOpeyaT 3Toil uHpopmauuu. Ha ceron-
HSIIITHAN IeHb TT0 aduIIaM 1 TporpaMmMam
BhIsiBIIeHO 60 crniekrakiieil bonbimoro Te-
aTpa, XyI0)KHUKOM KOTOPbIX 3HauuTcs Ko-
poBuH. TosbKo k 6anery «KoHnek-I'opOy-
HOK» (1901) B My3ee BosnbIioro Tearpa co-
xpaHuioch 6osiee S00 JIMCTOB ¢ ICKU3AMU
KOCTIOMOB — OYEBM/HO, YTO TAaKOW 00beM
paboTHl HE MOT OBITh BBITIOJHSIEM OTHUM
XyITOXXHUKOM. BBI3bIBaeT BOMIPOCHI U TaTH-
POBKa HEKOTOPBIX 3CKU30B C IaTOii, HE CO-
OTBETCTBYIOILIE HU ONHOW U3 MpPeMbep
CIIEKTaKJISl, 3TO SIBHO pabo4yue BapUaHThI.
Cynst 1o BOCTIOMUHAHUSIM COBPEMEHHU -
KOB, XyIOXXHUK 4acTO pabOTal HaJ CleK-
TakjJeM U Tocjie ero mnpembepbl. Eciu
JIEKOpallMy BETIIAIW U UX HaJ0 ObLIO Me-
pernuceiBath, To KOpoBUH mpemmounTan
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clieNiaTh HOBBIM 3CKU3 U TICATh 3aHOBO, a
He TIOBTOPATH cTtapoe. Ho B mporpammax
Takoe OOHOBJIEHUE ClieHorpaduu oTMeva-
JIOCh KpaifHe pefiko.

Hekoropsie u3 copatHukoB Kopo-
BUHA TI0 MaCTePCKOU N3BECTHBI, HO MHOTHE
TaK U ocTaloTcs Oe3bIMIHHBIMU. [lanee
OyIyT TIpeCTaBIEHBI KPATKUE CBEIEHUS O
coaBropax K.A. KopoBuHa, BMecTe ¢ HUM
TIepeBePHYBILNX B3JISIIBI TyOJIUKY Ha CIIe-
Horpaduio.

Baagumup Uabuu Cusos (1840—
1904) — yueHsIii-apxeoior, cekperapb Mc-
TOPUIECKOTO My3esl, XYIOKEeCTBEHHBIN
KpUTHK, ¢ 1888 — mpemonaBarens GBITOBOIL
uctopun B MOCKOBCKOM TeaTpaJbHOM
yunnuiie. beut mpurnaiien B.A. Tensikos-
CKWM Ha JIOJDKHOCTD XyTOKHUKA-KOHCYITb-
TaHTa IO TIOCTAHOBKE MCTOPMUYECKUX TThEC
Ha MOCKOBCKOI1 clieHe MiMnepaTopcKux te-
atpoB B 1899 romy, OIHOBpEMEHHO C
K.A. KopoBuHabiM. «C HEOOBIKHOBEHHOI
SHepTrHell 1 TI0O00BBIO OH OTHECCS K CBOMM
00s13aHHOCTIM. C paHHETO YTpa OH yXe 3a
paboToii, OThICKMBAaeT B OMOJMOTEKax U
My3esiX HeOOXOMMUMBIE CITPABKU U PUCYHKH,
caM COCTAaBIISIET TIPOEKTHI KOCTIOMOB, Me-
6eJTi, TPYMa, XOIUT TTO IITBATBHSIM U CTIEIUT
3a KpOWKOI KOCTIOMOB, M Ha BCE 3TO OH
TPATUT MOCIIeTHIE CBOOOTHBIE YACHI OT 3a-
HATUI B My3ee U yduinile»2. Ero ackusbl
TPEXJIe BCEro TepefaloT UCTOPUIECKU,
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Jekopauun

1 kapTuHBI Oanera

A. Apenjica «Canam60».
Xynoxnuk I'.H. T'onos
10 9CKU3Y

K. Koposuna. 1910
®otorpadust

K. ®umepa

Set for Scene 1

of Andrei Arends’
ballet “Salammbo”.
Artist Georgy Golov,
based on Korovin’s
sketch. 1910

Photo by Karl Fischer

U B.A. Teanxoscxuii.

JIHEeBHVIKN INPEKTOpa
Wmnepatopckux
Teatpos. 1898—1901 /
[Mox obueit pen.

M.I'. CsetaeBoii.
Mocksa. M., «ApTuCT.
Pexuccep. Teatp». 1998.
C.138.

Exeronnuk Mmmnepatop-
CKMX TeatpoB. Berm. 15.
IMpunoxenne: 1904—1905.
C. 318-320.
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Yekaterina Churakova
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Konstantin Korovin

and His Workshop
at the Bolshoi Theatre

Konstantin Korovin was employed at the Bolshoi Theatre in
1899 “to gain experience for six months”, and in 1903 he alre-
ady held the office of artist and stage designer and librarian for
the Imperial Theatres of Moscow and St.Petersburg, and from
1910 was the chief stage designer of the Imperial Theatres.

e began his theatrical career in
H 1884 at Savva Mamontov’s opera

house. Under Vasily Polenov’s
guidance, he created sets for a production
of Verdi’s “Aida” (1885) and later, working
independently, for Bizet’s “Carmen” and
Delibes’s “Lakmé”. A reviewer at the
“Novosti dnya” (News of the Day) news-
paper wrote: “All three ‘Lakmé’ sets by
Korovin are wondrous — they seem to em-
anate the tropical heat of India. The cos-
tumes are tasteful, and even more than
that — original.”

L I

The first poster of a state-run theatre
to reference Korovin as a stage designer is
dated September 4 1900 — he worked on
the sets for a new production of Dar-
gomyzhsky’s “Mermaid” at the Bolshoi
Theatre. Other artists working on the pro-
duction’s design alongside Korovin were
Pavel Lebedeyv, Ivan Feoktistov and Baron
Nikolai Klodt.

