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Tax c0KMJI0Ch, 9TO UCTOPUsT «OBITOBBIX» TAHIEB CJIa00 OCBEMIAJIACH B POCCHUIi-
CKOI1 ¥ COBETCKOI HayKe, Ha MIEPBOE MECTO BCErIa BhIXOAUIa uctopus batera. OgHa-
KO B MHPOBOI1 HayKe UCTOPHUH «OBITOBOI'O» TAHIIA y/IEJIA€TCSl OY€Hb MHOIO BHUMAHUS,
TaK KaK TaHEI[— 3TO CBOeOOpa3HOEe 3€PKAJIO ODIIEeCTBA, OTPAXKEHNE €r0 KYJIBTYPHI,
B3aMMOCBS3€H MEXK/Iy JIFOJIbMHU.

B nociiegnee mecarunmerne B Poccun BbIpoc MHTEpEC K «OBITOBBIM» TaHIIAM ITPO-
mtoro. Ceffyac BO MHOTHMX TOPOJAX CO3JAIOTCS KJIYOBI, WIEHBI KOTOPBIX U3YYalOT
¥ PEKOHCTPYHUPYIOT CTAPUHHBIE TAHIIBI, IPOBOAATCSA MHOI'OYHCJIEHHBIE (DECTHUBAIIN.
IIpusiTHO OCO3HABATH, UTO HAYMAJIO ITOMY JIBHKEHUIO 66110 mosioxkeHo B [lerepbypre
B KoHrie 90-x rogoB XX Beka.

Ha 6a3e Caukr-Ilerepbyprckoro Kiryba CrapuHHOTO TaHIa €2KE€r0THO TPOBOTUTCSI
KOH(EpEHIIN, TOCBAIIEHHAs UCTOPUN «OBITOBOTO» TAHIIA, HA KOTOPOM BCe YKeJalo-
e MOTYT TOJEIUTHCS UTOTAMU CBOMX PaboT, OOCYIUTh WHTEPECYIONINE UX BOIPO-
cbl. Marepuasibl koHdpennwmii, nporeamux B 2014 u 2015 rogax MbI mpejjiaraem
Bamemy BHEMMAaHHIO.

[IpoBenennn sTux KoHpepenumii 661710 HeBO3MOXKHO 6e3 Akanemun Pycckoro Ba-
slera uM. A. 91. Baranosoii, KOTOpOil MbI BbIpaXkKaeM IIy0odaiiinyio 6J1arogapHoCTb.

Exarepuna Muxaitnosa-CMoIbHIKOBA
Esrenuns Epemuna-CosienukoBa



Maprapura Cusmaena

Bassa Franzesse n Bassa di Schastiglia — 1Ba Tanna, Hanucanubie
Ha OIHY MY3BIKY

Bassa Franzesse — tamer Hpo-JopKCKOro MaHyCKpHIITa [Smith, 1995b, 25|, Bassa
di Schastiglia ommcan Bo @nopenTuiickom mamyckpunTe [Smith, 1995b, 23-4]. O6a
MaHYCKPHIITa ObLIM HAIIMCAHBL B OJIHOM DETMOHE W IIPMMEPHO B OJHO BpeMsi [Smith,
1995a, 195 u 203], comep:KaT CXOMHBI HAGOP MOCTKIACCHYIECKUX TAHIEB, TIOITOMY
MOXKHO CM€JIO IIPE/III0JIaraTh, 9TO aBTOPLI OOOUX TAHIEB HAXOAUJINCH B ODIIEM KYJIb-
TYPHOM KPYyTy M NPUHSATYIO B HEM TAHIEBAJIBHYIO MY3bIKY 3HAJIM.

Tanmer ctunst JloMeHUKO 06J1aIAI0T CIIOXKHBIM MEHSIIOIUMCST PUTMUYECKUM PHU-
CYHKOM, JIJISI HUX HY?KHA CIEIMAJIbHO HAIMCAHHAS MYy3bIKA.

V30CTh KyJIbTYyPHOIO KPyTa JIO/e, BOBJIEUEHHBIX B COUMHEHNE U UCIIOJIHEHIE TaH-
1eB cTussl JIoOMEHUKO ITO3BOJISAIA MCIOJIB30BATEH UyKUE NOCTUKEHUSA CO 3HAUUTETIb-
HBIMU n3MeHeHUstMu. Bassa Franzesse m Bassa di Schastiglia Tomy mpumep.

Bassa Franzesse ObL1 Hammcan, cKOpee BCEro, IIOJ FOTOBYIO MY3BIKY, K KOTODOIi,
BO3MOXKHO, JOTHCAIn (PUHAIBHYIO dacTb saltarello. 9Ta My3blka HE COXpaHUIACD,
HO ee CTPYKTYPY MOXKHO BOCCTaHOBHUTH 110 cxeMe TaHna. [locmorpum Ha Tabmumy 1.

Ne takra ‘ IMTarnu
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Continentia
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Sempio
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Ne takra | IIlaru
5 Ripresa Franzesse
6 Ripresa Franzesse

Continentia
Continentia
Sempio

Sempio
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Doppio

Doppio

Sempio

Sempio

Ripresa Franzesse
Ripresa Franzesse
Ripresa Franzesse
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Ripresa Franzesse
Ripresa Franzesse
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[Musypa Saltarello]
1-8 | 8 saltarello

Tabymma 1: Cxema Bassa Franzesse.

TaHeu HaYMHaEeTCA KOpOTKI/IM ,I[ByXTaKTOBI)IM BCTYILJICHUEM. 3aTeM TpHu pa3a II0-
BTOpPAETCA CBA3Ka IIaroB 1 He6OJ'II)IHI/IMI/I U3MEHEHUAMU — I10CJIEI0BATE/IbHO YMEHb-
[IaeTcss KOJIm4ecTBO doppio ¢ ISTH JI0 TpeX, a 3aTeM 0 OJHOr0. JTO OYeHb UHTE-
pecHasi My3bIKaJbHas 3aJada, HO Mbl HAKOIJIa HEe y3HaeM, KaK OHa ObLIa pereHa
B JIAHHOM CJIydae. 3aTeM CielyeT «XBocT» saltarello — durypa yxoma, BeposTHO.

Tenepsb nmocmorpuMm Ha Bassa di Schastiglia. Ee cxema npesncrasiena Ha Tabimie 2.



Ne takTa ITaru KomMmeHnTapun
1 Reverentia
9 Continentia
Continentia
Sempio
3 .
Sempio
4 Doppio
5 Doppio
6 Doppio
7 Doppio
8 Doppio
Sempio
9 .
Sempio
10 Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
11 .
Ripresetta Franzesse
12 Ripresetta Franzesse
Ripresetta Franzesse
13 Ripresetta Franzesse
Ripresetta Franzesse
14 Semp%o
Sempio
15 Doppio
16 Semp%o
Sempio
17 Ripresetta Franzesse
Ripresetta Franzesse
18 Ripresetta Franzesse
Ripresetta Franzesse
19 Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
20 .
Ripresetta Franzesse
IloBroputs TakTer 3-20 1Ba pasza
1 Reverentia
2-12 11 saltarello
Sempio
13 Kapasiep yxomnur Briepe.

Sempio




Ne takTa ITaru KomMmeHnTapun
14 Doppio
Sempio
15 .
Sempio Jlama ero gorouser.
16 Doppio
Sempio
1 .
Sempio
2 Doppio
3 Doppio
4 Doppio
5 Doppio
6 Doppio
Sempio
7 .
Sempio
8 Doppio
9 Sempio Ilepssrit miar Brepe,
Sempio BTOPO# Ha3a1.
10 Reverentia

Tabmuma 2: Cxema Bassa di Schastiglia.

My3sbika K 9TOMY TaHI[y TOXK€ HE COXPAaHMJIACh, HO B CTPYKType TaHI[@ BUJIHO
HEKOTOPOE CXOJACTBO C IPEIbLIY M.

Yr06b! yOEIUTHCs, 9TO CXOJCTBO €CTh, MbI IOIIPOOOBAJIN BBIPOBHSATH 0H6€ CXEMBbI
JPYT OTHOCHUTEJIBHO Jpyra Ha ria3. Ha Tabauie 3 mpeacTaBiieHbl Pe3y/IbTATHI BbI-
paBHUBAHUS MIEPBOIl YACTU TAHIIEB.

Bassa Franzesse Bassa di Schastiglia
Reverentia g0 3emsm Reverentia
Continentia

Continentia

Continentia Sempio

Continentia Sempio
Sempio .
Semgio Doppio
Doppio Doppio
Doppio Doppio
Doppio Doppio
Doppio Doppio




Bassa Franzesse Bassa di Schastiglia

Sempio
D i .
opplo Sempio
Sempio Ripresetta Franzesse
Sempio Ripresetta Franzesse

Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse

Ripresa Franzesse

Ripresa Franzesse

Ripresa Franzesse

Continentia
Continentia
Sempio
Sempio
Doppio
Doppio
Doppio
Sempio
Sempio

Ripresa Franzesse

Ripresa Franzesse

Ripresa Franzesse

Continentia Sempio
Continentia Sempio
Sempio
. D i
Sempio opplo
. Sempio
Doppio Sempio
Sempio Ripresetta Franzesse
Sempio Ripresetta Franzesse

Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse

Ripresa Franzesse

Ripresa Franzesse

Ripresa Franzesse

Tabmma 3: CpaBuenne nepsbix dacreii Bassa Franzesse n Bassa di Schastiglia.



JIByXTaKTOBOE BCTYILJICHHE B 0OOUX CJIydasaX UCIIOJIb30BAHO JJjid IPUBETCTBUS, 00a
9THUX IIPUBETCTBUS COBEPIIEHHO OOBIYHBI JjIsl TaHIeB cTuiist JloMeHuKo.

IlepBas cBs3ka maroB Bassa Franzesse jserko mpeBpalaercsi B MepBYIO CBI3KY
Bassa di Schastiglia. Ix orimuaer masmume aByx continentia snauasie. 11 Bassa
Franzesse, nu Bassa di Schastiglia 6aJu1o, HO OHE cO3/1aHBI C UCHIOJIb30BaHUEM bacca-
naHn, PPaHIy3CKUX NI UCIAHCKUX, HEKOTOPOE KOJUYIECTBO KOTOPBIX IPHUKUIIOCH
B Uramun (Borges [Smith, 1995b, 44]).

Mmuorune KopuopHbIe 6accaJ aHIbl HAUMHAIOTCS (QUIYPOH BLIXOJA HE B TOM Me-
cre 3aja, rjge OyIyT UCIOJHEHBI CIOXKHBbIE U 3pEeJIUIIHble (PUTYDPBI, & HA PACCTOs-
HIAU HECKOJIBKUX IIIaroB, & I03TOMY (DUrypa BBIXOZA COCTOUT U3 IPOXOISAIINX IAr0B
6e3 nokJIoHa nian Japyroro npusercrsus (Principessa [Smith, 1995b, 2558, Cupido
[Smith, 1995b, 70-2], Bassadanza [Smith, 1995b, 26]). B mekoropsix ciaydaax Ta-
Kre GaccaJaHIbl HauuHatoTcs 1ByMst continentia. Ho aBropsr Bassa di Schastiglia
continentia mpoxonku B HavaJjie HE UCIIOJIb30BAJIA.

Ecin onm mpemraranm MCHOMHATHL Cpady JBa Sempio, TO y HUX JIOJKEH ObLI
ocTaTbCs €lle OJIMH TAKT B KOHIlE CBaA3KM. Ero morparwim Ha erie jBe ripresetta
franzesse (anasor ¢paniyysckoro demarche).

Bropoit noBrop cBa3ku maros npomyckaeM — B Bassa di Schastiglia y nero mer
aHaJora.

Tperuit yauBuTeIbHBIM 06PA30M [TOXO0XK HA MEPBBII.

Ha srom mepBast wacts Bassa Franzesse 3axanumsaercsi, a Bassa di Schastiglia
[IOBTOPSIETCS €Ille Pa3, UCKJII0Yasi IIPUBETCTBHE.

Wrak, 4T00BI MOIyUnTh MY3BIKY IJIs1 mepBoil dactu Bassa di Schastiglia my»x-
HO B34Tb MY3bIKy IepBoii yactu Bassa Franzesse, yJannTb n3 Hee BTOpO IOBTOD
M HOBTOPUTH IIEPBBIl U TPEeTHUl IIOBTOPHI ABa pa3a.

ITocmorpuM Temepsb Ha BTOPYIO YacTb TAHIEB B Tabmure 4.

Bassa Franzesse | Bassa di Schastiglia | KommenTapuun

8 saltarello Reverentia

11 saltarello
Sempio
Sempio
Doppio
Sempio
Sempio
Doppio

Kapastep yxomnut Bmiepe.

HHama ero jiorouser.

Tabmma 4: Cpasuenne Bropbix dacteii Bassa Franzesse n Bassa di Schastiglia.

[ITaru Bassa di Schastiglia 3anumator 16 TakToB. To ecTh My3BIKY BTOPOil dYacTn
Bassa Franzesse Hy>XKHO IIPOCTO y/IBOUTB.

Tperbs gacts Bassa di Schastiglia He nmeer anasora B Bassa Franzesse — B Heil
TOJIbKO JBe dactu. OHa Jierko obpas3yeTcsi U3 IepBOit, Kak BUJIHO U3 TabJIUIb! 5.
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Bassa di Schastiglia I yacte | Bassa di Schastiglia ITI gacts

Reverentia

Continentia

Continentia
Sempio Sempio
Sempio Sempio
Doppio Doppio
Doppio Doppio
Doppio Doppio
Doppio Doppio
Doppio Doppio
Sempio
Sempio

Ripresetta Franzesse
Ripresetta Franzesse

Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse

Ripresetta Franzesse
Ripresetta Franzesse

Sempio Sempio
Sempio Sempio
Doppio Doppio
Sempio
Sempio

Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse
Ripresetta Franzesse

Tab6suma 5: CpaBHenue nepsoit u Tperbeit Bassa di Schastiglia.

ITocmennne nBa TakTa — ABa sempio u reverentia — 310 3aBepmaromuii mokaoH. On
HUYEeM He OTJIMYaeTCsl OT MOKJIOHA B HadaJie TaHIla W TaKyKe 3aHMMaeT JIBa TaKTa.
ITosToMy My3bIKa HadaJa TaHIA MOXKET OBITh MUCIIOJb30BAHA B €r0 KOHIIE.
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Takum obpazom, st 6amno Bassa di Schastiglia u Bassa Franzesse npeamomoxu-
TEeJIbHO ObL/Ia MCIOJIb30BaHA OJHA U Ta XK€ MY3bIKa, HO C HEOOJIBIINMHU IEPECTAHOB-
KaMH ee JacTen.

Cnucok nutepatypbl

[Smith, 1995a] Smith, A. W. Fifteenth-Century Dance and Music: Twelve
Transcribed Italian Treatises and Collections in the Tradition of Domenico
Da Piacenza / A. W. Smith. — Hillsdale, NY: Pendragon Press, 1995. —
Vol. 1.

[Smith, 1995b] Smith, A. W. Fifteenth-Century Dance and Music: Twelve
Transcribed Italian Treatises and Collections in the Tradition of Domenico
Da Piacenza / A. W. Smith. — Hillsdale, NY: Pendragon Press, 1995. —
Vol. 2.
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Gerrit Berenike Heiter

Models of Physical Appearance and Behavior at Dance occasions
in French Treatises of Civility of the 17*" Century

While the case study of the education of the future Louis XIII, meticulously
recorded by the journal of his personal physician permits a rare insight in a royal
upbringing at the beginning of the 17" century [Héroard, 1989]1, the multiplica-
tion of treatises of civility and their translations in all European languages shows
a particular interest and need in the understanding of the codes of social behavior
in the polite society. The mastering of emotional and physical movements, expressed
in gestures and words in consideration of other persons are in the very center of civil-
ity, which means therefore the capacity of living together [Grassi, 1998, 11], [Pons,
1992, 19-32].

This article focuses on the body ideal represented in treatises of civility and
‘savoir-vivre’ of the 17" century and particularly on the information on dance they
provide.

The treatises cannot emphasize enough the importance of an early initiation
for formal behavior and of the rules concerning aristocratic distinction and respect
of rank, as well as the apprenticeship of dance and other aristocratic skills.

1 The Importance of an accomplished upbringing

Indeed our society has difficulties to imagine how naturally a child of aristo-
cratic birth (and other classes as well) started the apprenticeship of the rules and
codes of his rank. By imitating adults, a child learned to take his or her place
in society step by step. The domination of the body, the control of (involuntary)
movements and affects, as well as the quality of the whole physical presence of a per-
son was part of the ideal of the noble ‘habitus corporis’ in 17" century France?.
The final ambition of the educational process was to change the imitation into
a natural act, meaning that those actions should become a second nature, because

!Please refer to my article: “Jumping, dancing and dressing up: a royal upbringing between
play and performance. Jean Héroard’s observations on the future Louis XIII”.

