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INTRODUCTION

The ballets Minkus set to music span some thirgryef the nineteenth century
(1860-90) and embody trends typical of the timee Tihst scores he wrote were for
the last great dance master of the French Rom8&nticol, Arthur Saint-Léon (1821-
1870). Works like the Hungaridfiammettaand the Russian/Polidte Poisson doré
provide good examples of the type of fantasticdtalturrent in the 1850s and 1860s,
where an everyday scenario is intersected by sapeal beings and sometimes an
anthropomorphised nature.

The violinist, conductor and composer Aloysius LigiwMinkus (23 March
1826—3 December 1917) was a subject of the Austiapire, Czech by birth. He
received his musical education in Vienna, but hative life was spent mostly in
Russia. From 1853 to 1856 he directed the serfestca of the powerful Russian
aristocrat Prince Yusupov, appeared as a violinispland taught the violin. In 1861
he became a solo violinist at the Bolshoi Theatrélbscow, and conductor of the
orchestra for ten years from 1862. For much of tinie he was also ballet composer
to the theatre. From 1866 he taught the violinh&t Moscow Conservatory, and
further served as Inspector to the Orchestras @fitiperial Theatres. In 1868 the
choreographer Marius Petipa planned his b&iat Quixotefor the Bolshoi Theatre
and Minkus was invited to compose the music. THeb&as an enormous success
and led to Minkus being appointed Official Compogserthe Imperial Russian
Ballet—a position he held until it was discontinuadl886. In 1872 he moved to St
Petersburg in this role, and collaborated with gzettn some further 16 ballets over
the next 19 years, the most famous bdiagBayaderg1877). Minkus left Russia to
return to Vienna, possibly in the summer of 189here he lived in semi-retirement
on a pension from the Tsar's treasury. He diedié@mha in 1917, at the age of 91.

This volume reproduces the music from two of Mirikusarly works with Saint-
Léon, instances of the comparatively rare publicatf the composer’s work in his
lifetime: excerpts fronfFiammattain its later adaptation &8éméa and the complete
score ofLe Poisson doré

—Néméa ou L’Amour vengé. Ballet Pantomime en detesgar M. M. Henri
Meilhac, Ludovic Halévy et Saint-Léon, Maitre ddl&a des Théatres Impériaux
de RussieMusique de Louis Minkoudnspecteur de la Musique des Théatres
Impériaux de MoscauTranscrit pour Piano par Maximilien Grazian{Paris:
Heugel, 1865) (four excerpts) 5, 7, 5, 9 pp. (Beseg Danse de la noce hongroise,
Chanson a Boire et Galop, Pot-Pourri — Andante, d@afa coquetterie, Pas des
lucioles).

—Le Poisson doré. Ballet fantastique en trois actemposé par Mr. Saint-Léon,
musique de L. Mincous. Arrangé pour le piano paiSéhubertB ( St Petersburg:
Th. Stellowsky, c. 1870). Piano score (116 pp.).
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FIAMMETTA / NEMEA
FIAMMETTA

Minkus’s first ballet, the fantastical three-alamya lyubvi, ili SalamandrgThe
Flame of Love, or the Salamander, also calléthmmettd," was given its first
performance on 13/25 February 1864 at the Bolsham&nhny Theatre in St
Petersburg (with Marfa Muravyeva in the leadingeTo The scenario and the
choreography were by Arthur Saint-Léon, the mogtdrtant dance master of the day
in both Paris and Russfa.

Synopsis
Act 1

The Kingdom of Cupid

Homage is paid to the god. Terpsichore and her enaiddance for the divine
residents of Olympus. Mercury interrupts the proiegs to tell of a noble youth,
Count Friedrich Sternhold, who does not believéoire or its presiding divinity. He
has squandered his inheritance on wild living, aad hopes to recoup his losses by
marrying the daughter of the Princess Millefledrsis girl, Ragonda, is in love with
Otto, and both have entreated the protection ofidCie conjures up the couple who
appear on one side, and then the Count on the. atherCount appears in a pavilion
marked with the notice “Love is forbidden here”,rreunded by his dissolute
companions who are drinking, gambling, and makimgrgnwith some gypsy women.
Cupid resolves to take up Ragonda’s cause, summsrisllowers around the altar of
love, and from the sacred flame brings forth a bedugirl Fiammetta. He
commissions her to ensnare the Count without cangeathything, and flies off with
her on this mission.

