STUDIES IN

Volume III, Number 1















































































4 Studies in Dance History

Sedova. Receipts: 1,641 rubles, 70 kopeks. In the morn-
ing I rehearsed Pharaoh with Mlle. Pavlova in case she
replaces Mlle. Preobrajenska on Sunday.

A wreath for Mme. Slavina’st jubilee, 5 rubles.

*As of here, the weather reports and most of the budget items
have been eliminated.

**La Source, a ballet in 3 acts and 4 scenes with music by Léo
Delibes and Ludwig Minkus and choreography by Achille
Coppini. was revived at the Maryinsky Theater on 8 Decem-
ber 1902. The ballet was first produced by Arthur Saint-Léon
on 12 November 1866 at the Paris Opéra. Although Delibes
was probably the finest composer for dance before Tchai-
kovsky. La Source was not staged in Russia until thirty-six
years after its premiere in Paris. The choreography was
entrusted to Achille Coppini. a ballet master hired for a six-
month term beginning in August 1902. Associated with La
Scala, where he had reproduced ballets by choreographers
such as Saint-Léon, Luigi Manzotti, and Josef Hassreiter, Cop-
pini was not known for original choreography. According to
Petipa. during his six-month stay in Russia, Coppini “did very
little™ (Russian Ballet Master, p. 86). For the original libretto of
La Source, see Beaumont, Complete Book of Ballets, pp. 432-
439.

***La Bayadere, a ballet in 4 acts and 7 scenes with music by
LudwigMinkus and choreography by Marius Petipa, was first
produced on 23 January 1877 at the Bolshoi Theater, St.
Petersburg. The casting of the principal roles—Pavlova as the
ethereal Nikia, Sedova as the glamorous Gamzatti—suggests
the striking difference in personalities of Petipa’s favorite
soloists. One of the most popular of Petipa’s older ballets, La
Bayadere had been revived only three years before in an en-
tirely new production. It is interesting to note that although
the full ballet was in repertory, the “Shades™ act was frequently
given as a self-contained item on gala programs. For the lib-
retto, by Petipa and Sergei Khudekov. see Wiley. A4 Century of
Russian Ballet, pp. 293-303.

tMariia Aleksandrovna Slavina (1858-?), a mezzo-soprano
celebrated for her interpretations of the Russian lyric reper-
tory. For jubilee and benefit performances, it was customary
for the colleagues of the artist so honored to contribute to a
gift.

16/29 January 1903. Thursday.

In the morning at the theater, the entire Daughter of
Pharaoh with orchestra. My whole body felt uncomfort-
able. Coughed a great deal.

Rehearsed until S.

17/30 January 1903. Friday.

At the school I began to rehearse Pranks of Love* for
the Hermitage.**

*The Trial of Damis, or The Pranks of Love, a ballet in 1 act with
music by Alexander Glazunov and choreography by Petipa,

was first performed on 17 January 1900 at the Hermitage
Theater, St. Petersburg. Although the title routinely given in
Russian sources translates as The Trials of Damis, Petipa con-
sistently referred to the ballet as Ruses d'amour. In Reminiscen-
ces of the Russian Ballet, Alexandre Benois described the ballet
as “a bagatelle suitable for a Court Gala in the Hermitage
Theatre.” “The eighteenth century subject is graceful,” he
opined, “but too light to be moving” (p. 140). For Petipa’s lib-
retto, see Beaumont, Complete Book of Ballets, pp. 552-554.
**The Hermitage Theater, a private court theater where many
of Petipa’s one-act ballets were initially performed.

18/31 January 1903. Saturday.

This morning, at the school, 2nd rehearsal of The
Pranks of Love.1began at 11:30. The soloists were late, as
usual. Mlle. Vasil’eva* sick. Urakova** did not come.
Always the same thing.

*Anna Gordeevna Vasil'eva (1874-1913) danced at the
Maryinsky Theater from 1893 to 1910.

**Anna Petrovna Urakova (1872-7) danced at the Maryinsky
Theater from 1891 to 1908.

19 January/1 February 1903. Sunday.

In the evening Mons. Kchessinsky’s benefit perfor-
mance. 65 years of artistic activity. The 203rd perfor-
mance of The Daughter of Pharaoh was given*—Mlles.
Kchessinska and Preobrajenska and Mons. Gerdt.**
Benefit not unremarkable. The Emperor and Em-
press*** did not come. The old Empresst and Heirtt
did come. Receipts: 6,649 rubles, 13 kopeks.