2See works of Bourder [Bourdieu, 1979] and Swartz [Swartz, 1997]. Although Bourdieu’s so-
ciological studies concern the French population after the second world war, his analysis
of the traditional process of elite up-bringing, derived from aristocratic principles is employ-
able for the French aristocratic society of the ‘Ancien Régime’. For a more recent study see
work of Hengerer [Hengerer, 2005, 519-529].
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they were perfectly assimilated. By his or her appearance and bearing, by the elo-
quence of the body, a person confirmed his or her social affiliation to the aristocratic
elite. Thus the adaptation and training of the expected bodily behavior was central
in an accomplished education in order to produce the easiness of good manners de-
manded by the social noble circle. All along the 17*® century the process of polish
for the courtier developed constantly, but reached the ultimate stage of refinement
of court ceremonial during the establishment of the court in Versailles under Louis
XIV. In this restrictive and censuring court society, success and favors of the king, or
disgrace in front of the whole court society depended on the performance of the social
role of an aristocrat. The ‘grand bal & la frangaise’ may be considered as emblem-
atic for the performative character of the ceremonial of French court ball [Lecomte,
2014, 184-198].

2 The emerging genre of the conduct book

The increasing production of treatises of civility and conduct manuals during
the 16" and 17*" centuries in Europe tried to satisfy the need of guidance regarding
the socially expected behavior necessary to a successful career as a courtier as well
as to establish a system of moral standards [Chartier, 1987, 45-86]. The treatises
have been written with regard to different target audiences, varying from general
educational manuals for children and their parents, like the paradigmatic ‘De ci-
vilitate morum puerilium’ [Erasmus, 1530], to conduct books destined particularly
for female eduction and behavior, for ex. ‘L’Honneste fille’ by Francois de Grenaille
[Grenaille, 2003] or the ‘Réglement donné par une dame de haute qualité & M*** sa
petite-fille, pour sa conduite et pour celle de sa maison, avec un autre réglement que
cette dame avoit dressé pour elle-mesme’ by Jeanne de Schomberg, duchess of Lian-
court and published in 1698 [Schomberg, 1997|. The majority is addressed to a male
reader and especially written for the courtier, like those seminal, widespread, often
translated treatises ‘Il Libro del Cortegiano’ [Castiglione, 1528|, ‘Menosprecio de
corte y alabanza de aldea’ [Guevara, 1539] or ‘Il Galateo’ [Casa, 1558]. Last but
not least, specific treatises exist on conversation, letter-writing, duels, riding, and
of course dance.

Depending on the final purpose of a conduct manual, whether the author in-
tended to give good advice on being a successful courtier capable of simulation and
dissimulation, hence a socially agreeable person with a personal strategy or a perfect
Christian gentleman, different approaches concerning the body, its appearance and
its polite manner in moving through the social space can be discerned. The ideal
of the ‘honnéte homme’ has multiple facets and the claim of being a man of quality
is intimately linked to his attitude and conduct. Throughout the century moral
reflections emphasize on the intertwined relationship between soul and body, thus
revealing the baroque dilemma between the dutiful Christian, careless for worldly
vain matters and turned towards the salvation of his soul and the demands of a so-

14



ciety where appearance is constitutional for all inter-relational communication and
the concept of the ‘theatrum mundi’, where everyone has to play his or her part,
is deeply rooted in the consciousness [Grassi, 1998, 12|, [Magendie, 1970], [Montan-
don, 1992, 7-18|, [Bury, 1992, 125-138|. The mutual recognition of the social status
and hierarchy is central not only in the court society, but symptomatic for society
as a whole [Elias, 1969].

In 1995 a research group on conduct manuals under the direction of Alain Mon-
tandon published a bibliography listing all published conduct manuals in the French
language [Montandon, 1995]. It is striking to compare the number of different first
editions including first editions of translations: in the first half of the 16" cen-
tury there are 13 titles [Montandon, 1995, 31f.], in the second half there are 5 times
as many®. In comparison to the 16" century, the number of first editions in the 17
century triples. The bibliography enumerates 234 titles, general manuals as well
as translations from foreign well-known treatises as quoted above to those treatises
on specific skills, like dance [Montandon, 1995, 42-75|. In the 16" century, Lambert
Daneau’s Anti-Dance treatise ‘Traité des danses, auquel est amplement résolue la
question, & savoir s’il est permis aux chrestiens de danser’ [Daneau, 1579], [Mon-
tandon, 1995, 39]* is listed as well as Thoinot Arbeau’s ‘Orchésographie’ [Arbeau,
1589]°, [Montandon, 1995, 41] and in the 17" century Francois de Lauze’s ‘Apologie
de la danse’ [Lauze, 1623], [Montandon, 1995, 47].

Dance treatises are an acknowledged source for rules of social and especially polite
behavior. In a larger perspective they are part of the literary genre of treatises
of civility and ‘savoir-vivre’. Inversely, comments and information on dance may be
found in those books as well. Both genres try to establish a certain ideal of behavior
and are thus historical sources who do not portray behavior in a realistic, but in an
embellished, ideal way.

Two examples, one of the beginning of the 17" century, from 1604, Thomas
Pelletier’s ‘La Nourriture de la noblesse’ [Pelletier, 1604] and the other one from
the seventies of the 17" century, but with many re-editions and translations until
the middle of the 18" century, Antoine de Courtin’s ‘Nouveau Traité de la civilité qui
se pratique en France, parmi les honnétes gens’ [Courtin, 1672b] provide information
concerning dance and on expected behavior at balls.

3The bibliography by A. Montandon cites 66 titles, among them are also several translations
of the paradigmatic treatises, without mentioning several re-editions during the same period.
Thus the number of printed conduct books is even higher.

4Montandon dates the treatise of 1580, a In-8° edition, but the BNF possesses three examples
of the 1579 In-12° edition.

5Marie-Frangoise Bouchon, having consulted the different original examples of the ‘Orchésogra-
phie’, believes that the actual date of print was 1596, as she demonstrates in her unpublished
article ‘Le cas Tabourot’ [Bouchon, 2004].

15



3 “Je recommande le milieu et non pas I'excés”®

The advent of an administrative nobility, serving with their pens rather than
with their swords signifies a fundamental change in the role of the nobility at court.
The internal power conflicts at the French court, heightened by the religious con-
flicts during the 16" century and in particular in the second half of the 16" century,
demanded specific political and social responses. Amongst them was the importance
of a brilliant court-life to attract the nobility and to be able to control them, as Cate-
rina de’ Medici knew well [McGowan, 2008, 128|, [Capodieci, 2011], [Werden, 2011].
New, more refined codes and ceremonial acts were used to increase the dignity and
underline the importance of the king and thus strengthen the royal function. Con-
sequently this required of those who wanted to have success at court to learn these
new codes as well if they wanted to please their king, especially Henri III who ac-
tively tried to reform the rules of court life but without much success. [Boucher,
1981, 196-205], [Chatenet, 2002, 106-141].

During the whole 16" century young French noblemen went to Italy to train
for horse-riding, sword-fighting and dance in famous academies to gain the polish
necessary to please at court. During the reign of Henry IV different voices called
for the foundation of such academies in France and the first academy for young
noblemen, directed by Antoine de Pluvinel was founded in 1594. When Henry IV
recalled the Jesuits in 1603, he entrusted them with the college in La Fléche. Due
to the success of their curriculum where dance and theater had a large part they
founded several colleges all over France”.

The growing interest for a complete educational curriculum finds another defender
in one of the earlier treatises: Thomas Pelletier’s ‘La Nourriture de la Noblesse’
from 1604 [Pelletier, 1604]. In twenty discourses he assembles and exposes every no-
tion of importance for a young nobleman concerning knowledge and virtue, as well
as the vices and errors he should avoid. Hence the topics of his discourses are:
Virtue, Vice, Piety, Justice, Study, Obedience, Idleness, Talk, Sobriety, Prudence,
Temperance, Friendship, Conversation, Liberality, Valor, Ungratefulness, Exercise,
Travel, Ambition and last but not least: a Happy Life. In the 17" discourse on ex-
ercises Antoine Pelletier is exposing the importance of an early dance training [Pel-
letier, 1604, 85-86]°:

8See further below the whole citation by Antoine Pelletier [Pelletier, 1604] with the Russian
translation following.

"Marie Demeilliez has dedicated her doctoral thesis to an exhaustive study of the musical and
choreographic activities in the Jesuit colleges of Paris [Demeilliez, 2010].

8The Russian translation of all citations are from the historian Maya Goubina, to whom I also
wish to express my thankfulness. Biuiarogapio M. B. I'y6uny 3a BBIIOJIHEHHBIH I1€PEBO.
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Quant a la danse, i’estime que c’est
Pexercice qu’'vn Gentilhomme doit ap-
prendre fort ieune: car d’apporter vn
grand corps dans la salle d’vn maistre
a l'age de dixhuict, & vingt ans, tout
barbu, grossier, roide, & lourd comme vn
Elephant, ce sera bien vn chef d’ceuure
si on prend iamais honneur & vn tel
escholier. Si exerceant de bonne heure
il se formera vn (sic!) habitude de
bien porter son corps, le mouuement &
P’action de ses membres en sera plus gay,
plus libre, plus & soy, sans estre comme
tout lié & enueloppé en vn monceau. Ie
desire que ce Gentilhomme n’ait pas tant
d’ambition, de scauoir si & fond la science
des pieds de son maistre qu’il doit estre
curieux de 'immiter sur tout en sa bonne
grace. Car si la danse n’est releuee d’vn
bel air toute ceste diuersité de parterres
n’y donne pas grand lustre ny eclat.

Ie tiens que de tous les exercices que
la ieunesse peut apprendre en ce bas
age, il n’y en a pas vn seul qui la face
plus paroistre ne qui luy donne plus
d’accés aux bonnes compagnies que faict
la danse. Car de demeurer planté con-
tre la tapisserie d’vne salle comme vn
songe creux, ou de ne regarder que par
dessus l’espaule des autres, il me sem-
ble que cela est plus propre a vn valet
de chambre qu’a vn Gentilhomme. e
recommande le milieu & non l'excés en
toutes choses, car il n’y a rien de si beau,
rien de si agreable ny de si bien fait qui
en le continuant par trop ne donne en fin
du degoust & mesme du mespris. le ne
loué donc pas vn danseur ordinaire qui ne
fait que courir de bal en bal, pour faire
voir qu’il y scait quelque chose de plus
que ses compagnons. 1l s’y faut trouver
quelquesfois, mais rarement & que ce soit
tousiours aux plus honorables, & mesme

B Tom, uTo Kacaercs TaHUEB, s CUM-
Tal0, YTO JBOPSIHUH JIOJIKEH YIUTHCS UM
B CAaMOM MOJIOJIOM BO3pacTe, TAK KaK Ha-
VUHUTBCsI TaHIEBATH 6opomady 18—-20 ser,
y2Ke UMEIOIeMy KpYyIHOe Herubkoe Te-
JI0, TSPKEJIOE KaK y CJIOHA, JIOJI2KHO ObITh
HACTOSIIUM YYJIOM, €CJIM, KOHEYHO, KTO-
HUOYIb COTJIACUTCSI IMETh TAKOI'O Y I€HN-
ka. Eciin ke TpeHupysiCb ¢ MaJoro BO3-
pacra, OH [IBOPSHWH| NPUYHYUTCS KPACH-
BO VIIPABJISAATH CBOUM TEJIOM, JIBUXKEHUSI
u JeiicTBust JacTeil ero tesa OymyT Go-
Jiee jerknmu, 60siee cBOOOIHBIMY, GoJtee
€CTECTBEHHBIMU, U OH He Oy/eT BBIIJIs-
JIeTh CKOBaHHBIM M Kak Oy/ITO 3aresieHa-
TBIM. ¢l 2KeJiao JBOPSIHUHY HE CTPEMUTh-
Csl M3YUUTH B JETAJISIX TEXHUKY JIBHXKE-
HUsl HOT YUUTEJIs] TAHIEB, OH JIOJIXKEH IIbI-
TaTbCS HAYUUTHCSA y HEro IVIABHBIM 00-
pa30M u3sIecTBy. Tak Kak ecju TaHIoP
TAHILYeT HEW3SIIHO, TO BCE €ro JIBUKe-
HUsl, BCE €r0 3aMbICJIOBAThIE 118 HE IPU-
JaJyT ero TaHIly HU KPacOTbl, HU Ojec-
Ka. ¢ cumraro, 4TO Cpe/iu BCeX yIpaskKHe-
HU, KOTOPBIM MOXKHO BBIYYHUTH JIBOPSH
B JIETCKOM BO3pacCTe, TaHI[bI OOJIbIIE BCe-
'O CITOCOOCTBYIOT BBHIPAOOTKE y JIBOPSHU-
Ha, CIIOCOOHOCTHU Jep2KaTh cebst B 0OIIIe-
cTBe U GOJIbIIE BCErO MOIYT IIOMOYb €My
HAWTH CBOE MECTO B XOPOIIEM OOIIECTBE.
Tak Kak CTOsATH HA MecTe KaK BKOITAHHO-
My II0J] TODeJIEHAMY UJIM CMOTPETH TOJIb-
KO 4epe3 IUIeY0 JPYIHuX, 9T0 — K JIUILY
TOJIBKO 9eJisan, HO He asopsauny. [Og-
HAKO| 51 COBETYIO COBIIIONATE 30JI0TYIO Ce-
peIuHy BO BCEM, TAK KaK Kakoil Obl ca-
MO#1 KpacHBOI U CaMOil IPUATHO HU ObI-
s1a [Kakas-1mbo Bens|, 370ynorpebiaeHne
€10 BBI3bIBACT HEIIPUSITHUE U JTarKe Ipe3pe-
nue. ¢l He 0J1I006PSAIO0 OOBLIYHOIO TAHIIOPA,
KOTOpBIl Geraer ¢ Gasia Ha 6aj, ITOOBI
[ronbKo| moKa3aTh, UTO OH yMeeT [TaHie-
BaTh| syume npyrux. Ha Gamax Hamo0 mo-
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y estant ne quitter son manteau que fort
a propos. Il faut voir si ’habit, si la qual-
ité & le scavoir bien faire vont tous trois
de compagnie. Car de sortir de la foule
pour venir faire des capriolles au milieu
d’vn grand bal. Auec vn petit pennache
de quarante sols & vostre chapeau sans
sgavoir qui vous estes, ou pour estre trop
cogneu, c’est se faire mocquer & crédit. Il
vault mieux aussi estre quelquesfois plus
reserré dans son fourreau que de vouloir
trop paroistre a son desaduantage, par ce
qu’une riche enseigne, force beaux bou-
tons de pierreries auev vn nom a roses
de diamants, ne gardent pas de donner a
rire & la compagnie, si vous estes contre-
faict, si vous dansez mal, & de mauuaise
grace.

Et pour le tirer des armes c’est vn ex-
ercice qui ne doit pas estre apprins (sic!)
si ieune que la danse, d’autant que la
force y est plus requise. Si ne faut-il
toutesfois laisser passer les dix ou douze
ans sans mettre tousiours quelque pe-
tit fleuret & la main d’vn Gentilhomme:
<...> La science en est fort necessaire,
car les fautes qu’on faict ’espee blanche
a la main ne se corrigent pas si aisément
que d’estre hors de cadence en vn branle.