Act 2

The estate of Count Sternhold in the Tyrol. Onliéfieis the pavilion, on the right a
barn. There is a hedge in the background, and heybis a splendid landscape.

The Count is making merry with his friends, as e wision of the first act. Their
carousing is interrupted by the sound of a shofj #rey run to the fence to
investigate. Here they find Cupid, disguised as umt$man. Despite his cool
behaviour, they invite him to join the company, dredis amused to read the sign on

L Arthur Pougin, Supplément et Compléme(®t880) to Francois-Joseph FétigBographie universelle des
musiciens.

2 Marfa Nicolayevna Muravyeva (b. Moscow, 29 Juna8,8l. St. Petersburg, 15 April 1879). Russian dgrishe
studied at the St. Petersburg Imperial Ballet SEheowd became a member of the Bolshoi Theatre .tigre was
much admired in the Romantic repertory, also vegcsssful in Moscow, and one of the first Russialtebnas to
dance at the Paris Opéra (1863-64).

3 Arthur Saint-Léon (1821-70), French dancer, chgrapher, ballet master and teacher. He studied hikh
father, a ballet master at the courts of Tuscary Siuttgart. His début was in Munich (1835), andshedied
further in Paris with Albert, before being appothfgremier danseur in Brussels (1838). He went tanT ililan,
Vienna and London where he created Phoebus in tReEemeralda(1844). He toured extensively all over
Europe with Fanny Cerrito (his wife, 1845-51), ambreographed his first great successes for Aagi¥iplon du
diable 1849), before being appointed teacher at thesRpéra where he was in charge of ballet diverissgs
for many years. He succeeded Perrot as ballet mafstee St Petersburg Imperial Theatres (1859¢6®ere his
greatest success wake Little Humpbacked Hors&864) and was also ballet master at the ParisaQ{i863-70)
(La Source 1866;Coppélia,1870). He was much admired as a dancer, fobai®n and élévation and as a
choreographer for his gifted adaptations of natidaaces.
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the pavilion. Before they drink his health, he agkse could fetch his Gypsy friend,
who is nearby in the woods. They agree, and Cupiy® on Fiammetta in disguise.
During the dancing that follows she begins to eref@scination on the Count to the
amusement of his friends. As the evening falls,spats are seen returning home.
Cupid invites them to tarry for some refreshmemig] shey entertain the company
with Tyrolean dances. Cupid draws the Count's &ttento endearing scenes of
affection, some parents with a baby, a young coupleve yearning to be married,
whom Cupid helps by giving them money. When the r@da charmed by these
scenes, Cupid points to the forbidding notice oa gavilion. When the Count’s
servant Martini mocks his master’s changing atétudupid causes him to fall in love
with an old woman, to the amusement of the compd&wsace settles over the
company who join in a berceuse. The Count’s tutdves, admonishes his charge,
and urges him to get on with his betrothal to Ragom order to ward off his
financial ruin. The Count agrees to do so after omare dissipation. He asks
Fiammetta to become his mistress, but she reatiisoeblness. After a quarrel with
Cupid who pretends to be angry at the Count’s itmpemce, Fiammetta tries to cheer
him with her dancing. The Gypsy women return, amel orgy commences with a
drinking song. The tutor returns to remind the Qafrhis commitments, and to close
the party. He bids farewell to his friends, conssi®f his passionate feelings for
Fiammetta. Cupid in the meantime replaces the eatit the pavilion with another:
“The House of Pure Love”.

Act 3

A Gothic Hall in Princess Millefleur’s castle.