*With 203 performances since the ballet’s premiere in 1862,
The Daughter of Pharaoh was the oldest and most popular
Petipa ballet in the Maryinsky repertory.

**Pavel Andreevich Gerdt (1844-1917) danced at the
Maryinsky Theater from 1864 to 1916. Handsome, elegant,
and noble in bearing, he was the great premier danseur of his
generation, the hero of more than a score of ballets created (or
recreated) by Petipa between 1870 and 1900. Among his roles
were Rudolph (La Fille du Danube), Lucien d'Hervilly (Pa-
quita), Ta-Hor (The Daughter of Pharaoh), Solor (La Bayadere),
Colin (La Fille Mal Gardée), Désiré (The Sleeping Beauty).
James (La Sylphide), Siegfried (Swan Lake), Prince Kokliush
(The Nutcracker), Prince Charming (Cinderella), Bluebeard
(Bluebeard), and Abderrakhman (Raymonda).

***Tsar Nicholas II and Tsarina Alexandra Fedorovna.
tDowager Empress Maria Fedorovna, widow of Alexander
IIT and mother of Nicholas II.

t1Grand Duke Michael, younger brother of Nicholas II.

20 January/2 February 1903. Monday.

I wired Mons. Bezobrazov in Warsaw, 90 kopeks. At
the school, rehearsed The Pranks of Love until 5:30.
[Bought] 200 cigarettes.
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21 January/3 February 1903. Tuesday.

Inthe morning, at 11,1 rehearsed The Pranks of Love at
the Hermitage.

22 January/4 February 1903. Wednesday.

I rehearsed The Pranks of Love at the school for those
who had been sick. Cast the last big group, in Watteau
style, and composed the pas before the kiss for Marie*
and Gerdt. Rehearsed for an hourand a half.1am down
with a cold.

*Mariia Mariusovna Petipa (1847-1930), Petipa’s oldest
daughter, known in the West as Marie. An outstanding char-
acter dancer, she performed at the Maryinsky Theater from
1875to 1907, creating roles in many of her father’s productions
—Marie in Halt of the Cavalry, Nisia in King Candaules, and,
most notably, the Lilac Fairy in The Sleeping Beauty. She had
critics as well as admirers. In her reminiscences of Petipa pére,
Ekaterina Vazem., for instance, explained Marie’s success asa
simple case of nepotism: “Having a balletmaster for a fatheris
the only explanation for the career of his daughter Marie
Mariusovna Petipa, who went on stage without passing
through a course in the theatre school, and who foralongtime
filled the post of first character soloist despite the fact that
there were stronger and more appropriate people for this post
in the company” (Ekaterina Vazem, “The Balletmaster M. L.
Petipa,” in Wiley, A4 Century of Russian Ballet, p. 283).

23 January/5 February 1903. Thursday.

At the Hermitage generally. The Pranks of Love at 2
o’clock. Suffering from a heavy cold. For more than a
month I have not rehearsed my ballet—very odd!!*
Drew salary. Grand Duchess Vladimir** spoke to me
for quite a long time. So many people are delighted with
my little ballet. Bought a large porcelain vase and small
group. Gave my daughter a group for tobacco and
another [one| in porcelain, paid very very cheap.

*Presumably, Petipa is referring to The Magic Mirror, which he
was busy rehearsing as late as January 11. Still, with the pre-
miere only two weeks away, it does seem odd that no rehear-
sals of the ballet were scheduled.

**Grand Duchess Maria Pavlovna, wife of Grand Duke
Vladimir, the Tsar’s uncle and a great patron of the arts.

24 January/6 February 1903. Friday.

In the evening to the Hermitage. First performance—
the Carthage actof Les Troyens and my ballet, The Pranks
of Love, 45 minutes. All the pas [were] applauded. [ am
down with a cold.

25 January/7 February 1903. Saturday.

At the theater, 2 acts (Ist and 2nd) [of The Magic
Mirror] with orchestra, and 2 acts without orchestra. The
whole went very badly. The Director came. Mons. Gla-
zunov* came. Music terrible. I finished at 5. In the eve-
ning Mons. Bezobrazov at the house. Very tired.
Many annoyances.