Ka3bIBATHCS M3PEJIKA, BBHIOMPATH CaMble
nodeTHble [6asibl| u, Jaxke yxe OyLydn
Ha 6asTy, CHUMAaThb C ce0st BeEpXHee IIaThe
TOJIBKO B CAMBIi MOAXOISIIIIUANA MOMEHT.
Hy>xHo ciieuTh, 9TOOBI IJ1aTHE COOTBET-
CTBOBAJIO YMEHUIO [TaHIEBATh| U KPaco-
Te [ranmal. Tak Kak BBIATH U3 TOJIIBI,
9TOOBI BBIMIOJTHUTH KAIPUOJIbL Ha 6OJIb-
moM Oajly, mMes Ha CBOE IJIse Ma-
JeHpKoe mepo 3a 40 cy u He 3HATH CBOE
MeCTO UJIU, HA0O0POT, OBITH CJIUIIIKOM HU3-
BECTHBIM CPEIM TPUCYTCTBYIONIUX IIPU-
BeJeT TOJBKO K HacMmerkaMm. VHorma
JIydiire n30eraThb OKa3bIBaThCA HA BUIY,
9eM BBITJISIZIETh HECOTUIHO, TaK KAK BbI-
II71eTh 00raTo, UMETD IJIATHE C IIYyTOBU-
[IaMU U3 JPArOIEeHHBIX KAMHEH U C UMe-
HEM, BBIIHUTHIM aJIMa3aMU He IOMEeNIaeT
HACMEIIKaM, €CJIM Bbl HEKPACHBO CJIOXKE-
HBI, €CJIM BBl IIJIOXO TAHI[yeTe U BBIIVIA-
JIUTE HEU3AIIHO. Y YeOHBIM YKe CparKeH’-
SIM XOJIOJJHBIM U OFHECTPEJILHBIM ODY KU~
€M MOXKHO 00ydaTbCsi B OoJjiee cTapirem,
JeM TaHIaM, BO3pacTe TeM 0ojiee, UTO
IS 9TOrO Tpebyercst 6osbiie bu3mde-
ckoit cuiibl. He Hasm0 OHAKO TOXKUIATH-
CsI TOTO, YTOOBI TBOPSTHUHY UCIIOJIHUIIOCH
10 wau 12 jer 6Ge3 TOro, 4ToOBI BJIO-
KUTb B €r0 PYKy pamupbl. <...> YMe-
HU€E BJIAJIETh €10 SIBJISIETCSI OYEHb BayK-
HBIM, TaK KaK IIOCJIEJICTBUS OIMNOOK, KO-
TOpbIE MOXKHO COBEPIIUTH, UMesI B PyKe
ILIIIATY, UCIPABUTH TPY/LHEE, YeM OIUOKHU
TakTa B OpaHIe.

What seems essential in this citation is the fact that certain social expectations
needed to be satisfied if a young man wanted to be admitted in the noble social circle.
Several negative examples were made to motivate the reader to adopt the expected
behavior out of a sense of honor. He should not stand near to the walls and just
glance over the shoulders of the others, like a servant, but step forward and embody
his rank as it suits a young nobleman who wants to take his place in society.

Pelletier then emphasizes the importance of the outward appearance and the qual-
ity of the clothing, which should be accorded not only to one’s social status, but
to the occasion as well. The problem of the (in) adequacy of the outward appear-
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ance was already important, but not as it was under Louis XIV. One of the reasons
lies in the fact that the court of France has been successively presided by two kings,
Henry IV and Louis XIII, who did not really indulge in fashion nor cultivated
the personification of power by rich clothing, especially in the case of Henry IV.

More important seems the demand of Pelletier that all three elements, the outward
appearance, the quality of the person and the knowledge of the dance should be
in harmony. The third point is subject to the restriction that the dance is executed
with that indescribable ‘bel air’ and not just a demonstration of virtuosity. This is an
early example of the paradox of the expectations of noble dance, related by all later
treatises as a kind of necessary commonplace preamble: On the one hand the noble
dancer should embody a certain graceful bearing and perform his social role without
any sign of effort, in other words his performance had to be of the highest quality
possible as his physical behavior should reflect, and therefore justify the quality
conferred by his noble birth. On the other hand too much virtuosity was blamed
and warnings, as the one in Pelletier’s treatises, against a too professional execution
were issued.

It seems important to question these attitudes and their motivations. Which
dancing nobleman would really arouse suspicion as to his legitimate nobility because
he would be dancing to well?

Sources like journals or memoirs usually underline the mastery and grace
of a dancer [Louison-Lassabliére, 2008|, with exception of the memoirs of the Duc
de Saint-Simon [Saint-Simon, 1983, 45|, who relates an incident at two court balls,
where a young man was dancing completely out of step®. And in this case, Saint-
Simon implicitly doubts the nobility of the young man, which would confirm the be-
lieve of that period, that the original quality of a person shows inevitably and that
an impostor would always be discovered. Behind this attitude was a deep-rooted
fear of imposture and every kind of challenge of the social hierarchy. As nobility was
not as a matter of course synonymous with wealth, the different sumptuary laws
were to help to reinforce social hierarchies and facilitate the identification of personal
social rank by restricting the privileges and to prevent e.g. members of the wealthy
bourgeoisie to adopt a noble lifestyle.

Also, while an urban bourgeoisie competed for offices with a better academic
training and necessary funds, constituting the major source for the emerging ad-
ministrative nobility, different behavioral realities might have been coexisting be-
fore the ideal of the courtier was brought to perfection during the reign of Louis
XIV [Constant, 1994, 33-62].

The ideal courtier painted by Nicolas Faret in his treatise ‘L’Honnéte homme
ou l'art de plaire a la cour’, first published in 1630, has to show by his outward
appearance and bearing his noble birth. The pretenses are even more demanding:

90n the occasion of the wedding of Philippe II d’Orléans and Francoise-Marie de Bourbon,
the legitimated daughter of Louis XIV and Mme de Montespan, on the 18" February 1692,
two balls were organized, on the 17tk February and another ball followed on the occasion
of Shrove Tuesday on the 19" February 1692 [Lecomte, 2014, 184-188].
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While Pelletier is focusing on skills and social behavior, Faret claims also an ideal
of physical perfection, that many noble contemporaries could certainly not satisfy

[Faret, 1638, 21]*°:

Avec tous ces aduantages de la bonne
naissance, & du bon courage, qui sont
requis & toute personne qui se veut iet-
ter dans la Cour; ie treuue encore tres
necessaire vn bon corps, de belle taille,
plustost mediocre que trop grand, plus-
tost grefle que trop gros, des membres
bien formez, forts, souples, desnotiiez, &
faciles & s’accommoder & toutes sortes
d’exercices de guerre & de plaisir.

Kpome Bcex [rex| mpemmyinecTs, Ko-
TOPBIE JIAIOTCS XOPOIIUM TIPOMCXOK IEHU-
€M W OTBaroif, ¥ KOTOPBIE HEOOXOIUMBI
KasKJIOMY, KTO YKeJIaeT ObITh IPHHSATHIM
[IpU JIBOpE, I CIUTAI0 COBEPIIEHHO HEOb-
XOJMMBIM [TaKzKe| MMeTb KpacuBoe Te-
JIO, XOpOHIHiA POCT, [sydrmte ObITh| cKopee
CpeJHero pOCTa, YeM OYeHb BBICOKHUM,
[syuie GbiTb| cKOpee XyaBIM, YeM CiruI-
KOM TOJTHBIM, UMETb XOPOIIO CJIOYKEHHDIE

WIEeHbl — CUJIbHBbIE, IUOKUE, HECKOBaH-
Hble M JIETKO IPUBBIKAKONIME K JIFOOBIM
yupaxkHeHusAM [6yap To B obiacru| Bo-
€HHOIO HCKYCCTBa [uam B obsactu| ymo-
BOJILCTBUH.

As we can see in this little extract, the notion of ‘ridicule’ which was be a terrifying
social weapon during the reign of Louis XIV and especially in the 18" century was
already introduced at the beginning of the 17*" century [Bertrand, 1995, 781-800].

The very question of what is proper and improper behavior is in the center
of the next example. There is a large choice of texts, but Antoine de Courtin’s
treatise has a whole chapter on the ball and gives practical advice and recommen-
dations. Written by a member of the court of Louis XIV and therefore a real model
for French civility and a source for the ‘bal a la francaise’, it gives some informa-
tion, affirming and complementing Pierre Rameau’s chapter XVI ‘Du Cérémonial
que l'on observe au grand Bal du Roy’ [Rameau, 1725, 49-54].

4 French Civility as an European ldeal of courtly behavior: Le Bal
a la francaise

Antoine de Courtin (1622-1685) was originally coming from a family of the admin-
istrative middle class of the province of Auvergne. He served during the campaign
in Flanders and was ennobled in 1651. Then he served as a secretary and as a diplo-
mat under the young Louis XIV, especially for relations to the king of Sweden and
other ‘northern’ countries. Due to his deteriorating health, Antoine de Courtin re-
tired in 1668 and died in 1685. During his retirement he started to write several
treatises [Grassi, 1998, 14].

19 As Nicolas Faret was a commoner, Marie-Claire Grassi is questioning whether his ideal might
not be influenced by his admiration for an inaccessible nobility [Grassi, 1998, 13].
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His conduct book ‘Nouveau Traité de la civilité qui se pratique en France, parmi
les honnétes gens’, published for the first time in 1671 in Paris [Courtin, 1671a),
was reedited and revised several times until 1766 [Courtin, 1766]. In the very year
of the first edition in 1671, the treatise was edited in Basel in a trilingual version:
Latin, German and French [Courtin, 1671b]. Several other translations in English,
German and Italian followed. Marie-Claire Grassi states that de Courtin “attempts
a synthesis between Christian and courtly vision” as well as “a reflection on the basis
of acts of civility” [Grassi, 1998, 13]*'. His success was due to his response to the de-
mands of his time and of the imminently practical character of his treatise which
fixed certain rules of behavior and contributed to the codification of civil manners
[Grassi, 1998, 14, 17].

The resemblance of Antoine de Courtin’s chapter ‘Ce qui s’observe au bal’
with Rameau’s ‘Le Maitre & Danser’ [Rameau, 1725, 49-54] is striking. It seems
as if Rameau had definitely knowledge of Courtin’s treatise. For chronological rea-
sons, it is known that Rameau never attended a court ball of Louis XIV, but his
description served as model [Harris-Warrick, 1986, 40-49]. As a consequence he
must be conveying information gathered from somewhere else, why not Courtin?
Courtin’s chapter is adding some more interesting details on the ball and it seems
that for him, the knowledge of the right behavior is more important than the knowl-
edge of the dance itself. This attitude might reflect a different reality of chore-
ographic expectations at a ball, where the ‘figures obligées’ of the courante and
later the minuet allowed a more personal interpretation than the dances in Feuillet-
Beauchamps dance notation.

The chapter XIII ‘Ce qui s’observe au bal’ [Courtin, 1671a, 140-144|, presented
in the left column'?, has been revised and extended already in his second edi-
tion of 1672 [Courtin, 1672a, 149-152], where it became chapter XIV presented

in the center column®®.

"1n the original text: “D’une part il tente une synthése entre vision chrétienne et vision
courtisane, d’autre part, il propose une réflexion sur les fondements mémes des actes de
ciilité” |Grassi, 1998, 13]. Translation by the author.

12 As a short reminder, Louis XIV intended to dance in the comédie-ballet ‘Les Amants mag-
nifiques’ (1670), but he had to renounce due to health reasons [Lecomte, 2014, 175, 178, 276f.]
His last participation as a dancer at a court bal was in summer 1679 [Lecomte, 2014, 185].

13The differences between the edition of 1671 and the following already revised edition of 1672,
are marked by italic letters in order to render them visible. The spelling of the word dance
has changed as well. In the first edition it is still written with a ¢ and in the second edition
it has been written with an s.
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p. 140

SI l'on se trouve par
quelque rencontre impré-
veué & une assemblée, ou
a quelque bal, il faut avant
toutes choses s¢avoir exac-
tement, je ne dis pas la
dance, si I’on ne veut, mais
les regles de la dance, &de
la civilité qui se pratique
selon le lieu o1 ’on se ren-
contre ; car elle n’est pas la
méme par tout : &ne pas
manquer de la moindre
chose, & cette pratique.

p.-141

Que si ’on sgait dancer,
on le doit faire si on est
pris, pour ne pas faire le
singulier : mais si I’on n’a
en cet exercice qu’un ta-
lent mediocre, il ne faut
pas presumer d’étre fort
habile, n’y s’engager a
des dances que l'on ne
sgait point du tout, ou
qu’imparfaitement.

Que si on n’a point
d’oreilles, il ne faut point
du tout se commettre
& dancer, quand méme
on scauroit fort bien les
pas : c’est un spectacle ri-
dicule de** voir un homme
hors de cadence, &l’on
s’en prend a luy : parce
que s'il n’avoit pi éviter
de venir au bal, il pouvoit

MNihil decet invita, ut aiunt,
minerva, id est adversante
& repugnante natura. Ci-
cero, De Officiis. I, XXXI,
110.

22

p. 149

SI 'on se trouve & une
assemblée, oua quelque
bal, il faut avant toutes
choses scgavoir exactement,
je ne dis pas la dance,
si 'on ne veut, mais les
regles de la danse, &de la
civilité qui se pratique se-
lon le lieu out 'on se ren-
contre ; car elle n’est pas la
méme par tout : &ne pas
manquer de la moindre
chose, a cette pratique.

Que si 'on scait dan-
cer, on le doit faire, si
on est pris pour cela, afin
dene pas faire le singu-
lier : mais si ’on n’a en cét
exercice qu’un talent me-
diocre, il ne faut pas pré-
sumer d’étre fort habile,
n’y s’engager a des dances
que ’on ne sgait point du
tout, ou fort peu.

Que si on n’a pas
Poreille bon-

p-150

ne, il ne faut point du
tout se commettre a dan-
ser, quand méme on sgau-
roit fort bien les pas : c’est
un spectacle* ridicule de
voir un homme hors de ca-
dence, &l’on s’en prend a
luy : parceque s’il n’avoit
pi éviter de venir au bal,
il pouvoit se dispenser de
la danse en faisant une
profonde reverence & la
Dame qui 'avoit pris pour
dancer, aprés (sic!) lavoir
conduite au milieu de la

Ecmn  gBopsmma  oka-
XKETCsl  HEINPEIBUIEHHBIM
06pa3oM Ha KAKOM-HUOYIH
npreme uiu 6asry, Ipex,ie
BCEro emMy HaJi0 He CTOJIb-
KO yMeTb TI'paMOTHO TaH-
1IEBATh, CKOJIbKO CYM€Th
CODJIIOCTH ITPABUJIA CBET-
CKOI'O 9THKETa TAHIA, KO-
TOpBIE PA3HSITCS B 3aBUCH-
MOCTH OT MECT, ¥ He Hapy-
MIATH HA MaJIeAIInM oopa-
30M TMPUHATOW B KazKJIOM
JIOMe TIPAKTUKHU.

Ecmn  nBopsinum  yme-
er [xopomo| TaHIEBATD,
OH JIOJI?KEH MPUHSITH MPU-
[JIallleHue JIaMbl, YTOOBI
He BBINVISJIETh CTPAHHO.
OpHaKO eciiu OH TaHILyeT
HEe OYeHBb XOPOIIO, TO OH
HE JIOJIKEH CTPOUTDH U3 Ce-
Os1 JIOBKa4ya ¥ HE JI0JI-
KEeH MPUHUMATH IPUTTIa-
[IeHWe HA T€ TAHIbI, KO-
TOpbIE OH TAHIEBATH yMe-
€T IJIOXO UJIU HE YMeeT CO-
BCEM.

Ecim y  nBopsinuna
COBCEM HET Ciyxa, OH
HE JIOJDKEH KOMIIpOMe-
THpPOBaTh Cebsl  TaHIEM,
JayKe eCJIM OH IIPEKPACHO
3HAeT BCe Ia: CJIUII-
KOM CMEIITHO BBITJISIIAT
TAHIOP, KOTOPBIi
Iyer He B
ocmeror.  Iloromy
eclii  3TOT  JIBOPSIHUH
HE MOTI' OTBETUTH OTKA30M
Ha TpUIJIaIleHne Ha 6aJI,
OH BCe Ke MOr' u30exKaTb
TaHIA, OTBEJsd IPUTJIA-

TaH-
ero
q9To

TaKT,



se dispenser de la dance
en faisant une profonde
reverence & la Dame qui
Iavoit.

p-142

pris pour dancer, aprés
(sic!) l'avoir conduite au
milieu de la sale (sic!)
Mais il faut auparavant
luy avoir fait entendre
avec bien du respect, le
déplaisir que l'on a de
ne sgavoir pas dancer,
afin qu’elle soit persuadée
que c’est le peu d’adresse,
&n’on (sic!) pas le dédain
ou la paresse qui causent
ce refus.

Que si enfin 'on vou-
loit par autorité &pour
se donner du divertisse-
ment, nous forcer a dan-
cer, il ne faut pas le re-
fuser : car il vaut bien
mieux s’exposer & une pe-
tite confusion involontaire
pour se rendre complai-
sant, qu’au soubgon que
nous pourions donner de
le vouloir éviter par va-
nité ; &alors il faut suplier
la Dame d’agréer par

p-143

compassion de dancer
quelque dance que nous
scachions le mieux, &de la
dancer aprés (sic!) fran-
chement &le moins mal

salle : Mais il faut aupa-
ravant luy avoir fait en-
tendre avec bien du res-
pect, le déplaisir que 'on
a de ne scavoir pas danser,
afin qu’elle soit persuadée
que c’est le peu d’adresse,
&non pas le dédain ou la
paresse qui causent ce re-
fus.