The Princess is attended by Otto and her ladiegaiting. She receives news of the
imminent arrival of Count Sternhold, and calls hiaughter to tell her the news.
Ragonda can scarcely conceal her dismay, and wiePrincess and Otto go to
receive the guests, the ladies try to console Her.maid Yolande plays a game of
flowers with her, offering two bouquets, one oftsicas for sadness and one of roses
for joy, which she must choose with closed eye® ®lakes sure Ragonda picks the
roses. Otto appears on the balcony, full of anxibiyt is consoled by Ragonda’s
reassurances that she will never marry anotheo. lidies as the Princess returns with
the guests. Ragonda greets the Count coldly, angreeccupied with thoughts of
Fiammetta, does not pay her proper attention. Tiec®&ss puts this down to his
tiredness from his journey, and suggests that thgiage contract be signed in the
morning, after he has rested in the castle fomight. He agrees, and left alone with
Martini, falls asleep on his couch. The servanksemut another couch in an alcove,
but is startled by a ghostly figure. He awakensnmasster in his fright, and the Count,
on going to investigate, is himself the recipiehtaoseries of apparitions. He sees
Cupid and Fiammetta embracing, then Otto and Ramoadd finally Fiammetta
alone who tells him that she can never be his.iklesack exhausted, and calls for
help. Servants rush in followed by the PrincesgidRda and their friends. They try to
soothe the Count, aware of what has upset him.

Act 4
The castle grounds. In the background a terracetsout for the wedding reception.

The Princess, Ragonda, the Count and his tutoalargeated at the table Peasants
enter and dance for the bride, presenting her Watvers. Cupid now appears,
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disguised as a notary, and accompanied by Fiamrrettse guise of his daughter.
The Princess is amazed at the girl's beauty. lneme of mime, Ragonda decides to
tell her mother about her love for Otto, while Fraetta induces the Count to break
off his engagement to Ragonda. The notary tearsthep contract, and to the
astonishment of all, brings Ragonda and Otto tegetpointing out that they truly
love each other, while the Count really loves Fiagtiag) and was actually about to
marry Ragonda for her wealth. Fiammetta, howegenpi of the terrestrial world: she
is transmuted into fire and disappears. As the €aoushes at the notary, he is
transformed into the God of Love. All pay Cupid remye, and the princess gives her
blessing to the marriage of Otto and Ragonda.

Marfa Muravyeva, one of the first Russian dancerstdur extensively abroad,
achieved great success in the part of Fiammettaviflscow the ballet was call&dhe
Salamande) The production was notable for the introductadmew stage devices,
like shadow effects with convex mirrors and eleclight (according to Pleschay®v
The ballet remained in the repertory for some teary. Later Russian interpreters of
the title-role were P. P. Lebedeva (1865), A. Ggawt (1868), E. P. Sokolova (1869),
and M. Ogoleyt (1874).

NEMEA

Saint-Léon’s influence secured this work productiorthe French capital. Perhaps it
was for this occasion that Minkus accompanied Sadoin to Paris to mount the work
at the Académie Royale de Musique. It was reducetivb acts and re-christened
Néméa, ou I’Amour veng&larfa Muravyeva’'s achievements had brought her to the
attention of Emile Perrin, the director of the BaBipéra, who invited her to dance
there. She repeated her success in Pafi¥emea with a scenario adapted by Henri
Meilhac and Ludovic Halévy, the librettists of Qffeach’s most sucessful operettas.
The ballet was performed at the Paris Opéra onulyl 1864, with considerable
success (with Muravyeva, and with Eugénie Fiocr€agsic).