*Aleksandr Konstantinovich Glazunov (1865-1936) was the
composer of Petipa’s Raymonda (1898), The Trial of Damis, or
The Pranks of Love (1900), and The Seasons (1900).

26 January/8 February 1903. Sunday.

In the morning,* the opera The Queen of Spades. In the
evening,29th performance of Swan Lake—Mlle. Kches-
sinska. Receipts: 2,799 rubles, 20 kopeks. Weather is
quite nasty. No winter. In the evening, had an
enema.**

*Matinée performances in Russia typically began in the late
morning in order to end in time for mid-afternoon “dinner.”
**Like most people of his generation, Petipa believed that
enemas were essential to good health. Subsequent references
to these monthly events have been cut.

27 January/8 February 1903. Monday.

Sent Victorine, 10 rubles, 33 kopeks. I rehearsed The
Magic Mirror for those who had been sick. Last act.
Returned home at 4:30. At 5, I fell ill.

Doctor, twice, 6 rubles. It's my cold and my stomach.

28 January/10 February 1903. Tuesday.

Gotup at 7.1 did not feel well enough to go rehearse.
Stayed home. In the morning, at 10:30, Mons. Bezo-
brazov came to the house.

29 January/11 February 1903. Wednesday.

Went to the school to compose the coda for the end of
the ballet [The Magic Mirror]. Finished it at 2. They were
supposed to rehearse 2 operas—to put obstacles in the
way of my benefit performance. The Director changed
the order. No opera; the stage for me every day.

Mons. Koreshchenko* dined with me. In the eve-
ning, Mons. Bezobrazov stopped in. Then, Baron
Kusov** came to ask me to put off my benefit perfor-
mance for 4 days. I refused.

*Arsenii Nikolaevich Koreshchenko (1870-1921) was a pia-
nist and the composer of The Magic Mirror.

**Baron Vladimir Alekseevich Kusov (1851-1917) was an
official in the administration of the Imperial Theaters from

_



6 Studies in Dance History

1896 to 1917. In 1903, he was head of the production de-
partment.

30 January/12 February 1903. Thursday.

At the theater, 3rd and 4th acts of The Magic Mirror
with orchestra. I arrived at the theater and saw the prac-
ticables of the first act—why? Then, they tell me, no
orchestra; it’s too much. I rehearsed only with piano.
Messieurs Rozenfel'dt and Konstantinov* both sick.
They're all scoundrels.

*Josif L'vovich Rozenfel'dt and Petr Aleksandrovich Kon-
stantinov were rehearsal pianists.

31 January/13 February 1903. Friday.

At the theater I rehearsed [The Magic Mirror] with
orchestra up to the 6th tableau, [but] without decor—
nothing.

Did not sleep all night. Had dizzy spells.

1/14 February 1903. Saturday.

At the theater at noon I rehearsed 2 acts with appall-
ing decors.* then 3 acts without decor. During the break
I gave everyone lunch. All the artists brought me great
success. I spoke and was much applauded. Afterward, 1
rehearsed the pas in the last act.

*The sets of The Magic Mirror were by the painter Alexander
|Aleksandr Iakovlevich] Golovin (1863-1930), a protégé of
Telyakovsky and a designer highly regarded by the artists
associated with Serge Diaghilev’s journal Mir iskusstva (The
World of Art). In addition to designing numerous productions
atthe Imperial Theaters (he had along and fruitful collabora-
tion with Vsevolod Meyerhold), Golovin designed the sets for
Diaghilev’s Boris Godunov (1908), Ivan the Terrible (1909). and
Firebird (1910).

2/15 February 1903. Sunday.

At the school I cast and rehearsed the Shades scene
from the ballet La Bayadere for the Hermitage. In the
evening, they were supposed to give Pharaoh; strangely
they gave La Source. Doctor Pavlov came.*

*Doctor Pavlov was frequently called to attend Petipa, who
duly noted each visitand the five-ruble fee it entailed. Further
references to Doctor Pavlov and his fee are cut.

3/16 February 1903. Monday.
At the theater I rehearsed the whole ballet [The Magic

Mirror], with orchestra but nothing else. Gave bonbons
to the pupils.

4/17 February 1903. Tuesday.

Stayed home. They rehearsed The Fairy Doll* at the
Hermitage. I sent the program for The Magic Mirror writ-
ten by my son to Mons. Helmersen** at home. At 5 the
two Legats*** came to the house.