Que si enfin 'on vou-
loit par autorité &pour se
donner du divertissement,
nous forcer a danser, il ne
faut pas le refuser : car il
vaut bien mieux s’exposer
4 une petite confusion in-
volontaire pour se rendre
complaisant, qu’au soub-
gon que nous pourrions
donner,de le vouloir éviter
par va-
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nité; &alors il faut su-
plier la Dame d’agréer
par compassion,de danser
quelque danse que nous
scachions le mieux, &de la
danser aprés franchement
&le moins mal que nous
pourrons. **

Aprés (sic!) quoy il faut
remener la Dame & sa
place, &en prendre une
autre : observant quand
on est repris, de rendre la-
pareilled la Dame qui nous
estoit venu prendre la pre-
miére, si c’est 'usage du
lieu ou l'on est.

Il est aussi & remar-
quer, que quand le Roy
ou la Reine dansent, tout

CHBIILYIO €70 IaMy B IIEHTP
TaHIEBAJIbHOMN 3aJIbl U OT-
BEeTUB €ff TaM T[IyOOKUM
Heobxo -
MO BBIPA3UTH
el BcAYECKOe YyBaKCHUE
u MIPOJIEMOHCTPUPO-
BaTb e  coOCTBEHHOE
HEYI0BOJILCTBUE u3-3a
COOCTBEHHOIO  HEYMEHUSI
TAHIEBATh, YTOOBI ybe-
ATH €€ B TOM, YUTO 3TOT
OTKa3 BbI3BaH
YUTETbHO  OTCYTCTBUEM
JIOBKOCTH, & HE IIPEe3PEHH-

pPEeBEPAHCOM:
TOJIKO

UCKJIIO-

€M WJIH JIEHBIO.

Hakoner;, ecan [mamal
HACTAMBAET HA CBOEM IIpU-
IVIAINEHUN U KaXKETCsI, 9TO
HAIIlE COIJIACHE MOXKET €e
pa3Bjedb, TO TOTJA HAJO
[PUHSATH STO IpUIJIAIIIe-
nre. Tak kak Jydmre Io-
Ka3aThCsl HEJIOBKHUM, HUTO-
OBl pa3B€Yb JaMy, UeM
BBI3BATH II0/I03PEHUE, UTO
3a HAIIUM OTKA30M CKDbI-
BaeTCsI TIIECTIABUE, U B Ta-
KOM CJIydae HaJI0 yMOJISITh
JaMy BeIOpaTh [U3 cocTpa-
JaHUs K HaM| TaHel, KOTO-
PBIil MBI yMeeM TaHIEBATh
JIydIe BCero,
paTbCs UCIOJIHUTL 3ITOT
TaHel, WCKPEHHe U Kak
MOXKHO JIyYIIIe.

Iloce sroro mamo mo-
0J1aro/IapuTh JIaMy, OTBE-
st eé Ha MecTo, W [mo-
cJIe 9TOro| MOXKHO IPUTJIa-
cUTh Apyryoo npamy. Ec-
JIA K€ HAC OISATH IPUIJIa-
raeT Kakas-HuOYIb JaMa,

n I10CTa-~
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que nous pourronsls.

Apres quoy il faut reme-
ner la Dame & sa place,
&en prendre une autre
observant quand on est re-
pris, de rendre larevanche
a la Dame qui nous estoit
venu prendre la premiére,
si c’est l'usage du lieu ou
Ion est.

Il n’est aussi pas permis
de prendre la place ou le
siege de ceux qui dancent.

Il faut observer aussi,
que si 'on se trouve parmi
des

p-144

masques, c’est une
incivilité de faire dé-
masquer quelqu’un, s’il
ne le veut, &de porter
méme la main sur le
masque; Au contraire

'on est obligé de faire
encore plus d’honnéteté a
des masques qu’a d’autres
gens
le masque, il se trouve
des personnes a qui non
seulement nous devrions
de la civilité, mais du

respect.

car souvent sous

1545in alliquando necessitas
nos ad ea detruserit quae
nostri ingenij non erunt
[1672: non essent], omnis
adhibenda erit cura, medi-
tatio, diligentia, ut ea si
non decoreé, at quam mi-
nime indecoré facere pos-
stmus: nec tam est ent-
tendum, ut bona quae no-
bis data mon sunt, sequa-
mur, quam ut vitia fugia-
mus” Cicero, De Officiis, I,
XXXI, 114.
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le monde se leve &se dé-
couvre ; hors ceux dont la
fonction demande, qu’ils
soient couverts.

Il faut aussi observer,
que dans un bal ou sont
ces personnes Royales,
on ne va point prendre les
Dames a leur place, n’y
on ne les remene point, en
se contente de leur faire
signe en les saliiant pour
les appeller, &de leur
faire la reverence, quand
on a dansé, les laissant
aller seules.

Et alors on doit obser-
ver,

p-152

que passant devant les
personnes Royales, il faut
faire de tres profondes re-
verences, si ce n’est quand
on danse.

Il n’est aussi pas permis
de prendre la place ou le
siege de ceux qui dansent.

C’est aussi une ridicule
contenance, de suivre de la
teste ceux qui dansent, ou
quand on entend des vio-
lons, ou d’autre instru-
mens, d’en marquer la
cadence en dandinant la
teste, &du corps, &frap-
pant des pieds.

Il faut observer aussi,
que si l'on se
parmi des masques, c’est
une incivilité de faire dé-
masquer quelqu’un, s’il
ne le veut, &de porter
méme la main sur le

trouve

TO HaJO He 3a0bITh OTOJIa-
roJIapUTh IPUTJIAIIIEHHEM
Ha TAHeI[ Ty [aMmy, KOTO-
pasi HaC TPUTJIACUIIA TIep-
Bas, €CJU TOro Tpedyer
MecTHBIH  [dpaHity3ckuii|
obwruait. Hajio 3amerurs,
9TO KOT/Ia TAHIYeT KO-
pOJIb WJIM KOPOJIEBA, BCe
JOJIZKHBI BCTATh W CHSTH
IOJIOBHBIE YOODPBI, KpOME
TeX, KOMY PaHT MO3BOJISIET
VX HE CHUMATh.

Hano Takxke 3ameTuTs,
gyro Ha 6ajy, Ha KOTO-
POM IIPUCYTCTBYIOT KOPO-
JIEBCKUE TIEPCOHBI, HE CTO-
UT CJIEJIOBATH 3a JaMaMH,
HU TPOBOXKATH WX HA Me-
cra. Jlocrarouno ux mo-
MIPUBETCTBOBATh, MTPUTJIA-
asi UX Ha TaHeIl, a I0CJIe
TaHIAa CIeJaTh UM peBe-
paHC, OTILyCKasi UX CAMUM
BO3BPATUTLCS HA CBOE Me-
CcTO.

Kpome Toro mamo or-
METHUTh, 9TO KaXKJbIil pa3
KOI/Ia, MBI IIPOXOJUM
pel KOpPOJIEBCKUMH TIe€p-
COHAMM, HAJO CKJIOHSATH-
Ccs mepes HUMU B OYEHb
rIybOKOM peBepaHce, ec-
JIL TOJILKO MBI HE TaHILy-
eM.

He npunsaro takxke 3a-
HUMATb MeCTa U CUJIEHUSI
TeX, KTO TAHILyeT.

Kpome Toro, BeIrIssasaT
CMEIIHO Te, KTO BEDPTHUT
TOJIOBOH, CJes 3a TAHILy-
IOIUMH, U T€, KTO, CILy-
masi CKPUIKA UJIA JIPYTHE

1Ie-



masque ; au contraire ’on
est obligé de faire en-
core plus d’honnéteté &
des masques qu’a d’autres
gens : car souvent sous
le masque, il se trouve
des personnes a qui non
seulement nous devrions
de la civilité, mais du res-
pect.

UHCTPYMEHTBI, B TaKT Ka-
JaeT I'OJIOBOW WJIM pacKa-
qUBaE€TCA HWJIN TOIIaeT HO-
raMun.

Hano rak>ke ormeTnTs,
9TO €CJIM Mbl HaXOJUM-
Cd Ha KOCTIOMHUPOBAaHHOM
fOaJly, TO CBETCKHI 3TH-
KeT He [103BOJIsSieT HU I[IpU-
Hy2KJIaThb HUKOI'O K CHI-

THUIO MACKHU HU JlakKe 3aHO-
CUTHh PYKy Ha Macky. Ha-
060pOT, HYKHO BECTU Ce-
0s1 eme 0OoJiee JIOCTOMHO
110 OTHOIIEHUIO K MACKaM,
9eM K TocTsM 0e3 Macok,
TaK KaK F'OCTb B MaCKe MO-
JKEeT 0Ka3aTbhbCsd IIePCOHOM,
IO OTHOIIIEHUIO K KOTOPOIt
MBI JOJI2KHBI J€MOHCTDH-
poBaTh He TOJIBKO BEXKJIN-
BOCTh, HO TaKXKe U II0YTe-
HUE.

5 “When in Rome, do as the Romans do” 1°

Antoine de Courtin was not only a specialist for behavior in the highest spheres
of the French court, but he was perfectly aware of differences of customs and the per-
ception of civility from one court to the other, from one country to the other. Need-
less to say that he was defending the French manner of civility. Though, by defend-
ing the superiority of his own culture, his wide experience and diplomatic wisdom
always encourages the reader to observe and to try to get familiar with the customs
and rules of polite social behavior depending in what environment and what circles
he moved.

This idea is also expressed by Johann Georg Pasch in his ‘Anleitung sich bei grofsen
Herrn Hofen und andern beliebt zu machen’ [Pasch, 2000], where he ascertains that
it depends on the customs of each place how one should lead a lady to the dance,
as they vary from one place to the other. As to the ways, how to bring her back
to her place, or to confide her to another gentleman for another dance, etc., he
also insists that it depends on the ‘Landesart’, the ways of the region or a country

16English proverbial expression, meaning that when you are visiting another country, you should
behave like the people in that country.
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[Pasch, 2000, 50]:

Wie aber eine Jungfrau auf dem
Tantzplatze soll gebracht werden,/ ist
nichts gewisses zu melden/ weiln fast an
einen jeden Ort andere Gebrauche sin.

B pasmbIX MeCcTHOCTSX CYIIECTBYIOT
pasHble obbrdam [noBemeHMs Ha  Oa-
ay|, mosromy TpysHO cHOPMYIUPOBATH
KAKON-TO KOHKDETHBIH COBET [Ha mpei-
MeT TOro|, Kak Hy’KHO HPUIJIACUTH MO-
JOAYIO AEBYIIKY Ha TaHEI.

Whether it was indeed possible to excuse oneself from a dance and particularly
from a dance with a lady in the ritualized context of a court ball, may be disputable
as long as we don’t find another source confirming it. But for general balls, Bonnet
attests it as well in the ‘Histoire générale de la danse sacrée et profane’ [Bonnet,

1723, 118f]:

parce qu'on ne peut se dispenser
d’obéir & une Dame qui vient vous pren-
dre: on doit du moins se présenter pour
faire la révérence avec elle, la ramener
a sa place, et ensuite aller prendre une
autre Dame, pour en faire encore au-
tant; afin de ne point interrompre ’ordre
du bal, et pour ne pas passer pour un
homme qui n’a pas I'usage du monde.

TaK KaK HEBO3MOYKHO HE MOCIIeI0BATH
3a J]aMoii, KOTOpas Bac IpUIJacuia |Ha
TaHeH], TO HaJd0 XOTd 6])1 IIOKa3aTbhCA
C Hew, YTOObI BMECTE C HEIO CIeIaTh
peBepaHc, [3aTeM| IPOBOIUTH €€ Ha Me-
CTO M TIOTOM IIPUTJIACUTH JIPYTYIO JaMy
U IPOZEJATh TO XK€ CaMoe C Heil; HeJlb-
351 HADYIIIUTD TedeHue GaJia, ITO6bI O Bac
HE CJIOKUJIOCh MHEHHUE KaK O MY2KYHUHE,

KOTOprﬁ HE yMeeT BeCTHu cebsi B cBeTe.

It is true, that the image we have nowadays of the ceremonial balls under Louis
X1V, consists of a rather idealized model of a ball with a lot of constraints and very
little fun. But perhaps the unfortunate Monsieur de Montbron who produced sheer
Olympic laughter by his boldness of dancing while being completely out of step,
as the Duc de Saint-Simon relates in his memoirs of the year 1692 should have
taken a chance to excuse himself, but his first offense to civility was his immodesty
and want of showing off, two social vices, of which Pelletier already warned.

In a society were many ‘unwritten’ codes constituted many traps for ambitious
men and women, the study of treatises of civility, as well as dance and conduct
lessons seemed to be necessary against the scorn and the doom of ridicule who
could ruin a career. From the quest of distinction and the embodiment of ‘quality’,
court society had become one were ‘I'art du paraitre’ the art of appearance was
becoming increasingly important.

Nevertheless, sometimes the treatises reveal also possible escapes from some traps
as we can observe in the example of Antoine de Courtin and they prove certainly an-
other valuable source for information on both, dance, customs and social mentality.
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Klaus Abromeit

Die Tanztexte von Johann Georg Pasch. Eine praktische und
inhaltliche Annédherung

1656 veroffentlichte der in vielen martialischen Kiinsten bewanderte Hofmann Jo-
hann Georg Pasch ein Traktat mit dem Titel ,,Anleitung sich bei grossen Herrn Ho-
fen und anderen beliebt zu machen®. Als Anhang zu diesem Text stellt er in dufserst
knappen Worten 6 Ténze vor und legt damit nahe, dass sie sich auf die im Text
behandelten Themen beziehen lassen. Das Traktat ist ein praxisnahes Dokument
iiber den Einfluss von Tanz auf den Alltag der Menschen im 17. Jahrhundert.

Dokumente dieser Art sind sehr anziehend, da sie ganz direkt und ungeschminkt
die Lebensverhéltnisse einer Zeit beleuchten. Andererseits wirft die Interpretation
solcher Texte auch grofte Probleme auf, denn die Autoren wenden sich an ihre Zeitge-
nossen und konnen daher viele Informationen voraussetzen, die uns Nachgeborenen
abgehen. Bei der heutigen Interpretation ist man also auf ein behutsames Abwéa-
gen von Indizien angewiesen und darf nicht erwarten, dass sich am Ende alle Teile
des Puzzles fiigen. Die Teile, die sich nicht fiigen, sind ebenso wichtig wie die Teile
von denen man annimmt, dass sie sie sich gefiigt haben; denn die sperrigen Teile
fiihren zu vertiefteren Fragestellungen an weitere Dokumente.

Im Folgenden beziehe ich mich auf den Tanz Nr. 4 (1. und 2. Lektion) aus der
»<Anleitung sich bei grossen Herrn Hoéfen und anderen beliebt zu machen®:

Ich hebe diesen Text ausgewéhlt, da er eine Reihe sehr komplexer Sprachbilder
enthélt. In diesen fordert Pasch zwei oder drei Impulse in einem Bewegungsablauf
zu verbinden. Solche Wortungetiime sind fiir mich als ,lesender Ténzer’ immer ein
Versprechen auf eine anregende korperliche Erfahrung.

Schauen wir uns das verwendete Vokabular in der 1. Lektion im Einzelnen an:

mit dem R(echten) Fuf$ iiber den L.(inken) getrehten,

mit dem L(inken) Fuf§ iiber den R.(echten) getrehten,

— ein Gang bei dem man die Oberschenkel iiber einander kreuzt. Dieser Gang
suggeriert einen Uberschuss an Kraft.
Im Deutschen gibt es eine Reihe von Redewendungen, die darauf hinweisen,
dass dieser Gang auch unfreiwillig komisch sein kann. Man sagt: ,,Er kann vor
Kraft kaum laufen®, ,Er stellt sich selbst ein Bein®, , Er tritt sich selbst auf die
Fuge“, ,Er steht sich selbst im Weg“. Alle vier Redensarten sprechen dariiber,
dass Ehrgeiz um seiner selbst Willen selbstgeféhrden sein kann.
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Pasch kombiniert diesen Gang mit einer Beingeste.

mit dem L.(inken) Fufl abgestossen,

mit dem R.(echten) Fuf§ abgestossen.

— Diese Beingeste suggeriert, dass man einem Gegenstand oder einer Person mit
der Fufispitze einen Anstoft gibt. Redensarten kénnen auch hier das allgemei-
ne Verstandnis der Bewegung umschreiben: ,Man kann den Ball ins Rollen
bringen® oder , Jemandem einen Tritt in den Hintern geben“. Man sagt aber
auch: , Etwas von der Pike (Fufispitze) auf lernen®, d.h. etwas griindlich und
mit weit reichenden Absichten tun.

Eine Gangart, die beide Handlungen kombiniert suggeriert Ehrgeiz und Orientie-
rung auf ein Ziel und zielorientierter Ehrgeiz ist bis heute ein Kriterium zur Auswahl
von Fiithrungskraften.