The new cast shows the change in character names:

(O00 10101 81\Y, 0] [ =T o M Mérante
MoKO, the Count's fHIENd ..........ccoiiiiii i eees Dauty
[SEWANN, 8 QYPSY +uneeeernieeeiiiee e et ie e e e eet e e e e et e e e eeaa e e e e et e e eeeta e eesaraaaees Chapuy
Kiralfi, Hermiola's flanCe ........coouiivniiiieee e Remond
Minden Hermiola's father..........c.oouiiieiiii i Lenfant
Néméa, a village maiden ... Mme Muravyeva
CUPI - e Eugénie Fiocre
Katerina, Hermiola's MOtNEr ..........oiuiinii e ©hne
[IKB, B QYPSY -ereennieeeeiieitiit e e et memmm s ettt e e e nnna e Aline
[ (11 01T ] F= T MeuSanlaville
0] =1 1 (o - Marie Pilatte

YN [ (ST r= 0| o IR Verne

4 Alexander PleshcheyeMash Bale(St Petersburg, 1897).

5 Eugénie Fiocre (b. Paris, 2 July 1845, d. 1968nch dancer. She wasemiére danseusef the Paris Opéra
(1865-75), and much admired for her beauty, esphgéraher many assumptions of travesty roles. Steated
Frantz inCoppélia(1870).
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Synopsis
Act 1l

A clearing in an Hungarian forest, with a statue@ipid, half-hidden in flowers, on
the one side, and a terrace marking the boundarCofint Molder's land on the
other.

Villagers are celebrating the marriage between H#enand Kiralfi. The girl Néméa,
however, detaches herself from the merrymakingcé®dings are interrupted by the
arrival of the local lord, Count Molder, and hisefrds. He discourteously turns his
attentions to the bride, and her father appealSupid for help. The Count pushes
him aside, and in so doing knocks over the stafubeogod from its pedestal. Later,
Néméa returns to confide her sorrows in Cupid,whigpers the name of the man she
loves. As she looks up, she finds the empty plodbupied by the god himself, who
smiles, and tells her that her beloved is guiltyaafrave offense. Night falls, and the
nymphs, fauns and glow-worms dance in the glade.tl@n Count’'s return they
vanish, and he looks at the fallen bust, still lo& ground. As he leaves, Cupid again
occupies the pedestal and points menacingly aCtumnt’'s castle.

Act 2

A magnificent room in the castle, which opens mother where there is a table
covered by the remnants of banquet.

Dawn is breaking. The Count and his friends havenbwaking merry all night. They
hear strange music, and see a group of strollimyeps passing by. The Count
summons their leader (who is Cupid in disguise}l asks to be entertained by the
beautiful girls of the troupe. Néméa is broughtaing the Count is smitten. She eludes
him consistently, however, and Cupid assures Madldatr she will never be his. The
Count is enraged and draws his sword, but Cupidstudrim to stone. Néméa
intercedes with the god, whereupon the walls ofdastle dissolve. The Temple of
Love is revealed, with the statue of Cupid restdmeds pedestal. All do homage to
the god. The Counts begs for forgiveness, and videaméa adds her prayers, Cupid
smilingly pardons him.

Néméa, ou '’Amour vengeas given its first performance on 11 July 1864npiEess
Eugénie hurried into town from Saint-Cloud to begant, even though she was in
official mourning for the King of Wirttemberg. Alsm the audience were many
dancers, including Marie Taglioni, Pauline MontesBanny Cerrito, Marie Petipa,
Marie Guy-Stephan, Mme Dominique, Zina Merante &fatie Vernon. Minkus’s
score was praised by many of the critics. "It sthie platitudes of.a Mascherd,
what a strophe by Musset is to a vaudeville coliplEtuvin conceded; and Gautier,
remarking its "haunting, dreamy quality”, was red®d of the songs of gypsies, and
observed that "the harmonies introduce those svemet somewhat effeminate
falterings, whose secret Chopin and Glinka knewwssl". Minkus reveals his
concern with sustaining mood, relating this alsorchestral colour and display. The
voluptuous delights of th€hanson a boirén Néméaare conceived as tla@lagioof a
fiery csardas, the sultry hedonism conjured up by af the solo cello suggesting

5 La Maschera, ou Les nuits de Venisallet in 3 acts, scenario by Vernoy de SaintiGes, choreography
Giuseppe Rota, music by Paolo Giorza, first perfanon 16 February 1864. It was performed 25 timmd u
1865.
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Hungarianbraggadocioin its skips and strutting dotted rhythms. The &awnf the
Glow-worms is an exercise in fleeting figures andgamer lightness.