But as for Korovin he began his the-
atrical career earlier, in 1899. Invited by
Vladimir Telyakovsky, he actively con-
tributed to the design of new productions,

‘E}%'

K.A. KOPOBUH
Dckus byradopuu
K basery
«lenkyHunK»
I1.W. YaiikoBcKoro.
Kumaiickuii domuk.
1919

Konstantin
KOROVIN

Sketch of props

for Pyotr
Tchaikovsky’s ballet
“The Nutcracker”.

A Chinese house. 1919

-
E
] 3 !
i
il
s ; :
-. J- L .: -
3 ! I
5 ]
I E
TR
lT.' L L
'\-J'_II__ 7 ;
Pl
Sl -
¥
=
1 . I
T
T
i TEea = ki G -] Er A
i , ST - = R s - B S TSy Pl - BT o S At
ol = Es : ; r}
i r{.\_.-. By a e T boem I.'\.-,...-:|u|1. o e Ll -..utllm ; # llﬂffj'ﬂ.—*
; 8- oy MLl = = el |

48 TPETbAKOBCKAA FANEPEA / THE TRETYAKOV GALLERY /

#1'2012

but judging by Telyakovsky’s journal, he
was first employed as a consultant — to
oversee the manufacturing of sets, and to
select costumes from the wardrobes and the
like. A playbill for the opera “The Trojans
in Carthage” mentions Korovin only as
Vladimir Sizov’s collaborator in the pro-
duction of sketches for the props, although
Telyakovsky in his journals also mentions
the artist’s contribution to the production
of several sets. “Yesterday Savitsky, a deco-
rator, brought a drawing of Dido’s room he
made based on Korovin’s drawing. The
drawing was very poor in terms of the as-
sortment of tones and colouration, and
Korovin’s guidance seemed to have left no
trace. When 1 made a remark about this
and suggested that Savitsky should seek
Korovin’s advice, he said, “Why would I do
that?’” 1

Such attitudes on the part of the
workshop’s regular employees are utterly
understandable; later Anatoly Geltser and-
Karl Valts, too, would make every effort to
discredit the work done by Korovin and his
associates. It was becoming obvious that to
ensure a smooth run for the set workshop
Korovin had to work in cooperation with
like-minded artists. A similar situation

1 Telyakovsky, Vladimir. “Journals of the Director of the
Imperial Theatres. 1898-1901”. Moscow. 1998. P. 138.



existed in St. Petersburg, where a set work-
shop was organised by Alexander Golovin.
But Korovin and Golovin performed their
duties as directors of the workshops in rad-
ically different ways: Golovin kept a vigi-
lant eye over the process, ensuring that the
sets and costumes were manufactured in
agreement with the drawings. Korovin, in
contrast, not only did not object to, but en-
couraged improvisation in the set builders
who added flesh to his ideas — this fact
makes it very difficult for a contemporary
researcher to identify the authorship of the
sketches. The posters for opening nights
carefully list the creators of the set and cos-
tume drawings and craftsmen manufactur-
ing the sets and costumes, but the pictures
themselves often contradict the informa-
tion from the posters. Currently re-
searchers, relying on posters and handbills,
have identified 60 productions of the Bol-
shoi Theatre where Korovin is referenced
as a designer: the portion of the theatre’s
archive devoted to the 1901 production of
the ballet “The Little Humpbacked Horse”
alone contains more than 500 costume
sketches — a single artist could hardly have
handled such a large volume of work. The
dating of some pieces remains question-
able, too. Some drawings, obviously cre-
ated for purely functional purposes, have
dates that do not match a single opening

night of the production to which they are
related. According to the memoirs of Ko-
rovin’s contemporaries, he often continued
to work on a production even after it had
premiered. When a backdrop grew old and
had to be re-painted, Korovin preferred to
make a new drawing and to paint a new
backdrop rather than copy the previous
work. But such renovations of sets were
very rarely reflected in handbills and
posters.

Some of Korovin’s collaborators at
the workshop are known but the names of
many others have fallen into oblivion. We
give here brief information about Korovin’s
associates, who, in cooperation with him,
completely changed the public’s ideas
about stage design.

Vladimir Ilyich Sizov (1840-1904) was
an archaeologist, a secretary of the Histor-
ical Museum, an art critic, and from 1888
areader in the history of everyday life at the
Moscow Theatre College. In 1899, at the
same time as Korovin, he was invited by
Telyakovsky to work as an artistic consult-
ant on the production of historical plays at
the Moscow Branch of the Imperial The-
atres. “He has approached his duties with
extraordinary vigour and devotion. He is up
at work early in the morning, scours li-
braries and museums for the necessary in-
formation and images, makes drawings of

costumes, furniture, face paint, visits tailors
and supervises the manufacturing of the
costumes, and all these activities take up all
of his time remaining after the work at the
museum and the classes at the college.”2.
His sketches emphasise above all the histor-
ical, ethnographical feel of a costume or a
prop, his drawing style strongly differs from
that of Korovin and his assistants, and his
pictures are almost always signed. But it was
Sizov who began to cultivate at the state-
run music theatre company the enthusiasm
for historically appropriate stage design. For
instance, preparing for the 1904 production
of the opera “Ivan Susanin”, he arranged
an expedition to Susanin’s homeland, near
Kostroma, to collect materials for the pro-
duction. Interestingly, the playbill mentions
that “the Russian costumes and adorn-
ments in women’s apparel were made after
Konstantin Korovin’s sketches that he drew
from real items found in Kostroma”. Pro-
ducing and designing ballets such as Pugni’s
“The Pharaoh's Daughter” (1905) and
Arends’ “Salammbo” (1910), Korovin and
Alexander Gorsky would treat the relevant
historical material with similar care.
Georgy Ivanovich Golov (1885-1918)
was a designer and Korovin’s regular col-
laborator. In 1894 he enrolled at the
Stroganov Art College, where he was
taught by Stanistaw Noakowski, Dmitry
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Jlekopauuu
7 KapTUHBI Oasieta

A. Apenpca «Canam00».
Xynoxnuk H.A. Kioar

I10 5CKU3Y

K. KoposuHa. 1910

®otorpadust
K. ®umiepa

Set for Scene 7
of Andrei Arends’
ballet “Salammbo”

Artist Nikolai Clodt,

based on Korovin’s
sketch. 1910

Photo by Karl Fischer

2 Yearbook of Imperial
Theatres. Issue 15.

Supplement: 1904-1905.