Im zweiten Teil der ersten Lektion des Tanzes gibt Pasch eine komplexe Bewe-
gungsbeschreibung, die drei Bewegungsideen mit einander verbindet.

Auf den L.(inken) dreymal herumb gedrehet / indem der R.(echte) Fuf3 allezeit
fortgesetzt wird / und zugleich mit dem R.(echten) Fuf8 vor / riick und wieder vorge-
fahren.

— Die Kernaussage ist, dass wir uns dreimal um uns selbst drehen. Die erste
Erginzung dieser Aussage ist, dass wir jede Drehung mit dem linken Fuf
beginnen und mit dem rechten Fuf fortsetzen.

Die zweite Ergidnzung der Kernaussage ist, dass der rechte Fuf vor dem Ab-
setzen in der Luft vor, hinter und wieder vor den linken Fuf bewegt wird.

Es ist also eine ganze Drehung in zwei Schritten, in deren Verlauf das Spielbein
vor und hinter das Standbein gefiihrt wird.

Dass wir uns in zwei Schritten um uns selbst drehen kénnen, verdanken wir
der Flexibilitdt der Hiiftgelenke.

Wir kénnen einen solchen Doppelschritt eingedreht beginnen und ausgedreht
abschliefien oder ausgedreht beginnen und eingedreht abschliefen. In beiden
Fallen wirkt es jedoch sehr gezwungen, das Spielbein zu bewegen.

Um das Spielbein beim gedrehten Doppelschritt in der von Pasch geforderten
Weise in Bewegung zu setzen, muss man den Korper sanft iiberlisten. Die List
besteht darin, dass man die Drehung in der umgekehrten Richtung vollzeiht
als die aus- oder eingedrehten Hiiften vorgeben.

Beginnt man diesen kreisenden Doppelschritt mit eingedrehten Hiiften, zeigt
der Korper ein defensives, in sich gekehrtes Verhalten. Beginnt man den Schritt
hingegen mit ausgedrehten Hiiften, zeigt sich der Korper offensiv und besitz-
ergreifend.

Fiigt man die von Pasch geforderte List der Gegendrehung in den Schritt ein,
wandeln sich also beide Handlungen zur signalhaften Gebéarde.
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Beginnt man den Schritt mit eingedrehten Hiiften, kann man z.B. ausdriicken,
dass man sich gestort fiihlt und im Weiteren dem Gegenitiber klarmachen, dass
es gefahrlich werden kénnte die Stérung fortzusetzen.

Mit ausgedrehten Hiiften ausgefiihrt erleben wir hingegen ein aktives Signal
im Sinne von: ,Ich kénnte Dich jederzeit, doch noch halte ich mich zurick®.

Einen so formalen Text wie die hier von Pasch gegebene Schrittbeschreibung
emotional zu deuten mag auf den ersten Blick irritieren. Ich habe aber die Erfah-
rung gemacht, dass mein Korper beim Erproben virtuosen, Schrittmaterials viel
entspannter arbeitet als wenn ich ihn nicht ausschliefflich mit formalen Kommandos
konfrontiere.

Dies gilt auch fiir die zweite Lektion in Pasch’s Tanz Nr. 4. Hier ist die Information
verglichen mit der ersten Lektion eher karg.

Pasch fordert:

Viermal eine schleiffe auf die R(echte) Seitte

Dreimal eine schleiffe auf die L(inke) Seitte

Einmal eine schleiffe auf die L(inke) Seitte und zugleich
mit dem R.(echten) FufS zurick.

Das Wort Schleife ist ein Substantiv. Es beschreibt das Ergebnis des Zusam-
menbindens zweier Seiten einer Schnur. Die Schleife steht hiebei im Kontrast zum
Knoten. Bei dem Wort Schleife denkt man an die ,zarten Bande‘, die freiwillig stets
wieder l6sbare Verbindung der Enden des Bandes, wahrend der Knoten fiir eine
stabile aber auch gezwungene Verbindung der beiden Enden steht.

In enger Verbindung zum Substantiv Schleife steht das Verb schleifen. Und das
Verb schleifen hat nichts Zartliches. Es beschreibt Arbeitsprozesse, um Dinge zu
gldtten, zu formen oder zu vernichten.

Durch Schliff entfernt man Unebenheiten von einer Oberflache, formt einen Edel-
stein oder wie frither das Wort gebraucht wurde, zerstért eine Mauer, ein Haus, eine
Festung. Das Wort Schleifen wendet man aber auch auf die Erziehung von Menschen
an. Das Schleifen oder der Schliff hat bei der Erziehung die Funktion, Menschen an-
zugleichen oder im Gegenteil ihre Besonderheiten hervorzuheben oder im brutalsten
Sinne ihren eigenen Willen zu brechen.

Der Mensch wird bei der Erziehung in Analogie zum Material gesehen und das
gilt auch fiir die Tanzerziehung wie Pasch sie versteht. In der Tanzerziehung des 17.
Jahrhunderts schleift man mit dem Bewegungsablauf der Schleife das menschliche
Bein und da der Mann in der Mode dieser Zeit sehr viel Bein zeigt, liegt in der
Ausformung des Beines ein hoher Erwartungsdruck.

Der schlichte und ebenméfige Aufbau der zweiten Lektion ist vor diesem Hinter-
grund sehr adédquat.
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Im letzten Abschnitt der Ubung fordert er jedoch eine Abweichung vom regelmi-
Rigen Aufbau der Ubung

Die letzte Beingeste beschreibt das Ausbrechen aus dem regelméfigen Aufbau,
sie wirkt wie ein unwillkiirliches Zucken durch das der Hofling einem Pferd gleich
seinen edlen Charakter verrit. Der edle Charakter wird also dadurch definiert, dass
jeder dufsere Einfluss nur freiwillig und nur bis zu einem gewissen Grad akzeptiert
wird. Wir sehen also ein wie hoher Gestaltungsanspruch in dieser schlicht wirkenden
Ubung steckt.

Der edle Charakter des tdnzerischen Schleifens, wie es Pasch fordert, driickt sich
aber auch noch in einem weiteren Aspekt aus. Schleifen als handwerklicher Vorgang
wird von den Armen und nicht von den Beinen ausgefiihrt. Durch die Ubertragung
der Handlung von den Armen auf die Beine macht sie als praktische Téatigkeit keinen
Sinn mehr. Sie wird zur zweckfreien Beschéftigung, zur noblen Handlung, ,to be busy
in doing nothing’.

Wenn wir die jedem geldufige Tétigkeit ,Schleifen‘ zum Ausgangspunkt nehmen
und auf die Beine iibertragen, gewinnt die von Pasch geforderte Beingeste auch be-
wegungstechnisch Kontur. Um mit den Armen grofsen Druck nach unten aufzubauen,
miissen wir den Torso im Gegensatz dazu in die Héhe ziehen. Unterlassen wir diese
Gegenbewegung lesen wir die Handlung nicht als Schleifen, sondern als ,Reiben‘ ab.
Ubertragen wir die Handlung auf die Beine, bleibt der FuR des Spielbeins die ganze
Zeit iiber in einer Gegenspannung zum Boden. Die Schleife als Beingeste verdankt
seine Wirkung und seine Gestalt einer Gegenspannung von Torso und Beinen, eine
Gegenspannung, die &hnlich wie bei der praktischen Schleifbewegung ihre Wirkung
durch Wiederholung entfaltet.

Wir sind jetzt bei der zweiten Lektion und ich bin bei Weitem nicht auf alle
tanztechnischen Fragen eingegangen, die Pasch in seiner kurz gefassten Versprach-
lichung seiner Ténze aufwirft. Das kann nur eine umfangreiche Untersuchung und
vor allem Interpretation des Werkes leisten, bei der aber immer noch viele Fragen
offen bleiben werden.

Alle Fragen beantworten zu wollen halte ich auch fiir die Einordnung und Nut-
zung des Buches fiir nebenséchlich. Die Impulse, die von der der verknappten Aus-
drucksweise von Pasch ausgehen betreffen vielmehr eine Auseinandersetzung mit
dem ténzerischen Handwerk und seinen Beziigen zum Alltag.

Ich betrachte die Tanztexte von Pasch als anregende Abfolge von Schliisselworten,
Worten, die in der Lage sind Tiiren zu 6ffnen, Raume zu bauen, um die getanzte
und die Alltagswirklichkeit der Menschen einer Zeit auf einander zu beziehen.

Das Wort ,Schleife’ z.B. ist weit mehr als ein terminus technicus, Gestalten und
Gewalt anwenden gehen in diesem Wort Hand in Hand. Und in dieser Spannung
steht auch der tdnzerische Ausdruck der Schleife.

Die Liste der ,Schliisselworte‘, die Pasch in seinem Text gibt verstehe ich als einen
Katalog von Themen, die es zu bearbeiten lohnt.
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Gerrit Berenike Heiter

The |Re|Creation of the Ballet de la Merlaison (1635-2011) —
the Aesthetics of a Court Ballet of Louis XIII

Rarely in contemporary performance history have been made attempts to stage
ballets from the 17" or 18" century, and even rarer are projects inspired by court
ballets. In the last few years two French court ballets of the first half of the 17
century have inspired sufficient interest and financial backing, as to result in two
different approaches of re-creation. Both can be qualified to a certain extent as his-
torically informed performances, in particular concerning music. Still authentic
historical reconstruction was not at the heart of the artistic choice. The term re-
creation is consequently used in this article in order to underline the fact that al-
though the court ballets and all available pieces of information and material served
as inspiration, the final result was a thorough contemporary performance’.

The project of ‘Le Ballet des Fées’ from 2012, based on the court ballet ‘Les Fées
de la Forét de Saint-Germain’ (1625), was conducted by the Shlemil Théatre under
the direction of Cécile Roussat and Julien Lubek? in a co-production of the Centre
de Musique Baroque de Versailles, the Cité de la Musique and L’Arsenal/Metz en
Scénes®. Though scientific research on different aspects of this burlesque court ballet
was part of the project [Leconte, 2012a], only the music was an object of historical
reconstruction for the performance. The stage direction as well as the dance, or
to specify the acrobatics, have been a thorough contemporary creation as it was
never intended to be a historical reconstruction of a French court ballet:

“Le spectacle que mous avons congu s’inspire de l'univers de ce Ballet, tel qu’il
nous est parvenu a travers les planches iconographiques, les récits descriptifs, et
les sources musicales. Ces traces, parcellaires, laissent néanmoins une large place
a limagination et a la création. Nous avons tenté de préserver a la fois l'esprit
d’artisanat propre a ces spectacles éphémeres, et l’émerveillement suscité par les
fantastiques inventions visuelles inédites a l’époque. Les arts du cirque y ont ainsi
la part belle, et loin d’un ballet romantique, nous avons recréé une fantaisie riche en
surprises et en exploits. Enfin, nous espérons vous faire partager la douce mélancolie
que nous inspire ce passé révé, oubli€, fantasmé... dont nous ne percerons jamais
le mystere, et heureusement!” [Shlemiltheatre, 2012]

!See the article of Hanna Walsdorf concerning questions of authenticity, reconstructions and
reenactments in historical dance [Walsdorf, 2014].
2For further information see: http://www.shlemiltheatre.com/?page_id=311, 23.12.2015.

3For the program see http://content.citedelamusique.fr/pdf/note_programme/np_12287.pdf ,
23.12.2015.
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On the contrary, the project of the re-creation of the ‘Ballet de la Merlaison’
(1635), conducted by the dance company ‘L’Eclat des Muses’ under the direction
of Christine Bayle* and Patrick Blanc, has been an attempt to conciliate scien-
tific research, baroque dance and music style of the first half of the 17" century
with artistic liberty. It uncovered many questions concerning the problematic of an
attempt of re-creation on the base of incomplete sources and not yet artistically
explored aesthetics and shall be the main object of this article.

Firstly, the sources and the conditions of the creation are introduced and then
the preparatory steps will be retraced in order to explain certain musical or choreo-
graphic choices. Some of them have been influenced by research results, others where
artistically motivated and their analysis will show the problematic of the re-creation
of a French court ballet. Finally, the role of Louis XIII as the instigator, inventor
and composer of the ballet shall be highlighted and the choice and character of his
roles compared to his other appearances in court ballets.

1 The Sources for the ‘Ballet de la Merlaison’ — Testimony and
Inspiration

Originally it is said to have been the idea of king Louis XIII to stage a ballet
on the topic of a fowling, a bird hunt, more specifically the hunt of the black bird (in
French ‘merle’ — uépnprit xposn) which he fancied very much during winter time®.
He conceived the order as well as he imagined the different roles and their costumes,
but over all he composed the music. It was staged at the Chateau de Chantilly, only
fifty kilometers north of Paris, on Thursday the 15" March 1635 at seven o’clock
in the evening and again on Saturday the 17*® March at the Abbey of Royaumont
[Renaudot, 1636, 143|. In the ‘Gazette’, which relates already on the 2274 March
of this event, one can read that the king took only as many hours as it usually took
days for composing the ballet [Renaudot, 1636, 143]:

“On y a tout admiré: mais principalement la promptitude, telle que le Roy n'a
guéres (sic!) plus employé d’heures que l’on fait ordinairement de jours a composer
ce Balet (dont le sujet estoit la chasse du merle en laquelle Sa Magesté se plaist fort
en hyver) & a inventer les pas, les airs € la facon des habits. Car tout a esté de
Pinvention de Sa Majesté”® [Renaudot, 1636, 141].

Besides the report in the ‘Gazette’, a libretto exists of the ‘Ballet de la Merlaison’
[Merlaison, 1635] which may not be counted under the prestigious libretti of the 17"

4With many thanks to Christine Bayle and Patrick Blanc, as well as to Iréne Feste and Hubert
Hazebroucq, who have been very helpful providing many insights and background information.

5Already as a child he was a proficient hunter, knowing all the hunting terms and inventing
himself equipment for the bird hunt. [Chevalier, 1979, 67, 116-123].

8The N°35 is not exclusively dedicated to report about the performance of the court ballet as in-
dicated clearly by the subtitle: “Extraordinaire du XXII. Mars M.DC.XXXV. Contenant
1. Les’ appprests du grand Seigneur en suite de la paiz avec la Moscovie — la Pologne,
&c. 2. Les postes des armées Frangoise € Suedoise. 3. Et le Balet de la Merlaizon”.
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century because of its rather modest presentation of only six pages’. It does not
provide more information thanthe article in the ‘Gazette’ and one may speculate
as to its being printed after the event and not for the performance itself®.

In addition to these two literary sources, there are also two manuscripts with musi-
cal scores who conserved the music of the ‘Ballet de la Merlaison’. The airs of the bal-
let can be found in the well-known manuscript of Philidor [Philidor, 1690b|® and
some almost identical airs in the manuscript of Kassel [Ecorcheville, 1906]. There
are no costume sketches or other drawings for this court ballet.

However, none of these sources served as inspiration of chapter XXII ‘Le Ballet
de la Merlaison’ for the setting of the ‘dénouement’ of the affair of the diamonds
studs in ‘Les Trois Mousquetaires’ by Alexandre Dumas [Dumas, 1844, vol. 34,
105-120]'°.

2 Preparations for the Creation of the ‘Ballet de la Merlaison’

Christine Bayle, a French dancer, actress, choreographer and director had re-
ceived a classical training. After having danced with the ‘Compagnie Miskovitch’
and then at the Hamburg Opera under the direction of Peter van Dijck and George
Balanchine, she also started a career as an actress. In 1977, she joined Francine

"The libretto can be found in the Bibliothéque Nationale de France (RES-YF-2280). It was
believed to be the only known specimen, but two other examples can be found at the Biblio-
théque Historique de la Ville de Paris (RESERVE 550929) and at the Bibliothéque Patrimo-
niale Jacques Villon in Rouen (Leberm-5271-5).

8The literary genre of the livret de ballet has its origins in the Festival books. In this early
stage of its development it is not yet an established inseparable part of the performance. It
is indeed possible that it was printed after the performance in order to prolong the memory
of the event. On the other hand, the in-4° edition of the ‘Ballet de la Merlaison’ with its few
pages resembles a program. It might have been printed for the performance. This also implies
that someone was responsible for the order and that it was delivered form Paris to the hunting
party in Chantilly.