Roqueplan singled out Saint-Léon's choreography ifsr "imagination and
originality, his ability to handle masses, his gsé in seeking motifs for higas,his
talent in achieving variety of effect, and the iféyt he shows in making use of all the
resources of the company”. The first act contaitte®l berceuse,a pas seulby
Muravyeva; anhongroise;a pas de dixboy Mme Dominique's pupils, "performing
ballonneswith comical conscientiousness"; anghas des luciolegjanced in electric
light by twenty-four girls wearing miniature oilf#s attached to their foreheads. The
second act was not so interesting by comparisohn thi¢ first, including gas de la
pommeby Dauty, Eugenie Fiocre and Marie Pilatte;pas de cing,in which
Muravyeva was partnered by Chapuy; and finallgh@anson a boiredanced by
Muravyeva.

Muravyeva was warmly received, but her technicargiomings did not pass
unnoticed. Parcours, cabrioles,and ample movements are denied her", wrote
Roqueplan. "Her worn-oytointesscrape the stage without stabbing it, except when
she is supported by a partner who gives her theepeélicular line and rigidity. She
has ndbatterie; her feet have never known the feeling ofeatrechat sixFinally, her
arms, which are never fully extended and move ljgriallow of no fullness of
movement. Nevertheless, the impression Mlle Muraayereates on the audience
cannot be denied, although it can be explainéd.”

The ballet remained in the repertoire for sevengjegttaining 53 performances by
1871, earning 7,202.80 fr. in receipfShe work received a third transformation when
on 15 March 1868 it was given at the Teatro Comreuira Trieste, asFiamma
d’amore The French periodicals of the time referred tee“young Russian violinist”
(his name given as ‘Minkous’ in transliteration tfe Russian spelling); Arthur
Pougin described him afliniste et compositeur russe

Arthur Saint-Léon

" Guest,The Ballet of the Second Empiréondon: Pitman Publishing, 1955, 1958. Rptoie vol., 1974); 198-
199.

8 See Ivor GuestThe Ballet of the Second Empifieondon: Pitman Publishing, 1953, 1955 [two vols$ one
1974), p. 259.

9 See Note 6.
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LE POISSON DORE /
ZOLOTAYA RYBKA
(The Golden Fish)

Saint-Léon’s greatest ballet for Russia was hiskweith Cesare Pugnikoniok-
Gorbunok(The Little Humpbacked Hors€1864), based on a Russian fairytale. He
tapped into the same material ire Poisson doréwith Minkus, but rather less
successfully.

Saint-Léon had continued to work with Minkus, désgiis busy engagements in
Paris. In 1866 the ballet-master attempted anotia@let on a Russian theme.
Immediately upon his return from the highly sucéalsdoscow premiere offhe
Hump-Backed Horsehe completedThe Golden Fish,supposedly inspired by
Pushkin's poetic fairy-tale (itself based on a Garrolktale, “The Fisherman and His
Wife”), but so altered that no one was able to geie it. Thus on 8/20 November
1866, for the celebration of the Tsarevitch’s weddihe oversaw the production a
one-act balletZolotaya rybkaLe Poisson dorg with Minkus’s music, at the Bolshoi
Kamenny Theatre in St Petersburg. The first patteoPoisson doréad been given
at this gala performance, with Lebedeva as Galat#yreva as the Golden Fish and
the Page, Stukolkin as Taras, and Ivanov as Pe&qgetster. The Crown Prince of
Denmark and the Prince of Wales were present.

The work was then developed as a three-act ballehé same theatre a year later.
The complete version dfe Poisson dorévas given at the Bolshoi KamennyTheatre,
St Petersburg, on 26 September/8 October 1867, @iitjlielma Salviort’ making
her Russian début as Galia. Saint-Léon expresseshtisfaction in a letter to Charles
Nuitter of 2 October 1867:

In my opinion too the ballet is one of the bestteAfthe premiére, | did not feel it necessary to
cut a single measure. It is extraordinary, forRetersburg public | think it is a little too refohe
Minkus had a success, and the scenery is splefidélast 2 acts are being given at the gala for
the marriage.