Pp. 318-320
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Shcherbinovsky, Konstantin Korovin,
Mikhail Vrubel, Pavel Pashkov and Nikolai
Sobolev. Still in college, in 1900, together
with Ivan Feoktistov and Pavel Lebedev he
was working on the set for Alexander Dar-
gomyzhsky’s opera “The Mermaid”, and
after finishing college in 1904, he was hired
by Korovin as an assistant at the Bolshoi
Theatre’s set workshop. His duties were
mainly focused on architectural sets and he
was a skilled drawer of ornaments. Relying
on Korovin’s drawings, he created sets for
the following productions: Ludwig
Minkus’s ballet “La Bayadere” (1904),
Mikhail Glinka’s opera “A Life for the
Tsar” (1904), Alexander Glazunov’s ballet
“Raymonda” (1908), Nikolai Rimsky-Ko-
rsakov’s opera “The Legend of the Invisi-
ble City of Kitezh” (1908), Andrei Arends’
ballet “Salammbo” (1910), Nikolai Rim-
sky-Korsakov’s opera “The Snow Maiden”
(1911), Modest Mussorgsky’s opera “Kho-
vanshchina” (1912), Adolphe Charles
Adam’s ballet “Le Corsaire” (1912), Pyotr
Tchaikovsky’s ballet “The Sleeping
Beauty” (1914, Mariinsky Theatre),
Alexander Borodin’s opera “Prince Igor”
(1914) and others. Relying on Konstantin
Yuon’s drawings, he accomplished in 1912
sets for Mussorgsky’s “Boris Godunov” at
Sergei Diaghilev’s “Ballets Russes”.

In 1914 he participated in a project of
recreating sets after they were destroyed by
fire in the Bolshoi’s storage house. “As for
‘Onegin’, I’'m only working on the first
three scenes, relying on Korovin’s ‘oral
drawings’. Of course I don’t quite fancy the
task, so I refused to work on the last two
scenes. Instead they saddled me with the
job of finishing off the ‘Schubertiana’,
‘Carnival’, one scene from the ‘Nutcracker’
and ‘Demon’3,” Golov wrote in a letter to
his wife. Larissa Gavrilovna Golova (1887-
1967), who, like her husband, was em-
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B.1. CU30B
DCKM3 XKEHCKOTO
KOCTIOMa K OTepe
«Ku3Hb 3a naps»
M.W. I'nmuHKuU.
Aumonuda. 1904
Bymara, akBapeb,
YepHMIIA, 30JI0Tast
Kpacka

Vladimir SIZOV
Sketch of a woman’s
costume for Mikhail
Glinka’s opera
“Ivan Susanin”.
Antonida. 1904
Watercolour, ink,
gold paint on paper

B.1. CU30B

DCKU3 MYKCKOTO
KOCTIOMa K ofepe
«Pycanka»

A.C. J1aproMbIKCKOTO
Ceam. 1900

Bymara, akBapeJib,
YepHUIA, 3010Tast
Kpacka

Vladimir SIZOV
Sketch of a man’s cos-
tume for Alexander
Dargomyzhsky’s
opera “The Mermaid”
The Matchmaker. 1900
Watercolour, ink,

gold paint on paper

3 Golova, Larissa.
On the Theatre’s Artists.
Memoirs. Leningrad,
1972. P. 51.

4 Ibid. P. 33.
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ployed by the Bolshoi as a set constructor;
she reminisced that Korovin trusted her
husband so much that sometimes he only
described with words what he wanted to see
on the stage, and Golov drew sketches him-
self and then, after Korovin’s approval,
painted the backdrops — in the playbills,
however, Golov is often referenced only as a
set builder, but not as a creator of drawings.

Other professionals involved in the
creation of sets included Baron Nikolai
Klodt von Jiirgensburg (1865-1918) and
P. Ovchinnikov. But stylistically their pieces
differ more from Korovin’s and Golov’s
works and their drawing manner is some-
what closer to the old school of stage
design. Larisa Golova recalled: “Ovchin-
nikov utilized an original colour scheme,
somewhat different from Korovin’s — very
light-toned, pale-yellow and white with
grey-brown. But Korovin did not ask
Ovchinnikov to change his palette — on the
contrary, when a piece looked well, he
praised its original features.”*

Vasily Vasilievich Dyachkov (?-1920)
was an artist specializing in costumes and
the dyeing of textiles, who worked at the
Bolshoi and Maly theatres. From Novem-
ber 6 1901 Diachkov headed the dyeing
workshop of the Moscow Board of Imperial
Theatres. Playbills for only 11 productions
reference him as a costume designer:
“Snow Maiden” (1907), “La Bohéme” by
Giacomo Puccini) (1911), “Le Corsaire”,
“Rhinegold” (Richard Wagner), “Khovan-
shchina”, “The Twelfth Year” (by Boris
Yanovsky) — all produced in 1912; “The
Tale of Tsar Saltan” (by Nikolai Rimsky-
Korsakov), “Schubertiana”, “Love is
Quick” (by Edward Grieg), “Carnival” (by
Robert Schumann) — all produced in 1913;
and “Nutcracker” from 1919. Only a hand-
ful of pieces feature his signature while most
costume sketches are unsigned. However,

these drawings also carry notes written by
Korovin. According to memoirs of ballet
dancers of that period, Diachkov was Ko-
rovin’s right hand in the costume depart-
ment — most of all because as an expert in
textile dyeing he knew very well how to
technically achieve the effects required by
the artist using the simplest materials. Feel-
ing and understanding Korovin’s style very
well, he also was in charge of drawing
sketches.