*The Fairy Doll, with music by Josef Bayer, designs by Léon
Bakst, and choreography by Nicolas and Sergei Legat, was
first performed on 16 February 1903 at the Hermitage Theater.
The work was based on an older “toy” ballet, Die Puppenfee,
presented at the Vienna Hofoper in 1888 with choreography
by Josef Hassreiter. In Reminiscences of the Russian Ballet,
Alexandre Benois described the 1903 version, designed by his
friend Bakst: “The balletis a trifle and the music mediocre, but
Bakst was delighted when he was commissioned and. feeling
at once that it was something of which he would make a suc-
cess, setto work in a kind of frenzy—unusual for him in those
days. His enthusiasm and love for our native city. St. Peters-
burg, and personal recollections of his childhood, gave Bakst
the happy idea of transferring the action to the St. Petersburg
Arcade, known to every St. Petersburg child because of the
toy-shops that were concentrated there. Here, too, during the
sixth week of Lent, was held the famous Palm Week Fair, in
which toys played a most prominent part. These memories
formed the foundation of the scenario as adapted by Bakst,
and luckily he found the friendliest support for the idea in his
two ballet-masters, the brothers Legat™ (pp. 228-229).
**Ludwig (Lev Aleksandrovich) Helmersen (1843-1904) was
a special assistant to the director of the Imperial Theaters
from 1897 to 1903.

***Sergei and his brother Nikolai (Nicolas) Gustavovich
Legat (1869-1937). A graduate of the Imperial Theatrical
School in 1888, Nicolas Legat followed Pavel Gerdt in many
oftheera’s great classical roles, including Désiré (The Sleeping
Beauty). Siegfried (Swan Lake), and Jean de Brienne (Ray-
monda). Appointed an assistant ballet master in 1902, he
choreographed The Fairy Doll with his brother Sergei in 1903
and in subsequent years revived such Petipa works as The
Seasons, Le Talisman, and Bluebeard. In the 1920s he worked
briefly with Diaghilev’s Ballets Russes, then devoted himself
to teaching in his London studio.

5/18 February 1903. Wednesday.

Istayed home. At 1 they rehearsed The Fairy Doll atthe
Hermitage.

6/19 February 1903. Thursday.

I rehearsed The Magic Mirror with orchestra, but still
with nothing else.
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7/20 February 1903. Friday.

At the theater the orchestra rehearsed. I cast only the
last group in 10 minutes. No applause whatsoever for
The Fairy Doll—fiasco.

8/21 February 1903. Saturday.

In the morning répétition générale of my ballet The
Magic Mirror. Nothing was right in the plan for the
decorations—they're awful. What bad luck for the ballet.
After the ballet the Director came to congratulate me
with the whole troupe. He shook my hand and said,
“Your ballet is admirable and many compliments.”* I
am very tired.

*Fora fuller account of what Petipa regarded as Telyakovsky's
attempt to ruin The Magic Mirror, see his Russian Ballet Master,
pp. 79-81. For Telyakovsky's quite different interpretation of
the same events, see the lengthy excerpt from his memoirs
quoted in Wiley, A Century of Russian Ballet, pp. 418-420.

9/22 February 1903. Sunday.

In the evening, my benefit performance: The Magic
Mirror. Full house—the Emperor, Empress, and entire
Imperial family. I was much feted. Music, decors, and
costumes appalling. The ballet is a fiasco.* Expendi-
ture quite heavy. Lunch for the orchestra and in the
evening 5 bottles of champagne, 40 rubles, 46 kopeks.

Receipts: 7.045 rubles, 25 kopeks—ordinary price
2,868 rubles, 70 kopeks [illegible].

Received a letter from Victorine.