9In the introduction for the edition of the reconstruction of the musical score by Véronique
Fontaine, Thomas Leconte comments on the state of the art of the sources [Fontaine, 2006,
Introduction]|. He points out that nineteen entrées are incompletely preserved in the Philidor
collection, providing only the upper line and the bass line: ‘Ballet du Roy. Dansé a Chantilly
le Jour de la micaresme. L’An 1635 [Philidor, 1690b, 25-30]. The manuscript of Kassel,
another collection of musical scores of French instrumental pieces of the first half of the 17tk
century is an older source than the Philidor manuscript, but it contains only half of the pieces,
indicating moreover only the upper line. Furthermore, in the first volume of the Philidor
manuscript, a ‘suite d’entrées de ballet’ with the title ‘Concert donné a Louis 13 par les 24
viollons et les 12 Grand haut-bois de plusieurs Airs choisy des Differans ballets’ contains
a piece ‘Les Gascons’, which actually is corresponding to the entrée ‘Le Pistolier’ du ‘Ballet
de la Merlaison’. This musical score is particularly interesting, because all five violin parts
are indicated [Philidor, 1690a, 13].

19Simone Bertiére annotates: “En réalité, Dumas raconte sous ce nom un autre ballet, dansé
le 24 février 1626, qui a fait l’objet d’une relation détaillée de J.-F. Barriére dans son
édition des Mémoires de L.-H. de Brienne (I, p.336 sqq.). Il démarque cette relation de
trés prés, notamment pour les préparatifs techniques, le déroulement du cérémonial et pour
les noms des comparses. Mais il y avait fait figurer la reine, indispensable a l’action, alors
qu’elle n’y était pas” [Dumas, 1995, 337].
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Lancelot’s newly founded company ‘Ris et Danceries’” which she left to found her
own dance company for baroque dance, in 1983, ‘L’Eclat des muses’. Christine
Bayle choreographed numerous works, often combining dance, music and theatre.
Her dance company does no longer exist, but the ‘Ballet de la Merlaison’ is still per-
formed and nowadays produced by the company ‘Belles Dances’ and the Ensemble
‘Passo Finto’*!.

Christine Bayle had been inspired by the ballet libretto already at the end
of the nineties. Complex questions about the style and the musical score, as well
as the search of co-producers and sponsors, prevented an immediate realization.
Therefore she could only start the realization of the ballet in 2010, having been
granted the support of a co-production by the Fondation Royaumont'? and the Fes-
tival Baroque de Pontoise, the Centre National de la Danse, the Musée national de
la Renaissance, Micadanse, as well as through funding by the ADAMI, the DRAC
fle-de-France and the French Ministry of Culture and Communication®®.

Several years of research on the music, but particularly on the dance style(s),
preceded the re-creation, accompanied by dance and theater historians like Eugé-
nia Roucher'#, Nathalie Lecomte'®, Anne Surgers'®. Hunting terms and methods
were explained by Claire Maillard'” from the museum for hunting in Paris. Hu-
bert Hazebroucq, one of the dancers, also worked as the choreographer’s research
assistant.

The ‘Ballet de la Merlaison’ stages one particular aspect of real contemporary
life in that period in a rather burlesque manner, but its different entrées and roles

Hperformances were scheduled at the Théatre de Montansier in Versailles in April 2015
[ThM, 2015].

2Francis Maréchal, the director of the Fondation Royaumont, made the research residence
on the hunting topics as well as the rehearsal residence for the creation possible, but it was
Sylvie Giroux, back then responsible for artistic program at the Fondation Royaumont, who
particularly supported the project. Also Valérie de Wispelaere, who worked there as librarian,
was very helpful during the research process.

13 Christine Bayle obtained several research grants from the Centre National de la Danse: the Aid
for Choreographic Writing in 2002, the Aid for Reactivating Repertoires in 2006 and the Aid
for Research and Heritage in 2009, awarded by the French Ministry for Culture and Commu-
nication [Numeridanse, 2011].

4 Eugenia Roucher-Kougioumtzoglou was a dancer and is a specialist on the terminology of dance
and ballet. One of her articles deals with dance culture at the court Louis XIII [Roucher-
Kougioumtzoglou, 2007, 79-113| and she was part of the research team of ‘Les Fées de la
Forét Saint Germain‘ [Roucher-Kougioumtzoglou, 2012, 207-247].

15Nathalie Lecomte is a dance historian, well known for her research on professional dancers and
dancing masters. Her recent monograph deals with French and European dance culture from
1515-1715 [Lecomte, 2014].

16 Anne Surgers is a theatre historian focusing on questions of scenography and spatiality. She
works as professor at the Université de Caen Basse-Normandie and at the Université Paris
III Sorbonne Nouvelle. She wrote articles for the publication of Jean Duron [Surgers, 2007,
115-156] and for ‘Les Fées de la Forét Saint Germain’ [Leconte, 2012b, 143-175] and co-edited
a book on dance and festival culture during the reign of Henry IV and Louis XIII [Surgers,
2011].

L7Claire Maillard back then worked as an assistant curator for the Musée de la chasse et de
la nature in Paris. She also helped to identify some of the roles of the ballet in connection
to the bird hunt.
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are rather cryptic to today’s readers and some uncertainties remain as to the real
nature of some of the entrées. For example, for the 14" entrée, named ‘Marcilly et
Du Corbet’ no real satisfactory explanation has been found, whereas the functions
of the many very specifically named roles in relation to the bird hunting itself could
be identified [Merlaison, 2012].

Alongside the thematic research concerning the topic of the ballet, research also
focused on the dance style. The preparatory work for this part started long be-
fore the rehearsals for the ballet itself began, some of the intermediate results,
for example for the ‘Suite de branles’® were integrated in several independent per-
formances'®. An open rehearsal in January 2010 at a studio of Micadanse in Paris
permitted to show the different research stages on the evolution of dance styles
from Arbeau to de Lauze. Already working with Patrick Blanc on the manuscript
‘Instruction pour dancer’ (ca. 1612) [Emeraud, 2000] in comparison to the ‘Terpsi-
chore’ by Praetorius [Praetorius, 1612], and backed by her knowledge and experience
of Thoinot Arbeau’s ‘Orchésographie’ [Arbeau, 1589]%°, as well as by the ‘Louange
de la danse’ (1620) [de Lauze — deMontagut, 1620] and the ‘Apologie de la danse’
[Lauze, 1623] by Frangois de Lauze, Christine Bayle started a specific experiment
during which she asked her dancers to dance a branle to dance music and to be-
gin the dance at the back of the hall starting with Arbeau steps and while mov-
ing forward in space changing them into ‘Instruction pour dancer’ steps and then
again to de Lauze steps. This dancing along the timeline allowed spectators to see
the change of the dance styles and to observe aesthetic characteristics, which then
permitted to define the dance style for ‘The Ballet de la Merlaison’. It has also
been influenced by the aesthetic principals of the ‘ondeggiare’ and ‘ombreggiare’
of the Quattrocento dance technique. Christine Bayle also employed gaillarde steps
from the manuscript ‘Mastro da Ballo’ by Ercole Santucci Perugino from 1614
[Santucci, 1614] for example for ‘Les Arbaletiers’ in her choreography. Therefore
the choreography consists of a mixture of steps, mostly originating from the de

18 A pedagogical project on the ‘Suite de branles’ with eleven dance students, aged from fourteen
to sixteen years, of the Conservatoire & Rayonnement Régional de Cergy-Pontoise was crowned
by the participation of the students, dancing branles at the beginning of ‘The Ballet de la
Merlaison’ at the very first performances at the Abbey in Royaumont [ED, 2011]. Thus
the original performance for the premiere started a little differently than the performance
recorded at the Théatre Impérial de Compiégne or later performances on tour.

19Among those performances were the ‘Le Défilé baroque ou la chasse (non gardée) du Roi’,
created in 2002 for the Musée de la Chasse in Gien and which already contained some en-
trées of the ‘Ballet de la Merlaison’, for example ‘Les Lorrains’, and ‘La Ronde des jardins’,
performed the 10*" June 2006 at the Chateau de Talcy, the 30" June and 1°¢ July 2007 at
the Chateau d’Aulteribe, the 27" July 2007 at the Chateau de Chambord and the 17" May
2009 at the Parc de Rentilly. Christine Bayle used for it the ‘Branle de la chapelle’, the ‘Branle
de Montirandé’, as well as the steps of the passepied and the gavotte from the ‘Instruction
pour dancer’. She also used the music of ‘La Boemienne’, but choose to choreograph to it.
The ‘Suite des branles’ was also integrated in ‘La Sérenade Royale’, performed during Summer
2011 at the Chateau de Versailles.

20Marie-Frangoise Bouchon, having consulted the different original examples of the ‘Orchésogra-
phie’, believes that the actual date of print was 1596, as she demonstrates in her unpublished
article ‘Le cas Tabourot’ [Bouchon, 2004].
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Lauze treatises, but which have been adapted to a very theatrical interpretation
in order to make an attempt to show how courtiers and dancing masters might have
employed their repertoire of steps for a court ballet.

Subsequently, a ‘Fenétre sur cour’ on the 7*" November 2010 at the Abbey of Roy-
aumont [FrC, 2010] gave a further glimpse of the ongoing creation of the ballet.
Then a cycle of presentations at the Centre National de la Danse, some documented
by video [Numeridanse, 2011]?! and some accompanied by conferences [CND, 2011],
allowed interested audience to familiarize itself with the court ballet and the chore-
ographic process.

3 Construction of the ballet — a double narrative string

The following account of the performance should give an insight in the structural
artistic work of Christine Bayle®?. The choreographer did not just stage the ‘Ballet
de la Merlaison’ as it is related to us by the report in the ‘Gazette’ and the ‘livret de
ballet’, but she also staged complex court relationships by adding a sort of foreplay
to introduce the court ballet’s context of creation. At several moments the different
dancers do not only dance the roles of the ballet but as well embody the courtiers
incarnating those roles or watching the ballet.

This second narrative string is based on historical facts, but the artistic interpre-
tation deals with them in the ballet in a rather imaginative way. The ‘Grand ballet’
of the ‘Ballet des Triomphes’ [Triomphes, 1635, 5| staged at the 18" February 1635,
was danced by Queen Anne of Austria and fifteen ladies in waiting, among them
the young Louise-Angélique de La Fayette. Louis XIII held several roles in this
ballet as well and it is said that M-lle de La Fayette attracted his attention during
this ballet, which made him electing her as his ‘favorite’, yet in a complete platonic
and chivalrous sense [Petitfils, 2014, 348-356]%%, [Chevalier, 1979, 425-437|. Thus,
the king, the queen, Louise de La Fayette and the other courtiers are represented
dealing with each other and the situation during the several entries of the ballet.
As it is a ballet, the main part consists of course of dancing, but certain situations

21This video documents Christine Bayle’s research comparing ‘Instruction’ and ‘Apologie’ and
presents the following sequence: passepied, gillotte, branle simple, branle gay, gillotte, branle
de poitou, branle double de poitou, gillotte, branle de Montirandé, gillotte.

22The recording of the extracts shown during the talk has been done at the performance the 2274
mai 2012 at the Théatre Impérial de Compiégne. There is no commercial release of the DVD,
which serves only promotional purposes [DVD, 2012].

23 Petitfils mentions that she appeared in the ‘Ballet de la Merlaison’, although there seems to be
no proof for her participation in the court ballet: “Elle (Louise de La Fayette, author’snote)
chantait et dansait divinement bien, ce qui le (Louis XIII, author’s note) ravissait. Le 15
mars suivant, a Chantilly, elle parut dans le Ballet de la Merlaison, dont il était l’auteur.
Double plaisir! Le 20 dans l’aprés-midi, revétue d’une élégante capeline, portant sur la téte
un feutre orné de plumes et de rubans multicolores, elle accompagna la reine a la chasse.
Lowis trouvait un douz plaisir a chevaucher prés d’elle et a lui jeter des furtifs regards. Le
lendemain 21 et 23 encore, il renouvela les cavalcades cynégétiques avec Anne et ses filles
d’honneur, Mlles de Vieuz-Pont., d’Hautefort, de Saint-Louis et de La Fayette” [Petitfils,
2014, 349].
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are not merely expressed by pantomime, they are made more explicit by laughter,
polite addresses and short phrases. The dancers have to be versatile, changing be-
tween the roles of the ballet and their social roles, sometimes interpreting both at
the same time.

The ballet starts with a kind of somber, mysterious atmosphere, created over all
by the lighting and the musicians®*. The breath and whining of horses can be heard.
A boar, interpreted by Christine Bayle, appears on stage. Then some dancers en-
ter, mimicking riders with their horses and the boar disappears. More riders join
the first group as if it was a hunting party coming together at a clearing. They
put their hobby-horses away and start playing some kind of dance games. Next
the king (Hubert Hazebroucq), the queen (Iréne Feste) and the Mlle de La Fayette
(Gudrun Skamletz) dance a courante (after de Lauze) while showing their rivalry
and jealousy. Then all dancers dance the ‘branle’ de Montirandé (after de Lauze)
and the ‘passepied’ (after Instruction). Omnly then the original ballet plot starts
with the appearance of the ‘Winter’, reciting a poem, using the aesthetics of French
baroque pronunciation. It is the king in disguise who is surprising his court, which
was not the case in the original ballet. Again Christine Bayle creates thus a sit-
uation of playfulness and sociability in the court society. The rest of the ballet
follows the libretto, but as mentioned before, sometimes a second one doubles this
narration®®. Throughout the ballet, the courtiers and the king, the queen and the fa-
vorite, show each other respect by bowing or curtsying, thus reminding the audience
that underneath the masks and surrounding the dancers are members of the court.
The greeting with the flags in the second entrée with the ‘chef de vol’ and his assis-
tant and page boys has to be interpreted a play of presentations as well. The third
entrée of the couple of Lorraine merchants who sell snares for the bird hunt is much
more theatrical. In the first part of this entry the choreographer used several varia-
tions deriving from the allemande step, while the second part is a volta. At the end
of the volta the dancers inverse the roles and the lady lifts up the gentlemen. It’s
a funny moment, since everyone knows that the lady is also danced by a man.
Moreover in the general frame of the interpretation of the ‘Ballet de la Merlaison’,
Christine Bayle is also playing with the fact that all dancers know that the mer-
chant’s wife has been danced by the king. At the end, Richelieu appears holding
a white rose and presenting it to the favorite, who accepts it modestly. A little later,
the king throws himself on his knees before her. Startled she tries to flee, but is not
allowed to leave. The ballet continues with the fourth entrée of the ‘capitaine de la
Merlaison’ and his assistants. The fifth?S entrée of the ‘picoteurs’ with M-r le Pre-

24Patrick Blanc composed this original foreplay expressly for the re-creation of the ‘Ballet de la
Merlaison’.

25The two video extracts shown during the speech were the 274 entrée of the chief of the hunt,
his assistant and two page boys followed by the 3" entrée of the couple of Lorraine merchants
who sell snares for the bird hunt and finally the 13*® entrée of the tax collector, his wife and
their servant girl.

26From now on the numbering of the entrées in the libretto and in the musical score differ,
consequently no numbering will be used for the summary of the rest of the ballet.
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mier induces again some additional play. During the first dance, the queen arrives
carrying a blackbird which she then puts in a cage, accompanied by M-r le Premier.
The dance continues, followed by the solo of M-r le Grand, who was the ‘premier
Ecuyer de la petite écurie’. At the time this post was held by the Duke Claude
de Saint-Simon, who was a favorite of king Louis XIII. At the end of the dance
there seems to be an awkward situation and M-r le Premier is laughing out of em-
barrassment. He fortunately is interrupted by the entrée of Thomas the butcher
and his wife. To safe a quail, interpreted by a dancer, the butcher is chasing after,
the king leans on him in a very dominating posture, followed by the display of good-
companionship between the king and other male courtiers, then the ‘pistoliers’ en-
ter. After their dance everyone is chasing after butterflies, when the ‘Gascons’ enter.
The butterfly chasing continues and one dancer holds the role of the butterfly, but
he is of course not caught. The entrée of the reapers and a peasant comes next,
followed by the entrée of a game keeper, a bird catcher and a net spreader. Again
a dancer is interpreting the colorful bird they wish to capture. This bird then frees
the blackbird in the cage, taking it with him. Thereupon the crossbow bearer,
the merlin’s keeper and the bearer of captured blackbirds enter. After their dance,
they are menaced by three bragging provincial noblemen who then start dancing,
confounding themselves with reverences and accidents. A merlin, again a dancer
with a mask, traverses the stage. Then the tax collector, his wife and their servant
girl enter. Courante steps inspired by de Lauze are used in the first part, which
is like a mock majestic dance, obviously ridiculing the tax collector, but also dis-
playing the motif of the stupid servant girl. Then he does a pantomime where he
collects the taxes, which obviously displeases everyone but himself. When the second
part starts, the choreography gets even more virtuous: It’s an ornamented courante
with gaillarde steps. But during the dance the servant girl is more than once sex-
ually harassed. M-r le Premier is fed up and asks the king to stop this nonsense.
For the entrée of Marcilly and Du Courbet all dancers are again mimicking riders,
when the allegory of spring, a mighty warrior, enters and declaims his verses, pro-
claiming he will establish the empire of Love. Winter has also appeared again, but
is chased away by the courtier. The queen and the favorite are listening graciously
to the verses. The keeper of the heron enters, but without the six falconers. Instead
the king enters disguised as bird and a short play between him and the ladies en-
sues. But he leaves his disguise quickly, offering an arm to each lady and they start
dancing with all the other courtiers. At the very end, the ‘branle de Montirandé’
is a collective final point of the performance, an allusion to the possible ball after
the geometrical ‘Grand ballet’?".