The costumes of main characters and
chorus performers were elaborated equally
carefully, and Korovin usually produced
the most memorable pictures of the former.
The majority of Dyachkov’s pieces feature
stereotypical, quite artlessly drawn figures
not reflecting the individuality of the char-
acters portrayed — looking a little preten-
tious, both men and women are depicted in
similar poses (slightly turned, with arms
held apart), the pencilled lines are slim,
faces, hands and feet are unelaborated —
they resemble porcelain figurines. But the
colour scheme, supplied with verbal expla-
nations, is a creation of a top-class artist.

Telyakovsky’s wife, Gurly Loginovna
Telyakovskaya, actively participated in the
making of costumes. According to her hus-
band, Gurly was very talented, an excellent
drawer who was also well versed in the fine
points of dress-making, often explaining to
tailors her drawings and how her ideas
should be realized. But the surviving
sketches are quite poor both in terms of
drawing style and colour design, and the
figures are stereotypical. She often
sketched costumes for crowd scenes. It is
worth noting that playbills almost never
featured her name. Meanwhile, her partic-
ipation in the process of set construction
often caused negative reactions among
theatre employees and the press, who re-
garded it as an interference with the life of
the theatre.

Varvara Yakovlevna Bushina worked as
a designer at the wardrobe department
from February 1 1900; on November 1
1910 she was appointed artist and librarian
at the same department. It appears that her
main responsibility was finding all neces-
sary materials related to the history of cos-
tume — there aren’t very many sketches
signed by her, nor is she mentioned on the
playbills as a costume designer.

Although the creation of a set for
each production involved many partici-
pants working on an equal footing, if we
look at a complete array of the dozens of
often very different drawings produced for
any single production, we see a solid pic-
ture of the production’s colour design. In
fact, employing Korovin, the Bolshoi for
the first time employed a chief designer for
its productions, a designer engaged in the
creative process alongside the director and
the choreographer — practically all of Ko-
rovin’s projects at the Bolshoi were realized
in creative collaboration with Alexander
Gorsky. It was Korovin who proposed to
replace the traditional corset costumes of
ballerinas with looser garments such as
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DCKU3 KEHCKOTO
KOCTIOMa K 0aneTy
«Jlon Kuxot»

JI. Munkyca. 1901
Bymara, akBapeJib,
KapaHalll, 30J10Tast
Kpacka

Gurly
TELYAKOVSKAYA
Sketch of a woman’s
costume for Ludwig
Minkus’ ballet

“Don Quixote”. 1901
Watercolour, pencil,
gold paint on paper

B.4. BYILIMHA »
DCKU3 KOCTIOMA

K orepe

«EBrenuit OHerun»
T1.1. YaiikoBcKoro.
Tamwvsana. 1908
Bymara, akBapeJib,
KapaHjall

Varvara BUSHINA »
Sketch of a costume
for Tchaikovsky’s
opera

“Eugene Onegin”.
Tatiana. 1908
Watercolour,

pencil on paper

3 Tonosa JI.O XYJIOXKHHUKAX
tearpa. JI., 1972. C. 51.

4 Tamxe. C.33.
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3THOTpadUIECKUil KOJIOPUT KOCTIOMA MJT
npeamMeTa 6yTadopru, pUCYHOK CTHITUCTH -
YeCcKU CWJIbHO OT4aeTcst ot pabot Kopo-
BUHA U APYTUX €TO MOMOIIHUKOB, JTUCTHI
TOYTH Bceraa Toamnucansl. Ho mmeHHO
Cu30B MpUHEC B MY3bIKATbHBIN Ka3eHHBIN
TeaTp MHTEpPeC K UCTOPUUECKU BEPHOMY
oopmieHuto cnekrakieit. Tak, Hanpu-
Mep, Tiepel MOCTaHOBKOM onephl «K13Hb
3a maps» B 1904 romy oH MHULIMMPOBAJ
SKCTEMUIINI0 TI0 COOpY MaTepuaioB It
criektakiist Ha ponuny CycanmHa B Ko-
CTPOMCKYIO TyoepHuto. MHTepecHo, uTo B
aduie 3HAYNTCS, YTO «PYCCKUE KOCTIOMBI
¥ YKpaIIeHUs B XKEHCKUX Hapsiax clieia-
Hbl o HaOpockaM K.A. KopoBuHa, cHs-
TBIM C KOCTPOMCKUX TTOUTMHHUKOB». Tak
K€ TTOJPOOHO K UCTOPUIECKOMY MaTepH-
ainy Oynyt noaxonuts KoposuH u A.A. T'op-
CKUi1 TIpY TIOCTAHOBKE 1 ohopMIIeHNH Oa-
netoB «Jloub dapaona» L. [Mynu (1905),
«Camambo» A.®. Apenzca (1910).
T'eopruii MBanoBuu T'onoB (1885—
1918) — XymOXHUK-IEKOPATOpP, TTOCTOSTH-
noIit coaBTop K.A. KoposuHa. B 1894 rony
roctynt B CTPOTaHOBCKOE YUIITHUIIIE, T/Ie
ero npernonasatenssmu 6t C.B. Hoa-
koBckui, JI.A. lllepouHoBckuii, K.A. Ko-
posuH, M.A. Bpy6ens, II.I1. Ilamkos,
H.H. Co6osnes. Emie Bo Bpems yueOsl, B
1900 romy, Bmecte ¢ MI.H. deokTnucToBEIM
u [1.D. JlebeneBbIM BBITIOTHSIT IEKOPATII
k ortepe «Pycanka» A.C. JlaproMbIKCcKOTO,
a mocyie okoH4aHus yawiuina B 1904 6wt
mpuHAT KOpOBUHBIM TTOMOIITHUKOM B Jie-
KOpalmoHHbIe MacTepckue bombiroro te-
atpa. B ocHoBHOM ['0710B 3aHUMaICS ap-
XUTEKTYPHOI eKopalveit, peKpacHo Bia-
nen opHameHToM. [1o ackuzam Koposu-
Ha OH BBITIONHSUT IEKOpaIluU K CIeIyIo-
IIUM MOCTaHOBKaM: OaseTy «basmepka»
JI.®. Munkyca (1904), onepe «Ku3Hb 3a
mapsi» M.U. Imunaxu (1904), 6anery «Paii-
moHna» A.K. Imazynosa (1908), omepe

