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THE SPECTER OF THE ROSE
As the curtain rises a young girl returns from a ball, and 
overcome by fatigue she falls asleep in an armchair. In 
her dream, the rose she holds in her hand turns into a 
genie who dances with her, kisses her and then vanishes 
at dawn through a window.
The Specter of the Rose is above all one of Fokine’s most 
inspired works. At fi rst sight it is one of the most simple. 
Nothing is superfl uous, nothing is spuriously brilliant. 
It is simply transcendent virtuosity in the service of 
sentiments. A single movement, a single breath seems 
to animate this dance, undisturbed by the slightest blink 
of the eye. At no time does the spirit revert to being the 
stereotyped dance partner of the sleeping beauty. The 
arms, freed from any kind of classical mannerism are no 
longer constrained to comply with conventional positions. 
They sing, they live, they speak; and their language, which 
is both that of Fokine and that of his interpreters, is one 
of the most fl uid that has ever been danced.

THE AFTERNOON OF A FAUN
“This is not the Afternoon of a Faun of Stéphane 
Mallarmé; it is the musical prelude to Pan’s exploits, a 
short introductory scene. A Faun slumbers; the nymphs fl irt 
with him; a forgotten veil assuages his desire; the curtain 
falls so that the poem may begin in all our memories”. 
Jean Cocteau
The “choreographic spectacle” of Nijinsky was his fi rst 
attempt at choreography. The fruit of long meditation 
and painstaking study, it challenged the entire classical 
heritage. Nijinsky, formerly Fokine’s interpreter, became 
his own choreographer. After having incarnated The 
Specter of the rose and given a soul to the puppet 
Petrushka, Vaslav the dancer composed a role of fl esh 
and blood for himself; a sensual faun who shocked, 
and not only because of the fi nal scene, eloquent in its 
desire. Exalted for the height of his leaps, the virtuoso 
chose here to simply walk, knees bent inwards, moving 
laterally – reminiscent of an ancient fresco, suddenly put 
into motion.

THE THREE-CORNERED HAT
Alarcõn’s satirical novel recounts the amorous intrigues of 
a miller, his wife and the Corregidor (Magistrate) – a rich 
lecherous old man, the man in the three-cornered hat. De 
Falla, Massine and Picasso, working on the choreographic 
adaptation, were obliged to transform the traditional 
narrative into a more modern adaptation; the action was 
simplifi ed to permit greater clarity in the dance which is 
unable to express everything by itself. The character of the 
miller - who, in the novel, is ugly and a hunchback – was 
metamorphosed into a handsome young man. And the 
ending was transformed into an allegory of the people’s 
victory over the monarchy. The fact of not keeping the 
names of Lucas and Frasquita in order to adopt those, 
more symbolic of the Miller and the Miller’s Wife, clearly 
demonstrates the desire to transcend the anecdote so as 
to give a deeper signifi cance to the story.

PETRUSHKA
In a fairground in St. Petersburg, during the carnival, 
a magician presents his three puppets to the crowd of 
onlookers: Petrushka, the Ballerina and the Moor. Behind 
the puppet theatre - where the puppets come to life - 
a drama is being played out for Petrushka – a kind of 
pathetic Pierrot – loves the ballerina, who only has eyes 
for the Moor…
“The ballet plays on the border between reality and the 
imagination. Fokine and Nijinsky populated the fair with 
varied and colourful characters, some realistic in the 
manner of the coachmen and street dancers, others on 
the verge of fantasy such as the leaping devil. This gives 
a special dimension to the classic theme of the contrast 
between the tragic loneliness of hero and the collective joy 
of a festival, immediately placing Petrushka among the 
major works of the twentieth century”. Sylvie Jacq-Mioche



TAPAHTUMAT 

Nuori syyrialainen Narraboth pitää silmällä kuningas Herodeksen 
juhlaa, mutta ainut asia jonka hän todella näkee on prinsessa 
Salome. Hän ei kuule toveriensa varoituksia eikä vangitun profeetta 
Jokanaanin huutoja.


Salome on kyllästynyt tetrarkki-isäpuolensa tunkeileviin katseisiin ja 
kuuntelee profeetan parjaavan hänen äitiään Herodiasta. Salomen 
valtaa outo tarve nähdä Jokanaan, ja sotilaiden vastustuksesta 
huolimatta määrää tapaamisen. Tuo outo mies kiehtoo Salomea 
suunnattomasti, vaikka tämä jatkuvasti loukkaakin hänen 
perhettään. 


Salome haluaa koskettaa profeettaa, suudella häntä, mutta tulee 
raa’asti torjutuksi ja suuttuu. Narraboth yrittää parhaansa mutta 
hänen pyyntönsä kaikuvat kuuroille korville, ja epätoivoisena nuori 
sotilas tappaa itsensä. 


Herodes ja Herodias tulevat etsimään prinsessaa. Kuningatar pyytää 
kaikkia takaisin sisään juhlallisuuksien ääreen. Herodes käskee 
Salomen viereensä pöydän ääreen. Juutalaiset riitelevät profeetan 
sanoista ja hänen merkityksestään, ja huhutun messiaan 
tulemisesta. Vaimonsa vastusteluista huolimatta Herodes pyytää 
Salomea tanssimaan. Hän lupaa tytölle mitä tahansa palkaksi 
tanssista - ja mitä Salome pyytääkään… profeetan pään. 


Herodes pelkää profeettaa ja yrittää tarjota mitä tahansa muuta, 
mutta Salome pitää päänsä, eikä tyydy mihinkään muuhun. Lopulta 
Herodes on pakotettu määräämään sotilaansa surmaamaan 
Salomen.  
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