27Regarding the link between ball and ‘Grand ballet’ and a similar research project see
[Blanc, 2016].
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4 Artistic Choices, Constraints and the Problematic
of a Re-Creation

As the aesthetics of the ‘belle dance’ seemed not to be appropriate and fitting
for the re-creation of this ballet of 1635, the experimentation towards a possible
dance style with a very theatrical interpretation was a central concern for Christine
Bayle. Yet the main problem is the fact that all before mentioned dance treatises are
relevant for ballroom dancing and that there are no sources on theatrical dancing.
The general opinion always assumes that the step vocabulary for social dancing can
be applied to the court ballet performances. Therefore some combinations seem
rather simple, but at other moments and for certain roles technically demanding
steps have been integrated in the choreography, highlighting the character of the role.
As not only the order, but the number of dancers has been respected, there are only
three solo dances, corresponding to their own musical score: The ‘Entrée pour Mr Le
Premier’, the ‘Serpier’ and ‘Entrée Le Printemps’. Solo parts are employed in court
ballets in the first half of the 17" century, but to a lesser extent than one would
imagine, as the collective movement is at the heart of the French court ballet. One
of its major functions is to create a social coherence in a group, when the king
and the high nobility mix with less important figures of court life and professional
dancers. The harmony thus represented during the dance should have an effect
in the daily cohabitation [Mersenne, 1636-1637], [McGowan, 2012, 7-38, 81-89].

Another problem that makes the approach of a historically informed performance
almost impossible is the lack of information concerning the dance character. The li-
bretti often describe pantomime actions and from the verses and the dramaturgy it
is possible to determine in many cases whether it was a ‘noble’ or ‘burlesque’ entrée,
but generally they omit information on the dance character. Whereas the libretto
of the ‘Ballet de la Merlaison’ only provides the names of the roles, mostly names
of the different professions linked to the bird hunt and the names of the performers,
the musical scores don’t specify it either. It seems that dance characterisation has
been avoided on purpose. The airs of the ‘Ballet de la Merlaison’ are identified
by the entrée without any indication concerning the type of dance, its characterisa-
tion or the instrumentation?®. “Although the music from the ballet had been preserved
in the Philidor Manuscript, it had to be restored. Patrick Blanc detailed it so that
it would be in harmony with the dance, orchestrated it and adorned it in accordance
with the ‘characters’ that appeared to him in the score” [Numeridanse, 2011]. Be-
sides, the musical scores of the airs provided only the main theme in the upper and
bass lines, mostly in a binary rhythm.

For the ‘Ballet de la Merlaison’ the musical direction and research was conducted
by Patrick Blanc, a specialist of old music, a flute player and professor at the Conser-
vatory of Strasbourg in France. Working closely together with the choreographer’s

28Though one can assume that the music has been composed for the royal violin ensemble
the ‘Vingt-quatre Violons du Roi’, which is consisting of five parts typical for the ‘orchestre
a cinq parties a la francaise: dessus, haut-contre, taille, quinte and basse de violon’.
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visions and choices, Patrick Blanc tried to bring back the complexity and richness
of the music composed by Louis XIII without having the royal band of twenty-
four violin players plus other musicians in the royal service at his disposal. In his
ensemble ‘Passo Finto” were a total of twelve musicians: four players of wind instru-
ments, including himself, five violin voices, a harp, a guitar, and a luteand theorbo
player?®. Alongside with the question of the instrumentation, Patrick Blanc had
to work on the counterpoint, the diminution and variations of the musical theme
like any musician of that period was capable of 3.

As for the musicians, the number of dancers was not comparable to the origi-
nal conditions of the creation of the ‘Ballet de la Merlaison’. While the original
court ballet was performed by twenty-one male dancers for more than forty roles®!,
the company of Christine Bayle consisted of only nine dancers, five women and four
men®2. The small number of dancers made it necessary for each dancer to em-
body many different roles. But besides this difficulty, the fact that Christine Bayle
chose to use female dancers, who had then to be travestied for the many male
roles, weakens the appearance of the impression a court ballet with an entire male
cast would give. All female roles were danced by male dancers travestied as women
as in the original cast of 1635. It is interesting to note that the dancers of the original
cast were of quite different ages.

Two other interesting points are the use of many accessories as well as masks
in this ballet. Accessories were an integral part of the costume and served to identify
the roles and especially the allegories in court ballet. A lot of thought was given
to the invention of accessories and their integration into the choreography. It may
be considered a success, because the dancers do not just carry the accessories, but
they are cleverly integrated in the choreography.

Masks were also part of the aesthetics of a court ballet, not only for travesty
female roles, but they were generally worn by all dancers. In the ‘Ballet de la
Merlaison’, the masks®?, female role masks covering the whole face and several half-

29The exact composition of the orchestra was: Patrick Blanc, Frangois Lazarevitch (flutes and
pastoral bagpipes), Béatrice Delpierre (bassoon and flute), Liselotte Emery (cornet, serpen-
tine, flute), Camille Antoinet (first violin), Michel Coppé (haute contre de violon), Céline
Cavagnac (taille de violon), Héléne Platone (quinte de violon), Pascale Clément (basse de vi-
olon), Gérard Rebours (guitar), Frangoise Johannel (harp), Thibault Roussel (lute, theorbo).

30Besides the musical score of the reconstruction by the Centre de Musique Baroque de Ver-
sailles [Fontaine, 2006], another score by Roger J. V. Cotte is available. His score is mainly
for recorder and krummbhorns [Cotte, 1992, see English introduction|. This version has also
been recorded by the ‘Groupe d’Instruments Anciens de Paris’ under the direction of Jacques
Chailley and Roger Cotte (Pathé Records, n°® DTX 329).

3! Nathalie Lecomte, who worked on the identification of the dancers analyzed that twenty-one
dancers were dancing forty-one roles (only for the last entrée, the names of the falconers are
not mentioned). She states that four performers held three roles, ten dancers held two roles
and six dancers were dancing only one role [Merlaison, 2012].

32The dancers were: Caroline Ducrest, Iréne Feste, Morgane Legaret, Elyse Pasquier, Gudrun
Skamletz, Pierre-Frangois Dollé, Hubert Hazebroucq, Lubomir Roglev, Emmanuel Soulhat.
And the subtitle in the program of the creation precises: ‘Ballet pour 9 danseurs et ensemble
instrumental’.

33The masks have been created by Den [Den, 2015], Chloé Cassagnes [Cassagnes, 2014] and
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masks or nose masks help to give certain entrées an even more grotesque character.
Besides the fact that masks were a usual accessory in court ballets, they were also
necessary as there are not only the female travesty parts for the male dancers, but
all the female dancers are cross-dressing as well. The elaborate costumes, all created
by Thierry Bosquet*, were inspired by the baroque aesthetics of the reign of Louis
XIII and the costume sketches of Daniel Rabel®>. The shape of the silhouette,
the colors and patterns of the material recall the clothing of the baroque period,
playing with the aesthetics of the ‘mi-parti’. They permitted an easy transformation
depending on the needs of the roles, as the skirts were removable and the dancers
wearing trousers in the fashion of the period underneath them. Accessories and hats
were enabling a further distinction of the many different roles. More problematic
were the many hats, which did not permit easy changes of the hair-dress, but it was
a deliberate choice to let the female dancer’s hair loose, so as to emphasize the fact
that there were female dancers taking part in the ballet.

5 The Roles and the Repertory of Louis XI1136

In order to recreate a court atmosphere with its intrigues and plots, Christine
Bayle constructed and represented a historical fiction. She chose to represent sev-
eral historical characters, which is a frequent modality of her dance and theatre
productions. Her figure of Louis XIII has a very prominent position, because she
gave him more dances than he originally performed, plus the recitation and inter-
pretation of the ‘récit’ of the ‘Winter’. However the fictional character of Louis
XIII bears several differences to the historical figure.

The image of Louis XIII was not flattering. He was considered a melancholic,
feeble king who let his prime minister Richelieu govern the state. Several histori-
ans reassessed his reputation [Chevalier, 1979], [Petitfils, 2014] and also underlined
the importance of music and dance in his life [Lecomte, 2014, 55-56, 275].

Doubtless the ‘Ballet de la Merlaison’ was intended by Louis XIII as the in-
stigator, inventor and composer of the ballet as an amusement where he could
indulge his own personal taste, the bird hunt, one of his favorite leisure hunts.
In the third entry he also dances the travesty role of the Lorraine merchant wife
alongside with a very proficient professional dancer, Henault. The ‘Gazette’ com-
mented: “La 8. Maistre Pierre de la Croiz de Lorraine, & sa femme, marchand
de leurres € de somnettes; representez par le sieur Henaut, & par le Roy; dont le
plaisir ayant esté de se mesler avec ses sujets en cet agréable divertissement, montre

Thierry Francois [Crea, 2015].

34Thicrry Bosquet is an internationally renowned Belgian painter, illustrator, stage set and
costume designer for theatre and opera productions. He started to work at the Théatre Royal
de la Monnaie in Brussels and was a close collaborator of Maurice Béjart.

35Daniel Rabel (1578-1637) was a French painter and engraver, who also designed costumes
for court ballets at the French court.

36Due to the scope of the article, this part only presents a general overview in order to understand
the king’s roles in the ‘Ballet de la Merlaison’.
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que les plus augustes Majestez se trouvent bien aussi ailleurs que dans vne severité
sourcilleuse” [Renaudot, 1636, 143].

As Georgie Durosoir points out in the introduction of the reconstruction of the mu-
sical score, the flattery in the ‘Gazette’ serves a double purpose by affirming the au-
thority of the king and assuring the readers, that the leisure activities would not
keep the king from his duty [Fontaine, 2006]. In the 13"" entrée of the tax collector,
his wife and their servant girl, Louis XIII dances the role of the tax collector, le
‘fermier’ [Bluche, 2005, 585f.], [Bély, 1996, 542f.].

In the state of the art of court ballets it is already an established fact that
Louis XIII preferred to give the heroic or mythological roles to his favorite courtiers,
like Albert de Luynes, while choosing other types of roles that more suited his own
inclinations. Yet in the libretti he was often associated with powerful allegories
of fire and sun and identified with mythological figures such as Mercury, Mars, Her-
cules and Apollo [Roucher-Kougioumtzoglou, 2007, 111-113]. Analyzing the other
roles of his court ballet career, three main types are recurrent: the musician (he
was a proficient musician and composer), the warrior (according to Héroard, this
was his favorite way of living) and several travesty roles of female parts®’. Regard-
ing cross-dressing, Mark Franko emphasizes that, “In the ritual context of ballet,
the king’s sexual ambiguity was doubtless performed to reassert agency as a personal
trait. In its very ambiguity or doubleness this personal trait can reestablish a sen-
sation of what Victor Turner called ‘communitas with one’s peers’. ‘Communitas’,
notes Turner, “is a relationship between concrete, historical, idiosyncratic individu-
als’. The king’s cross-dressing thus opens up the realms of his physical and sexual
force, even potential violence. Being performative and only ‘of the now’ (antistruc-
tural in Turner’s sense) makes royal cross-dressing all the more terrible in that it
announces the threat of a return to structure” [Franko, 1998, 72].

In consequence of the strong link between dance and fencing and warfare
in the aristocratic society of the 17" century, today’s physique and motricity cannot
represent the professional dancers and the courtiers, nor the king himself, who were
over all a caste of warriors [Roucher-Kougioumtzoglou, 2007, 84f.], [Surgers, 2007,
128-131]. Despite that, the aspect of playfulness, amusement and liberty in court
ballet seems essential and it was in reality a likewise important motivation besides
the possibility of political empowerment [Surgers, 2007, 135-140]. This aspect is
forgotten most of the time because research mainly emphasizes on the political and
social impact. While always being conscious of his rank and role in a world ordered
by god, Louis XIII ballet roles offered amusement and allowed him to indulge his
personal tastes, while remaining royal underneath.

37In the biographies of Louis XIII one always finds speculations on his latent homosexuality
[Petitfils, 2014, vol. I, 301-303], [Chevalier, 1979, 453-455], but cross-dressing in court ballets
was an established social ritual.
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6 Conclusion

The re-creation of the ‘Ballet de la Merlaison’ by Christine Bayle and Patrick
Blanc blended historical dance knowledge, scientific research and artistic inven-
tion and freedom of a contemporary creation together. The endeavor of the search
for the dance style of the period of Louis XIII brought interesting results and allowed
to ask important questions, perhaps finding some answers amidst many unknown pa-
rameters and of course taking certain risks. This search maybe represented the most
significant and influential aspect of the creation of the ‘Ballet de la Merlaison’ and
is a unique attempt in the actual baroque dance landscape®®.

Although Christine Bayle’s ‘Ballet de la Merlaison’ was scientifically supported
and can be considered as a historically informed performance in regard to music and
dance style, it was never intended to be a historical reconstruction of a court ballet.
The final result was an artistic interpretation inspired by this particular court ballet
and its historical background, constructing a historical fiction.

The conditions of a court ballet, not only the means and lost knowledge
of the dance styles and the choreography, but also because of the subtle social links
underlying it, make it impossible to create a historical reconstitution. Christine
Bayle’s solution was to create a frame, where the dancers also embody different his-
torical figures such as Louis XIII, queen Anne of Austria and the favorite Louise de
La Fayette, thus giving an illusion of a glimpse into court life, which seems to be an
interesting and successful result for a contemporary audience. The creation adopts
certain codes and rejects others. Patrick Blanc carefully restored the musical score
and interpreted it with his ensemble ‘Passo Finto’. The choice of both male and fe-
male dancers did not respect the original cast, but permitted to play with the social
identities of courtiers. Nevertheless the original order has been respected.

Although this contemporary creation is elaborate and rich, for potential program-
mers Christine Bayle’s production of the ‘Ballet de la Merlaison’ seems difficult
to identify and in consequence to sell. Apparently, the dance culture under Louis
XIII with its abundant court ballet variety is still overshadowed by the dance cul-
ture of Louis XIV. The primacy of the French ‘classicisme’ over baroque aesthetics,
of the ‘belle dance’ over an earlier baroque dance style, can still be felt in the current
cultural politics.
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Klaus Abromeit

Country Dance, Contredance and the Consequences

Preface Note

By dancing Country dances or Contredances today, we mainly feel the similarity
of both dance forms. If we trust the historical documents, the people 300 years ago
felt and thought differently.

1 Country Dance and Contredance — a comparison

To understand the difference between Country dance and Contre Dance it is
useful to look at the European tradition of dances where two lines of dancers act
face to face to each other.

In the 15" and 16" century we find dances like Battaigle, Bouffon or Moresca.
They use the double line form for martial affairs. For peaceful interactions people
used circle or line dances like Reigen or Branle. Only in England the public danced
two versions of double line dances — Morrisdance to train martial — and Country
Dance to establish peaceful manners in society. During the 17" century martial
dances got unpopular on the European continent and the lively double line forms
disappeared. If something disappears, it has also the chance to renew. This hap-
pened in France at the end of the 17" Century. On the base of the English County
Dance as preface, choreographers liked Isaak d’Orleans, André Lorin and Raoul
Anget Feuillet de-signed Contredance, a new double line danceform with a univer-
sal artistic concept.

Battaigle, Bouffon or Morris Dance were basically martial, English Country Dance
was basically peaceful, Contredance was thought out to be both, peaceful and ag-
gressive. Non of these cho-reographers spoke out this concept in a published com-
mentary, but this was not necessary, be-cause the repertoire spoke for itself.

Let’s have a look on the index of ‘Recueil de Contredances’ by Raoul Anget
Feuillet, Paris 1706.

‘La Bonne Amitie’ is followed by ‘La Jalousie’, ‘La Bergere’ by ‘Le Pistolet’. ‘La
Amoureuse’ is followed by ‘La Fanatique’ ‘La Chasse’ by ‘La Chaine’ and all ends
with a synthesis ‘La Nouvelle Figur’.

The continued change of affect as a metaphor of human character was a common
place in academic art of the time. By using the popular forms of English Country
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Dance — d’Orlean, Lorin and Feuillet — opened the idea of affect-change to the field
of ballroom-dancing. They created a kind of art, we would call pop nowadays.