«CkazaHue o HeBUaIMMOM Tpaie Kutexe»
H.A. Pumckoro-Kopcakosa (1908), 6aine-
Ty «Canam6o» A.D. Apenzca (1910), ore-
pe «CHerypouka» PumMmckoro-Kopcakosa
(1911), omnepe «XopaummHa» M.I1. Mycopr-
ckoro (1912), 6anety «Kopcap» A. Ana-
Ha (1912), 6anety «Crisitiast KpacaBuiia»
I1.W1. Yaiikosckoro (1914, MapunHckuit
Teatp), onepe «KHs3p Urops» A.T1. bopo-
muHa (1914) u mp. 1o ackuzam K.®. FOona
B 1912 roy BBITIOTHWI IeKOPALIUX K OTTe-
pe «bopuc I'ogyHos» M.I1. Mycoprckoro
st «Pycckux cezonos» C.I1. Jsarunesna.
B 1914 romy 'oioB BocctaHaBIMBaI
nexopatu bosbIioro TeaTpa mocie moxa-
pa B IeKOpaIiMOHHOM XpaHuJuiie. «” OHe-
rUHA” MUY TOJTHKO TPU TIEPBbIE KapTH-
HBI TI0 «CJIOBECHBIM 3cKMn3amM» KopoBuHa.
DT0, KOHEYHO, MEHSI MaJl0 YCTpauBaer,
TTO3TOMY T OTKA3aJICS OT JBYX TTOCIIEIHUX
KapThH. 3aTO Ha MEHST B3BJIVJIU TOTINCATh
cropesiiyto «Ilybeptuany», «KapHapain»,
onny kaptuny «llenkynunka» u «lemo-
Ha»,® — coobuan [eopruii UBaHOBUY B
nuceMe xeHe Jlapuce [aBpuiosHe ['oso-
Boit (1887—1967). JI.T'. TonoBa, TakKe Xy-
JOKHUK-UCTIONHUTENb Bosbimoro Teatpa,
BcioMMHasa, 4to KOpoBMH HacTOIbKO
JOBEPST ee MYXy, YTO WHOTIA JUIIb Ha
CJIOBaX OTMUCKIBA TO, YTO JKeJIaJ ITOJTYIUTh
Ha clieHe, a ['0JI0B cam yxe Trca 3CKu3 1
3areM 1o ooopeHuto KopoBuHa u neko-
panuio — B mporpamMme xe ['oioB yacto
YIIOMWHAJICSI TOJIBKO B KA4eCTBE XYIOXK-
HUKa-MCTIOJTHUTEJISI, HO He aBTOpa 3CKM3a.
Bmecte ¢ KopoBuHbIM Haj nekopa-
LUsIMU Takxke padortanu 6apoH Hukonai
Anekcanaposnd Knoar don IOprencoypr
(1865—1918) u I1.41. OBunHHKKOB. Ho cTH-
JINCTUIECKU UX PabOTHl CUIIbHEE OTJIU-
yatotcs oT padbot KoposuHa u ['onosa, 1o
PUCYHKY OOJIBIIIE TIATOTEIOT K MacTepam
crapoii fekopauroHHoi mkosnsl. JI.T. T'o-
JIoBa BcrioMyHaa: «Y OBYMHHUKOBA ObLIa

TPETbAKOBCKASA MANEPEA

BbICTABKMN

CBOSI TaMMa, HECKOJIBKO OTJIIMYHAsT OT KO-
POBUHCKOI, — OYeHb CBeTJIasl, MajeBo-
Oerasi ¢ cepo-KOpUIHeBbIMU TeHsIMU. Ho
KoposuH He 3actaBsiin OBUNHHUKOBA U3-
MEHSITb 3Ty TaMMY, a HA000pOT, KOT/1a 3TO
OBLIIO KPACUBO, OH TOOIIPSIT TO 0coboe,
YTO B HEH 3aKJII0YAJIOCH»4.