*For other views of the premiere, see Yury Slonimsky.
“Marius Petipa,” trans. Anatole Chujoy, Dance Index. 8, Nos.
5-6 (May-June 1947), pp. 126-127. Although the tone of his
criticism was measured, Alexandre Benois shared Petipa’s
disappointment with Golovin's designs. Reviewing the pro-
duction in Mir iskusstva, Benois wrote: “Certainly the coarse
and absurd attacks made by the newspapers and the public
against the production of The Magic Mirror are to a great extent
unjust. There is much in Golovin's sets that is beautiful. But
where is the ensemble? Where is the central idea? Everything
seems so badly patched together. so little thought out. Of
course Golovin’s genuinely artistic manner and his remark-
able range of colours are a great treat for the eye. His sets are
like a very refined gastronomic dish. beside which our usual
décor is no better than an ordinary plat du jour. And yet, in the
theatre, these dull plats du jour are perhaps more in their place
than a dish served at the wrong moment—however refined it
may be. It seems to me that the chief object of a production
should be to interpret its subject . . . that the décor should be
painted by first-class artists is less important. The productions
of Chroneck, Vsevolojsky and Stanislavsky must be con-
sidered as classical in spite of the fact that their sets are

executed by mediocre artists. There is sense in them, and in
some there is even genuine poetry. . ..

“Decadence is now the name for all that rises above tri-
viality and lack of taste. Still, I cannot refrain from using this
epithet in connection with the present production of The
Magic Mirror. It is decadent in the literal sense; it has revealed
the paralysis of artistic will that is the normal attribute of
epochs of decadence—when great talents, stultified by
apathy, neurosis or despair, are so prevented from realising
their full possibilities” (quoted in Benois, Reminiscences of the
Russian Ballet, p. 223).

10/23 February 1903. Monday.

In the morning at the Hermitage. At 2 rehearsed the
Shades scene from La Bayadére for tomorrow evening,
last performance at the Hermitage. Then, stayed home.

11/24 February 1903. Tuesday.

Stayed home. At 6 visited Mons. Bezobrazov. Then,
to the Hermitage, for the last performance. They gave
one act of opera, one act of a Russian play, and the
Shades act of the ballet La Bayadére—Mons. Gerdt,
Pavlova II, Egorova II, Vaganova, and Trefilova, 32 in
the corps deballet, and 12 pupils. Applause for the corps
de ballet, the 4 variations, at the end, and when the cur-
tain rose. The whole court dressed in boyar style—and
photographed—a splendid sight.

12/25 February 1903. Wednesday.

In the afternoon, at 2, went to see Director Telya-
kovsky at home. Wired the Moscow and Warsaw troupes
for the wreaths [sent] to my home, also Mme.
Grimaldi.* At 5:30, went to the Minister’s. In the even-
ing, the 204th performance of The Daughter of Pharaoh.
Receipts: 2,777 rubles, 95 kopeks.

*Enrichetta Grimaldi, an Italian dancer who performed in
Russia from 1899 to 1906.

13/26 February 1903. Thursday.

Received a letter from Victorine. In the morning the
ballet La Source. Receipts: 1,198.95. Holiday until 16
February. Visited Mons. Pleshcheev,* not in—then, to
Mons. Vsevolojsky’s, stayed with him for an hour.

Gave to Mons. Vsevolojsky’s people, 1 ruble.**

*Aleksandr Alekseevich Pleshcheev (1858-1944), ballet writer
and historian, was the author of Nash balet (Our Ballet) and a
number of other books about dance.

**Callers were expected to tip the domestics at homes they
visited.
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15/28 February 1903. Saturday.

Appalling night. Itching everywhere and light sweat.
In the morning they gave Halt of the Cavalry* and Cop-
pélia, with Mme. Trefilova and Mons. Gerdt. In Halr,
[Marie| Petipa and Sedova. The Emperor, his wife, and
the Grand Dukes. The Emperor gave bonbons to the
pupils.

Received the official paper to go to the Emperor’s on
Wednesday at 2:30. In the evening I took a bath.

*Halt of the Cavalry, a character ballet in 1 act with music by
Johann Armsheimer and choreography by Petipa, was first
performed on 21 January 1896 at the Maryinsky Theater, St.
Petersburg. Marie Petipa was presumably repeating the role of
the spunky Austrian villager that her father had tailored to her
vivacious personality and talents as a character dancer, while
Julie Sedova was probably dancing the second female lead,
Theresa, originally created by Pierina Legnani. For the lib-
retto, see Beaumont, Complete Book of Ballets, pp. 540-542.