The gala for the Imperial nuptials took place on3080October 1867. Salvioni
appeared in scenes 4 and @.efPoisson doré

Synopsis
The fairy tale by Alexander Pushkin follows theeknof the German original:

A poor fisherman catches a talking golden fish,eachanted prince, who asks in mercy to
thrown back into the sea. The fisherman compliesl @eturns to his hut of sticks and mud
where his angry old wife upbraids him for his stifyi in not asking for a reward. The
fisherman returns to the sea and calls on thewish provides them with a fine house. But the
wife is not satisfied, and asks repeatedly foreneentally more wonderful spells from the fish.
The cottage becomes a noble residence, a roydé castimperial palace, the papal basilica.
Her request to become the equal of God, howevadsléo catastrophe, and they are returned to
their little hut of sticks and mud.

The old Russian woman from Pushkin's poem becabiieanian girl, Galia; the old
fisherman her young Cossack husband, Taras. InaprepThe Golden FistBaint-

10" Guglielma Salvioni (b. Milan, 1842, d. ?), Italidlancer. She studied at La Scala Ballet Schoalugting in
1856, and then danced in various Italian theatied, at the Paris Opéra (1864-67) where she crédadd in
Saint-Léon’sLa Sourceg(1866) and the ballerina in his Pushkin-inspifée Golden Fislin St Petersburg (1867).
She became prima ballerina of the Vienna Court ®#870-73) where she created Myrrha in Paul Tag$io
Sardanapain the inaugural ballet performance of the newrag®use in the Ring (1869).



XVi Introduction

Léon did not seem to assimilate even the amatercatie had had at the time of the
creation ofThe Hump-Backed Horseith Pugni. Pushkin’s tale is used to provide the
merest framework for the scenario which is more ceomed with providing
opportunities for dance and local colour.

Act 1

A Kazak village on the Dnieper RiverEvents depicts the magical rise to fortune.
Taras and Galia appear in the context of a Cossaitiku with set dances from
Kazan. The relationship between them is develo@adia’s dissatisfaction with her
place as a fisherman’s wife emphasized. The crucidér scene ensues, when Taras
throws out his net, the Golden Fish appears, amved through Taras’s kindness.
Magic shells given to Taras by the fish are thramto the Dnieper, bringing about
the magic transformation to wealth and splendoloe, incremental process of the
wife’s growing greed and ambition conflated intastione great change in fortune.
The rest of the act celebrates the new-found pragp&alia is seen in front of her
mirror admiring her new self, an opportunity foms® set national (Polish) ensemble
dancing (mazurka, cracowiak), with an extended splmortunity for Taras.

Act 2

Galia’s palace The action depicts the celebration of the mdgiocad fortune, with
Galia hailed a powerful monarch. Peasants bringtetraditional homage of bread
and salt in her private apartment, which then gkarto a luxurious chamber in the
palace where there is a solemn entry of her cogplete with jester and musicians.
This first part is dominated by triumphal marchesicl give way to more national
dancing, again of an essentially Polish flavourlgkoi, cracoviak) with a long scene
for the jester and musicians, and, very interedtingpe light of later developments, a
dance for Bayadeéres with scarves. The relationfl@pween Galia and Taras is
developed in a bigas de deuthat leads into the finale.

Act 3

The gardens of Galia’'s palace, a magic island, thkage. Events see fortune
succumb to hubris. The action is essentially stdtiégded between two set scenes, the
first in the garden in front of Galia’'s palace, teecond, introduced by a long
intermezzo, the Dances of the Roses on a fante$tied with an underwater scene
(scene sous-marifeOnly at the end is the plot resumed, with Galiiumphant
dance that leads to the reversal of fortune andeten to origins in the finale which
presents a thematic montage of all that has gofueebe

Guglielmina Salvioni made her Russian début as aG&hiaint-Léon had only
limited co-operation from Salvioni. She performedm technical feats in the leading
role of the Cossack wife, but could not be expettedreate a Ukrainian character.
The ballet was filled with novelties of every kinglith tricks performed by machines,
such as a flight on a magic carpet, and the suddemg up of a diamond castle. But
nothing could sav@he Golden Fislirom failure. It was the focus of repeated attacks
by the critics, and it was used by Saltykov-Shcimeds the point of issue in his bitter
pamphlet,Project of a Contemporary Balletvhere all the absurdities of Saint-Léon
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were set down with most sarcastic remarks.