Bacwmii  BacuibeBuu  /IbsiukoB
(?—1920) 6bLUT XyMOKHUKOM ITO KOCTIOMaM
U CTIETTUAJTICTOM TI0 OKpacKe TKaHel, pa-
ooran B bonbuioMm u Manom Teatpax.
C 6 HOs16ps1 1901 To1a — 3aBeayIOIINIA Ma-
CTepCKO 10 pacKpacke TKaHeil MOCKOB-
CKOI1 KOHTOPBI MIMTIepaTopcKux TeaTpos.
VYyacTtue XymoxXHUKa B pa3paboTKe KOCTIO-
MOB OTMEUEHO B aduiuax uiiib K 11 criek-
takisaM: «CHerypouka» H.A. Pumckoro-
Kopcakosa (1907), «borema» JIx. ITyu-
gyuau (1911), «Kopcap» A. AmanHa, «30-
soto Peiina» P. Barnepa, «XoBaHILIMHa»
M.II1. Mycoprckoro, «/IBeHaaarsiii roa»
b.K. AAnosckoro (Bce — 1912), «Ckazka o
mape Canrtane» H.A. Pumckoro-Kopca-
KoBa, «IllybepTuana», «JIto00Bb ObICTpa»
D. I'pura, «Kapnasamn» P. lllymana (Bce —
1913), «lenkynuuk» [1.1. YaiikoBckoro
(1919). Ero moamucu BcTpedaroTcs Ha
€IMHUYHBIX JINCTAX, OOJBIIITHCTBO Xe 3C-
KM30B KOCTIOMOB BOOOIIEe 03 TOMIUCH.
OnHaKko Ha 3TUX Xe PUCYHKAX MPUCYTCT-
BYIOT ¥ 3aMeYaHusI, clieJlaHHbIe pyKoit Ko-
poBuHa. [1o BoctoMUHAHUSAM OGaleTHBIX
apTUCTOB TeX JieT, JIbsTuKoB OBLT TIpaBoit
pykoii KopoBuHa B mene M3rOTOBICHUS
KOCTIOMOB: TIpE3KIle BCETO OH, KaK MacTep
10 OKpacKe TKaHel, TpeKpacHO TIOHUMAJT,
KaK TeXHUIEeCKU MOXKXHO TOCTUYh HEOOXO-
JIUMBIX XyTOXXHUKY 3(DPEKTOB, UCTIONB3YS
caMble TIpocThle Matepuainbl. [Ipekpac-
HO 9yBCTBYSI 1 ToHMMast cTiiib KopoBuHa,
OH TaKkKe 3aHUMAJICSI U SCKU3HBIMU TIPO-
eKTaMU.

KocTioMbI 1 T1aBHBIX TIepCOHAXKeEI,
W YYaCTHMKOB Xopa WIM KopuaebaieTta
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CURRENT EXHIBITIONS

tunics, which in many ways influenced the
language of ballet. No longer a mere back-
drop for dancers, sets became a fully-
fledged part of the performance. Scene
design was for the artist not only “music for
the eyes”, which alone was a very bold con-
cept, but also a “pure” art.

In his memoirs Korovin quoted a con-
versation he had with his mentor and friend:
““What a pity that you devote all of yourself
to theatre work, it’s a pity that you don’t
have time for painting and your paintings
can rarely be seen at exhibitions,” Polenov
once said. ‘Few people,” I replied to
Polenov, ‘understand my paintings, and
who needs them after all? But designing for
the stage I do the same work as other people
do, and I believe this is an equally pure art.
And I’'m happy with it.””® Since this art
comes alive only on the stage, when the
performance is on, everything that happens
during the pre-production period is equiv-
alent to endless rehearsals and exploration,
and the work done by choreographers,
artists, stage performers, conductors and set
builders has equal importance. In his review
ofthe 1912 production of Adam’s “Le Cor-
saire”, Goloushev® wrote: “In this produc-
tion, it is not an artist and a stage technician
who contribute to the creation of a choreo-
graphic image but the choreographer who
dynamises the pictorial image proposed by
the designers. It is as if the impressionist
colour spots from Korovin’s best paintings
came alive and started moving, producing
endless combinations.”” There is a good
reason that the drawings of costumes and
props often carry notes written by Korovin
and Gorsky — suggestions to ask advice of
the stage technician Karl Fyodorovich
Valts, detailed descriptions of how one or
another detail should look, and the materi-
als to be used in its making. These notes
touched not only on colour or texture but
also on the “movements” of the costume,
the principle of its “action” in the general
design of a dance or a scene.

Long before Fyodor Fyodorovsky,
whose work at the Bolshoi is generally re-
garded as the starting point of its set work-
shops’ operation, Korovin brought together
outstanding designers who not only recre-
ated the artist’s drawings in a size fit for the
stage but also invented new technologies
and actively contributed to the creative
process.

The surviving photographs which tell
the story of how Korovin’s impressionist
drawings of sets were brought to reality are
of great interest for researchers, and show
how accurately the designers followed the
costume sketches, and how and what sort
of materials were used in pursuit of the
challenging objectives set by the artist.

Moleva, Nina. . “Konstantin Korovin. Documents. Letters.
Memoirs”. Moscow, 1963. P. 163

Pen-name of the renowned art critic and graphic artist
Sergei Glagol.

Goloushev. Theatre and Music: Bolshoi Theatre:Revival of

the ballet “Le Corsaire”// Russkie vedomosty (Russian
News Sheet). 1912, # 13. January 17.
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I.JI. TEJISIKOBCKAS
DCKU3 MYKCKOTO
KOCTIOMA K OaJiety
«AJICHbKU [IBETOUYEK»
®.A. T'apTmaHna.
Ilpuny. 1911

Bymara, akBapeiib,
KapaHaaui, 6enunia,
30J10Tast Kpacka

Gurly
TELYAKOVSKAYA
Sketch of a man’s
costume for Thomas
de Hartmann’s ballet
“The Pink Flower”.
The Prince. 1911
Watercolour, pencil,
white paint, gold paint
on paper

B.B. IbsA4YKOB
DCKU3 KEHCKOTO
KOCTIOMA K OasieTy
«Kopcap» A. AnaHa
Medopa. 1912
Bymara, akBapeb,
KapaHmant