16 February/1 March 1903. Sunday.

Last day of performances. This morning they gave (1)
The Magic Flute,* with Mlle. Pavlova II and Fokine.
Legat has a bad foot and was replaced by Fokine in The
Fairy Doll. (2) First time on [the Maryinsky]| stage—The
Fairy Doll, which had been given [before] at the Her-
mitage and was not liked—no applause. (3) Last act of
Paquita ** 1 stayed home after my bath. My wife*** and
my son went to the Maryinsky. I wrote to Nadia.t

*The Magic Flute, balletin 1 act with music by Riccardo Drigo
and choreography by Lev Ivanov, was first performed on 10
March 1893 at the Imperial Ballet School, St. Petersburg.
Combining elements of La Fille Mal Gardée and the Pied
Piper, The Magic Flute was a French “village™ ballet, with a
heroine, Lise, whose poor sweetheart, Luc, was rejected by her
mother in favor of a Marquis. From a hermit, Luc receives a
magic flute inscribed with the words: “Play on this and every-
body will be forced to dance. It will bring you luck.” Needless
to say, the ballet ends happily when Oberon reveals that he
was the hermit and will only forgive Lise’s mother if she will
consent to the union of the two sweethearts. At the premiere, a
very young Michel Fokine played Luc. The ballet, a favorite
with Anna Pavlova, was often performed by her company
abroad. For the libretto, see Beaumont, Complete Book of
Ballets, pp. 630-631.

**Paquita, ballet in 2 acts and 3 scenes with music by Edward
Deldevez and choreography by Joseph Mazilier, was first pro-
duced on 1 April 1846 at the Paris Opéra. The ballet was first
staged by Petipa on 26 September 1847 at the Bolshoi Theater,
St. Petersburg. When he revived the ballet there on 27 Decem-
ber 1881, he added a pas de trois and the children’s mazurka
and rechoreographed the grand pas, all to music by Ludwig
Minkus. This production was first given at the Maryinsky
Theater on 11 October 1892.

*¥**Liubov' Leonidovna Savitskaia (1854-1919), Petipa’s

second wife and the mother of his children Nadezhda,
Evgeniia, Victor, Liubov’, Marii, and Vera. Moscow-trained,
she made her debut at the Bolshoi Theater. From 1872 to 1888
she danced at the Maryinsky Theater.

tNadezhda Mariusovna Petipa (1874-1945), Petipa’s daughter,
familiarly known as Nadia. She danced at the Maryinsky
Theater from 1892-1907. In his memoirs Telyakovsky des-
cribed her as Petipa’s “ungifted daughter Nadezhda, who was
in no wise a mime artist” (quoted in Wiley. 4 Century of Russian
Ballet, p. 419).

17 February/2 March 1903. Monday.

I bought galoshes for Marius. Mme. Sokolova* came
to see us. My first son, Marius,** came to say good-by.
He leaves tomorrow. He has performed here 15 times.

*Evgeniia Pavlovna Sokolova (1850-1925) danced in the
Maryinsky company from 1869 to 1886. A “Petipa ballerina.”
she created principal roles in many of his ballets, including
Roxana, The Beauty of Montenegro, Mlada, A Midsummer Night's
Dream, The Adventures of Peleus, and The Cyprus Statue, or
Pygmalion. After retiring from the stage, she became an in-
fluential teacher, conducting the “class of perfection” during
her brief tenure as a ballet mistress at the Maryinsky. Among
her students were Anna Pavlova, Tamara Karsavina, and Vera
Trefilova. For a recollection, see Tamara Karsavina, “Eugenia
Sokolova: Family Album,” The Dancing Times, September
1964, pp. 622-623.

**Marius Mariusovich Petipa (1850-1919), Petipa’s oldest son
and an actor.

18 February/3 March 1903. Tuesday.

Sent Victorine 10 rubles. Yesterday, I received the
official paperthatthe Emperorallows me mysalaryof 9
thousand rubles until the end of my days. How splen-
did! Now may God grant me some years still to live. I
went to the cashier to pick up the voucher for my entire
benefit performance. Then, to the office on Tcher-
nichov Bridge. I received two vouchers—for 3,884
rubles.

Boughtalarge vase with a group playingthe cello and
a lady singing.

19 February/4 March 1903. Wednesday.

Yesterday, at 10 in the evening, received a letter from
Mons. Bezobrazov. He wrote me from the railway car-
riage. At 2:30 I went to the Emperor to thank him for my
engagement, seeing that I was engaged without con-
tract. The Emperor gave me his hand 3 times. He said
some charming and flattering things. Afterward, I went
to the Director’s to thank him.

Louba went to Mons. Pleshcheev’s.
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