The score, comprising of fifteen numbers, show®raarkably fluid concept of
danced action, with only a few formally designatithces: mazurka, cracoviak and
march in act 1, cracoviak, polonaise and marchct2aand none actually named in
act 3 in its two extended dance sequences. Thesevixy high percent of mimed
dance in the score, with the finale particularlyneekable for its extended and
durchkomponiert character, with the story themdgicehearsed in a long series of
reminiscences.

After The Golden FishSaint-Léon produced three more ballets in Stef8burg:
two curtain-raisers, and a considerable four-acbhpusition. The latter was another
collaboration between Saint-Léon and Minkus, aiglararrangement ofa Source
given in St Petersburg &diya (Le Ly9 in 1869. The ballet-master seemed to rack
his brains for novelties. His ballets, repeating ame patterns, were now played to
half-empty houses. In 1869 the Directorate did reoew Saint-Léon's contract, and
he left for Paris where, shortly before his deatth870, he create@oppélia,which in
the 1880s found its way to Russia, there to atidong and successful existence.

Saint-Léon was not alone instrumental in the decbhthe Russian ballet and its
temporary loss of a positive idedoppéliaproved that he was capable of much
more. But he was typical of the popular taste aad willing to be a useful tool in the
hands of the artistic Directorate. It was the Rarsglancers and the two Russian
schools, always preserving the national traditishp saved the ballet of that period
from complete decline. Much in this respect wasedby the Moscow ballet, freer
than that of St Petersburg from the constraint®f@itialdom and under a lesser
obligation to amuse at all costs.

For Minkus Le Poisson doréepresented something more positive. His score is
purposeful and full of careful attention to atmosgeh national colour and orchestral
vividness. Much of the special colour lo# Poisson dorélerives from the evocation
of a Cossack background as appropriate mood fofolk&ale. The simple life of the
fisherman Taras and his wife Galia is located is thilieu established by the Entry of
the Cossacks and the following Dances from KaZdre artificial atmosphere of
their ascendancy through the magic of the Goldeh i embodied in a register of
Polish themes, with a mazurka, ‘polskoi’ and twaaaviaks used to symbolize the
rather vulgar splendour of Galia’s palace and céestivities (an analogy familiar
from Glinka’s A Life for the Tsar The big act Pas de Deuxs dominated by a long
cello solo. The heroine Galia’s dissatisfactiorcasveyed by cornet solos in all three
acts, her ambition in act 3 by two extended solws the flute. The emotional
fulfilment of her dreams, and its relationship tards and the Golden Fish, is
suggested by an intermezzo in the middle of adtaB lbboks back to the act 2 love
music in an elaborate solo for the cello. Thamitssical qualities were recognized and
had some popular appeal is suggested by the appeacd the complete score in
piano arrangement within two years of the premiétiee—first full work by the
composer to be published in Russia.

11RoslavlevaEra of the Russian Ballet5. Mikhail Egrafovich Saltykov, pseud. N. Shctirdi826-89), Russian

writer and satirist, born in Tver. He was exiledMyatka because of his satirical st@@pntradictions(1847), but

later became a provincial vice-governor of Ryaze858-60) and Tver (1860-64); retired from the csélrvice

(1868) and devoted himself to literature, espegiall editor of radical periodicals, and author atfrical books

against bureaucrats and the gentylfernskiye ocherkil856-57). He edited with Nekrasov the radidates of

Ege Fatherlandand of his many book3he Golovlyov Family1876) and th&ablesare among those translated.
Ibid., 75.
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