Vasily DYACHKOV
Sketch of a woman’s
costume for Adolphe
Adam’s ballet

“Le Corsaire”
Medora. 1912
‘Watercolour,

pencil on paper



npopadaThIBAIMCh ONMHAKOBO MOAPOOHO —
KopoBrHY 00bIYHO MPUHAIIEXKAT PUCYH-
KU1 HauboJee sipkux nepcoHaxei. Cpeman
pabot [IpsuKkoBa — B OCHOBHOM JIMCTBI C
TUTIOBBIMM, TOCTATOYHO MTPUMUTUBHO Ha-
PUCOBaHHBIMU (DUTYPaMU, HE OTPaKAIOTIIN -
MU XapakTepa repcoHaxa. Y myxckue,
JKEHCKUE — OHU HECKOJIbKO MAaHEpPHBI,
n300pakeHbl B OTHUX M TeX Xe I03ax
(9yTh B IOBOPOTE, C Pa3BeIEeHHBIMU B CTO-
pOHY pyKaMM), KapaHAallHble JUHUU
OYEHb JIETKUE, JIULIA, KUCTU PYK U CTYITHU
He mpopaboTaHbl — GUTYPHI HATTOMUHAIOT
dapdopossbie ctaTyaTku. Ho 11BeToBOE pe-
LIEHUE MPUHAMJIEKUT XyIOXKHUKY BbICO-
yaiilero kjaacca, U Mpu 3TOM JaHbl MO-
NIPOOHBIE CJIOBECHBIEC PA3bSICHEHUSI.
AKTHBHOE y4yacTUe B WU3rOTOBICHUU
KOCTIOMOB NpuHUMaJa cyrpyra B.A. Tens-
koBckoro — I'ypim JlorunHoBHa TensikoBcKas.
[To cnoBam myxa, I'.JI. TensikoBckast Oblia
JKEHUIVMHOI BechMa TJIaHTJIMBOM, 3aMeva-
TEJIbHO PUCOBaJAa U B TOHKOCTSX 3HasIa
MOPTHOBCKOE JIEJI0, YaCTO OOBSICHSIA Ma-
cTepaM CBOM PUCYHKH U MOSICHSIA, KAKUM
00pa3oM OHM AOJKHbBI ObITb UCITOJIHEHBI.
OnmHaKO COXPaHUBIIMECS ICKU3BI J0CTa-
TOYHO cJ1a0bl U MO PUCYHKY, U IO LIBETO-
BOMY pellieHunto, hurypsl 1abaoHHbl. OHa
YaCTO MCTOJTHSLIA KOCTIOMBI [UTSI MACCOBBIX
cueH. [IpumevarenbHo, 4To B aduinax ee
yJacTre TpakKTUIeCKy HUKOTIa He OTpaka-
JIOCh. A MHOTMMM COTPYIHUKAMU TeaTpa u
MEeYaThlo €e yyacTre B 0pOPMIIEHUU CIIEK-
TaKJIel YaCcTO BOCIIPUHUMAIOCh HETATUBHO,
KaK BMEILATEIbCTBO B XU3Hb TeaTpa.
Bapsapa fIkosneBna bymmna — puco-
BaJIblIUIIA TapaepoOHoro otaena ¢ 1 des-
paist 1900 roma, 1 Host6pst 1910 roma Ha3-
HaueHa XyIOXHUKOM M OubIMOTeKapem
TOTro Xe otnena. Bunumo, ocHOBHas ee 3a-
Jlaya cocTosia B TOJ00pe HEOOXOMUMBIX
MaTepuagoB MO UCTOPUU KOCTIOMA, ICKU-
30B C €€ MOIMKUChI0 COXPAHUIOCh HE TaK
MHOTO, B aduIIIax B KQUeCTBE XyI0KHUKA
10 KOCTIOMaM OHa TaKKe HE YITOMUHAETCS.
HecmoTpst Ha 60J1b1I0€ KOTUMYECTBO
MOJIHOIMPABHBIX YYACTHUKOB O(POPMIICHUS
CIIEKTAKJIS, IECATKU MOPOI OYEHb Pa3HbIX
JIUCTOB K OJIHOMY CIIEKTaKJII0, COCIUHEH-
HbIE B DS, BCErJa JAIOT OYEHb 1IEJIbHYIO
KapTUHY I[BETOBOTO PEIIEHUS TTIOCTAHOBKM.
[To cytu, KopoBUH cBOMM MOSIBJICHUEM B
Bosbiom Teatpe BriepBble 3asiBUIT ce0s1 Kak
[JIABHBIN XyTOXHUK CIEKTAKIIS, KOTOPBII
TBOPWJI BMECTE C PEKUCCEPOM WK OaleT-
MENCTepOM — MPAKTUYECKU BCE CIIEKTAKITU
KoposuHa B bosbiiom Teatpe Obuiu cae-
JIaHbl B TBOpuYeckKoM cotose ¢ A.A. T'op-
ckuM. MMeHHo KoHcTaHTUH AJlekceeBuy
MPeUIOKUIT 3aMEHUTb TPAIULIMOHHBIE KOP-
CETHbIE KOCTIOMBI JUIsl OaJlepuH Ha OoJiee
CBOOOIHBIE TYHUKH, YTO BO MHOTOM I10-
BJIMSUIO U Ha U3MEHEHUE Xopeorpaduue-
CKOro sA3bIKa. Jlekopalius nepecraia ObITh
pocTo (POHOM [UTST TAHITYIOIINX, HO TIpe-
BpaTWJIAch B MOJHOIMPABHOE IEUCTBYIOLLIEE
JIALIO CMEKTaKsA. XyI0XHUK BOCIIPUHU-
Majl ohOpMJIEHHE CLIEHBI HE TIPOCTO KakK
«MY3BIKY JIJIS TJIa3», 4YTO caMo 1o cede ObUIo
OYEHb CMEJIO, HO U KaK «4UCTOE» UCKYC-
cTBO. B cBOMX BocnomuHaHusx KopoBuH

TIPUBOJIUT TAKOW TUAJIOT CO CBOUM YUUTe-
JieM u apyrom: «Kax xanb, 4To Thl BCe MU-
IIeTITb IEKOPAIIUY B TeaTpe, 3Kajlb, YTO TBOSI
SKUBOTIUCH, JIUISI KOTOPOI ThI HE MMeellhb
BPEMEHU, PEIKO TOSIBIISIETCS] HA BHICTaB-
Kax, — ckazaj onHax/el [ToneHos. — Moo
SKUBOIINCH, — OTBETWI 51 [10J1eHOBY, — KaK-
TO MaJIo TIOHUMAIOT, 11a ¥ KOMY OHa HykKHa?
A ieKopaiuu s Tak Xe MHIIY, Kak 1 Bce, U
JyMaro 4TO 3TO TAKOe Xe YHNCTOe UCKYC-
ctBo. U 51 pag atomy»®. Y1 TOCKOJIbKY 3TO
WCKYCCTBO OXMBaeT MMEHHO Ha CIIeHe, B
MOMEHT CTIeKTaKJISI, TO BCE TIPOUCXOJISIIIIEe
BO BpeMsI TIOATOTOBKH yITOH00sIeTCsT 6ec-
KOHEYHBIM PETIeTUIINSIM 1 TIOUCKaM, YPaB-
HUBAIOTCS B CBOEM 3HAYeHUW paboTa
OaeTMelicTepa, XyI0XHIKA, apTUCTOB, Ka-
TieTbMelicTepa 1 XyI0KHUKOB-UCTIOTHUTE -
Jeii. B peueHsuu Ha mnpembepy Oajera
«Kopcap» A. Anana B 1912 romy I'onoytres®
mca: «3/1ech He XyIOKHUK U MAIllMHUCT
CILIEHBI TIPUHUMAIOT YJacTHe B CO3MaHUN
xopeorpacduyeckoro odpasa, a dbaneTMmeii-
cTep TMPUAAET TUHAMUKY XUBOMMCHOMY
00pa3y, MpeToKeHHOMY NeKOpaTOpaMH.
TouHO OXWIN 1 3aABUTAINCH, KOMOWMHU -
pysiCh B OECKOHEUHBIC COYETAHWS, WUM-
TPECCUOHUCTUYECKYE TISITHA U3 JIYIIIETO
KOPOBUHCKOTO ToJIoTHa»’. Hemapom Ha
JINCTAX C ACKU3aMU KOCTIOMOB U OyTado-
pUU YaCTO BCTPEUAIOTCS 3aMeYaHUsl, Clie-
naHHble pykoit Koposuna u [opckoro,
TIOXXeJIAHUST CTIPOCUTD COBETa y MAIlTMHUCTA
cuensl Kapna ®@enoposuya Banbliia, mom-
pPOOHBIE OTTMCAHUST TOTO, KaK JOKEH BbI-
JI4IeTh TOT WIM UHOM 3JE€MEHT WIU U3
Yero MMEHHO eT0 HY>KHO BBITTOTHUTS. [1pu-
YeM 3aMeuaHUst 3TU KacaloTcs He TOJIBKO
11BeTa Win (PaKTyphl, HO U «IBWKEHUSI» KO-
CTIOMa, IPUHILIUIIA €TO «pabOThl» B 001LIEM
PUCYHKE TaHIIA U CIICHBI.

K.A. KoposuH 3amonro 1o O©.D. Pe-
JIOPOBCKOTO, OT JAESTEIbHOCTH KOTOPOTO
MPUHATO BECTU WCTOPUI0 MACTEPCKUX
Bosblioro tearpa, 00beAMHIII BOKPYT ce0st
BBINAIONINXCS MAaCTEePOB-MCIIOTHUTEEH,
KOTOpPBIE HE TIPOCTO TIEPEBOIAMIIN PUCYHOK
XyIOXHNKA B HEOOXOIUMBIN IUTSI CLIEHBI
pa3mep, HO U IPUIYMBIBAIN HOBBIE TEXHO-
JIOTUW, CAMW aKTUBHO YIaCTBOBAIN B TBOP-
YeCKOM IIpoliecce.

Bobiioii nHTEpeC MpeaCTaBIIsTIOT ITsT
WCCIIeIOBAHMSI M COXPaHMBIITHECs (DOTOMa-
TepUaTbl, TAIOIINE TIPEICTaBICHUE O TOM,
KaK MIPETBOPSITNCH B XKU3Hb CTOJTb IMITPEC-
CHOHUCTUYECKUE ICKU3BI nekoparmii Ko-
POBMHA, HACKOJIbKO OYKBaJIBbHO CJIEI0BATU
MacTepa-UCTIOTHUTENIM 3CKU3aM KOCTIO-
MOB, KaK, B KaKUX MaTepuaax perrajnuch
CJIOXKHBIE 3aaHMsI, TIOCTABJICHHBIE BBIIAI0-
IIUMCST XYTOKHUKOM.

5 Mosesa H.M. Koncrantnn Koposun. XKusnb 1 TBOpUe-
ctBo. [1ncbMa, TOKyMeHTbI, BocrioMuHanusi. M., 1963.
C. 163.

T'oJioy1IIeB — NCEeBIOHMM M3BECTHOTO KPUTHKA 1 Tpadyka
Ceprest [marosnsi.

Tonoywes. TeaTp u My3biKa: bonbiioii Teatp: BozobHosie-
nue 6anera «Kopcap» // Pycckue Begomoctu. 1912, Ne 13.
17 auB.

B.B. Ibs4YKOB

DcKu3 KOcTioMa K 6ajery
«JlebenuHoe o3epo»

I1.1. Yaiikosckoro. 1919.
Onwnust. 3 akT

Bymara, kapaHnaii, akBa-
pefib, cepedpsiHasi Kpacka

A.A. TOPCKUM

DcKu3 KocTioMa K 6ajery
«JlebenuHoe 03epo».

I1.W. Yaiikosckoro. [1912].
Bymara, akBapesib,
KapaH/janl.

BbICTABKMN

Vasily DYACHKOV
Sketch of a costume for
Pyotr Tchaikovsky’s ballet
“Swan Lake”. Odile,
Scene 3. 1919
Watercolour, pencil, silver
paint on paper

Alexander GORSKY
Sketch of a costume for
Pyotr Tchaikovsky’s ballet
“Swan Lake” [1912]
‘Watercolour,

pencil on paper
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