2 Which consequences had the popular genre of Contredance
for the development of dance in the 18" Century?

1710 the dancing master and choreographer John Essex translated the dance
technical in-structtions of Feuillets ‘Recueil de Contredance’ into English language,
but changed the title and displaced the dances with negative affect. Essex called
this work ‘For the Further Improvement of Dancing’. That means, English Country
Dance stays English Country Dance, but from now on, the dancers will need school
to dance well and that means, work and reputation for dancing masters.

Also other translations of Feuillets book all over Europe concentrated on the dance
technical aspects of Contredance and more or less ignored the artistic concept.
Contredance became the first popular dance form in Europe, that you had to learn
at a school and the dancing master be-came an institution in the bourgeois society.

Another consequence is the use of Contredance in the theatre. Contredance
formed a bridge between the educated bourgeois and the professional dancers.
The bourgeois society started to build up a taste for professional dance — a de-
velopment the European mobility went through during 15*® and 17*" Century.

Summary

The French Contredance is a hybrid form of the martial and peaceful variants
of European double line dances like English Country Dance, Battaiglia and Bouffon.
Contredance was designed by choreographers of the French court and got the start
shot for the building of a dancing culture by the bourgeois society in whole Europe.
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Klaus Abromeit

What will be will be — a ballet on matters of fate. Based

on Gregorio Lambranzi, Neue und curieuse theatralische
Tantz-Schul, Band 1, Nr. 13-22

Introduction

Gregorio Lambranzi’s ‘New and curious dance school’ is a source of inspiration
for many who practice theatrical dance today. But it has puzzled its modern readers:
how are the numerous images and suggestions related to one another? Is his picture
book merely a collection of cues?

A colleague and contemporary of Lambranzi’s, the German dance teacher Got-
tfried Taubert [Taubert 1717], described Lambranzi’s curious method in the fol-
lowing words: “The curious or graceful method makes the lazy diligent and the dis-
heartened merry and agile”. Taubert’s exuberant praise made me curious — and
diligent. Obviously, there had to be more in Lambranzi’s book than a random
assembly of pretty pictures — if we knew how to read it.

Just as modern writers can draw on the specific education and experience of their
readers, so could writers in baroque age. In the Renaissance and Baroque, it was
common knowledge to read images as artificially manufactured allegories of real-
ity. Lambranzi and Taubert claimed that the process of creating a dance could be
represented in the form of such an allegory.

I followed their cue and I came up with a model for interpreting Lambranzi’s
graphic instructions.

I used a method common in art history to dissect Lambranzi’s picures and to tap
the various hints and clues hidden in them. The approach I chose was described
by one of my professors as looking with an ‘unmoving eye’: first, you take in the to-
tality of the image, then you examine the details and find out how they relate
the total composition. And I strongly assumed that every detail was significant.
We are used to believe today that the Baroque age was fond of filling every open
space with superfluous, pretty nick-nacks. But if we consider the concept of the ‘ar-
chitectura parlante’, the speaking architecture, that was prevalent in those days, it
becomes clear that the details were meant to carry meaning. Or, as I will put it
in the following, to actually make a statement. The details do speak, and to decipher
Lambranzi’s instructions I will let them speak in the following.
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If we take this approach and curiously and thoroughly study Lambranzi’s lessons,
we discover a wealth of inspiration in each image. And I will show you in a minute
how that works.

As a rule of thumb, the figure in each scene declares the theme. The scenery
as a whole hints at historical references. The decorations and conspicuous details
in the set and in the proscenium offer suggestions as to the dramatic execution
of the theme. The melody and its recommended repetitions suggest the duration
of the dance.

I have applied this method of interpretation. The text I am going to present sum-
marizes my observations and findings. In order to show you how an interpretation
in the way I find plausible and fruitful works, I have resorted to the dialectical form
that was common well into the 19th century. That is, I have given the elements
their own voices to show how they contribute to a discussion that is documented
in images. The outcome of these discussions is open. Lambranzi does no more
than to suggest to the dancer a number of options that his readers can choose from
and which they may use, combine or ignore as they wish. But in order to be able
to choose, we first have to understand Lambranzi’s graphic language. I will now
show you by a number of examples how we can do that.

The titles of the dances I'm going to present and also their combination into one
great ballet are part of my interpretation.

1 Dance No 13 The Tempest

What the author wants to illustrate:

I want to show a man whom the overwhelming forces of nature push to his limits,
and a little beyond.

Hints by the patient sheet of paper:

To realize this, why not resort to Ulysses, the legendary king of Ithaca as Homer
drew him? Ulysses’s wanderings are the model of everybody’s odysseys.

The author’s claim:

We see a skipper who has entered into troubled waters and is caught there.

The author’s question of the scenery:

How is the dance to continue?

The backdrop opines:

The skipper should reach the port and get away with a fright.

The proscenic decorations, on the other hand, suggest:

The skipper should be driven back to the high seas and suffer ship wreck on some
lonely island.

House stage is not too fond of the skipper:

The front tower directs a cannon at his head and should this shot fail, the back
tower keeps a gallows at the ready.
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The author to the composer:

I don’t think a gige would suit this tempest, we need something more heroic.
Composer:

How about the romagniola?

2 Dance No 14 The Return Home

What the author wants to illustrate:

I want to show a man whom neither money nor prizes can spur to labor any
longer; a man who takes what he has to savor it.

Hints by the patient sheet of paper:

This kind of attitude is only to be aspired as long as the man returns home
to find something he can savor. And as Homer reports, this cannot at all be taken
for granted. Ulysses, after he had not returned in years, was believed to be dead.
His wife Penelope managed only by tricks to defend his bedstead.

The author’s claim:

We see a skipper who turns his wife under his arms with the same ease as he
would hoist or strike a sail.

The author’s question of the scenery:

How do you think the skipper feels as he is doing this?

House right believes that this is his usual way of showing his joy of returning
home and that he can hardly wait to lie down beside her.

The note sheet interjects that their dancing together used to be much jollier.
The couple have always used the same melody. Lately, however, they are at a loss
to weave new variations.

The proscenic décor, however, is quite worried: “Haven’t you noticed that the man
has returned earlier than expected so he could spy after his wife? Something he
discovered has stung him in the heart. I believe he is out to murder her”.

The backdrop chuckles at the pessimist:

He has finally promised her not to go to sea anymore. He has found a neat little
cottage in the countryside and he is going to settle there.

House left refrains from commenting this time.

The author to the composer:

I believe a romagnolia would suit this dance too.

Composer:

But this time the many repetitions will not represent the intransigence
of the storm but questions, wishes, and desires.

3 Dance No 15 The goddesses of destiny

What the author wants to illustrate:
I want to show that the fact that we don’t know when we are going to die has

60



great influence on our lives and that we always want to have a say in the matter.

Hints by the patient sheet of paper:

You might want to choose a comic approach to this and have old widows enter
the stage. They no longer know what to do with their lives, are idling away their
time and out of sheer boredom have woven their shrouds three times over.

Or you might turn the scene into a turbulent burlesque/farce and plagiarize an
episode from the life of young Apollo. He befuddled the goddesses of destiny, Clotho,
Lachesis and Antrophas, with alcohol in order to save his friend Admetos’ life.

The author’s clavm:

We see two old widows. They are in the habit of sweeping in front of their doors,
and since they live across the street from one another, they eye each other doing
this. They have nothing to say to each other, but as soon as one scratches herself,
the other has to scratch too.

Comments by the scenery:

This is because they have long since stopped washing themselves, croak
the blinded mirrors in the third wings. How would you know that? lisp the mis-
chievously lifted curtains just next to the two. Women are women until they drop
to their graves.

The author to the composer:

How would the shuffling of the old widows look on the note sheet?

Composer:

Sweeping: Adagio, scratching: Allegro.

4 Dance No 15 The fountain of youth

What the author wants to illustrate:

I want to show that our wish to do like the gods and remain young forever is an
important drive in our lives.

Hints by the patient sheet of paper:

You must keep a cool head in this matter. The wish to remain young can simply
be related to the will to survive; it may lead to gory crimes or it may appear as an
amusing pastime.

The author’s clavm:

We see two old widows. As is their habit every morning, they have thoroughly
swept in front of their houses, and there isn’t a grain of dust left on the floor. But
they make no move to go inside. Along comes a young man, and as he sees the two
old women glued to their broomsticks like dozing hands, he can’t help but laugh.
The two old bats look first at each other, then at him.

Comments by the scenery:

The two old women should take heed, opines the pristine text sheet that has been
hung to dry on the proscenium ramp, this young man is not to be fooled with.
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We will yet see who should take care of whom, the aged woven wallpapers
in the scenery reply, in this place many a lad has lost his breath. And others
have seen stars in the night sky, the right stage light seconds.

The author to the composer:

I could fancy the same music here, only played in a lurking manner, and then
furiously.

Composer:

I'll see what I can do.

5 Dance No 16 War

What the author wants to illustrate:
I want to show people whom the war has not reduced to stupor and hatefulness.
Hints by the patient sheet of paper:

I see what you are aiming at. Aeneias lugged his lame father out of burning
Troy on his back. Achilles treated his friend Partoclos’ wounds, and he fell in love
with Pentesilea whom he had struck down himself. Homer’s Illias has quite a bit
to offer in this vein. But this phenomenon is not restricted to the temper of brave
warriors and soldiers. There are less dramatic communities of fate. The blind carries
the lame and the two struggle through life. The same holds true for the antagonist
and the protagonist on stage.

The author’s question of the scenery:

Are all these phenomena parts of war, or is war part of a greater scheme of de-
struction that prompts man and his ideas to re-compose themselves ever again?

The set decoration is pessimistic:

Man has long since been reduced to an extra in a world he created. He trods down
paths that generations have trailed before him. Unless we manage to pry open at
least a few doors and windows, we are doomed to suffocate in the monotony of beaten
paths.

The proscenic décor is more confident:

A rotten tree will easily look quite dead but its roots are still alive. And after
the trunk has fallen the roots will sprout again.

The author to the composer:

This dance must seem neverending and repetitious, as life sinks down and awakens
again.

Composer:

I suggest a slow march. Once the second part of such a piece is over, the audience
can no longer remember how the first one opened.
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6 Dance No 17 Peace

What the author wants to illustrate:

I want to show people who know peace and can relate its effect to us.

Hints by the patient sheet of paper:

The ancient Greeks described a fabulous land that was never afflicted by war.
It encompasses the forests, pastures and hills at the foot of Mount Olympus and
is called Arcadia. Arcadia is peopled by the nation of the Satyrs, both witty and
slothful. They are half men and half beasts. They invent many things, like music,
and yet they are quite forgetful.

All over the world things turn out the same as soon as enough people who
know war only by hearsay come to live together. Civilization blossoms along
with sloth. Even paradise knows its troubles; countless insubstantial quarrels punc-
ture the leisurely flow of the days.

The author’s question of the scenery:

I want to have the satyrian god Pan appear on stage and give him a Maenad from
Dionysos’ entourage to accompany him. Why on earth must this peaceful god be
so unsightly?

The proscenium decor talks in half-sleep:

Only the ill-favored and ill-smelling are left in peace in this world. Peace really
isn’t a pleasant matter.

The backdrop amends:

Only those who present themselves as short-sighted, clumsy and as drunks are
spared from serving in the army. This is true to this day.

Stage left and right chorusing:

Only the daredevils can hear the grass grow, only they know how to fire all their
guns at once. They have music in the tips of their fingers and are the Maenads’
untiring playfellows.

The author to the composer:

How can we render this five-finger-music in notes?

Composer:

Quite simply: five tones up, five tones down.

7 Dance No 18 Marriage

What the author wants to illustrate:

I want to show marriage as an institution of fate because hardly anyone can
escape it.

Hints by the patient sheet of paper:

The wishes people associate with marriage are based on stories of creation. Ac-
cording to the Orphics all spouses stem from the oogamous god Eros (both male
and female).
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Look, he looks like a pan cake with two golden wings and four heads. He will
snort like a steer, then roar like a lion; he will hiss like a snake and baa/bleat like
a sheep.

The author’s question of the scenery:

How best to present this beautiful image with modern people?

The scenery in one voice:

Do you need prompting for everything? Think of the women of Weinsberg and
their unforgettable deed.

The emperor Conrad the Third devised to punish the city, kill all the men and
drive away the women. The women begged the emperor to be allowed to take
with them what was dearest to their hearts. The emperor agreed and to his surprise
the women carried their men out of the city in baskets made for the grape harvest.

The author to the composer:

How can I bring such a witty and bold act to the stage?

Composer:

I suggest a swift two-quarter-time meter. It will accentuate the women’s full
calves and their courage. And I am thrilled to see how you will present the men
once they have recovered from their shock.

8 and 9 Dance Connections

What the author wants to illustrate:

I want to show good and bad relations with higher powers as motors of human
fate.

Hints by the patient sheet of paper:

Point towards the capricious life of Aristaeos. The gods lavished good and bad
luck on him in full measure.

Apollo’s son and pet, he was raised on nectar and ambrose, introduced into the se-
crets of bees and the cultivation of vegetables. And soon he is rewired as a venerable
benefactor of mankind.

But his carefree days are over when he learns of his son Actaion’s death. The great
hunter Aktaion is turned into a deer by Artemis. His own dogs then tear him
to pieces because he has seen the goddess take a bath.

Another misfortune besets him when he contests Orpheus for his lover Eurydice.
On this occasion she steps on the deadly snake. Orpheus demands satisfaction from
the gods. Aristaios’ bees die from one instant to the other.

The author’s question of the scenery:

What will be Aristaios’ future be in the face of such a measure of misfortune?

The scenery in one voice:

Aristaios will not lose his mind over this onslaught of misfortune. He turns
the twig of the tree of death, the myrtle, into the emigrant’s walking staff, leaves
Boitia and spends his days on Sardinia and Sicily.
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The author to the composer:

How to translate this roller-coaster of emotions into sound?

Composer:

I would suggest a simple entré. In the first part the melody drifts fluidly and
richly overbound. In the second part, the tones will stand for themselves.

10 Dance No 20 Domestic bliss

What the author wants to illustrate:

I want to show marital quarrels as a scourge of everyday life.

Hints by the patient sheet of paper:

Domestic quarrels are best shown by the example of young couples who have yet
to get used to one another. They stand a good chance of getting their act together
and spending their autumn years together as merrily as Philemon and Baukis.

We might just as well have them live like Zeus and Hera, or as Socrates and
Xant(h)ippe. In this case, their private moments only mark the calm before
the storm.

The author’s question of the scenery:

If we stick with the young couple, how will the scene unfold?

The proscenic decor claims:

They will have such an argument even at their first-born’s cradle that you won’t
be able to hear the baby crying.

The backdrop is more optimistic:

Both will complain to every Tom, Dick and Harry but their child will suffer no
need.

Stage left and right are in perfect unison:

Their hands have no sooner been joined than their feet make off in different
directions. But this permanent bickering is so exhausting, it has to subside as time
goes on. But both will be the nimbler and more considerate for it.

The author to the composer:

What melody is versatile enough to capture the action?

Composer:

I would suggest the same music as for the dance before.

11 Dance No 21 The fledgling

What the author wants to illustrate:

I want to show the time of adolescence as a turning point in life.

Hints by the patient sheet of paper:

Should this young adult stand tall and strong as the young Zeus, as intelligent
as Hermes when the first fluff sprouted above his lips and he had a childhood of in-
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ventions and pranks behind him? Or would you rather show him retarded in his
development like Dionysos who was born much too early?

The author’s question of the scenery:

Let us imagine him as a muscle man. What would he do first?

The backdrop twangs:

He wants to occupy his own temple and to be worshipped by everybody.

The proscenic décor interjects:

He will show himself grateful to all who have helped him along.

House left wants to shed more good light on him:

His fighting technique will be feared by giants among the gods as well as by mor-
tals.

House right thinks this is too much of a good thing and reminds us:

His mother asked him not to marry. Even so his insatiable appetite for women
will cause plenty of havoc.

The author to the composer:

What composition can capture this fullness of life?

The composer takes a minute to ponder, then replies:

I have an English dance in store. Its title is The Mad Tom.

12 Dance No 22 Looking for a Bride

What the author wants to illustrate:

I want to show that the search for a spouse is a moment in the life of every man
and every woman when they can define their own destiny.

Hints by the patient sheet of paper:

Everyone knows the courage it takes to court a lover but every story turns out
differently.

Let us take Ariadne and Dionysos as an example. Here we see two unhappy people
for whom everything turns out happily.

As a counter-example let us look at the Amazon queen Hippolyta and Heracles.
These two have been tested and their condition can still not afford them happiness.

The author’s question of the scenery:

Let us imagine Hippolyta and Heracles in love and alone on an open field. How
will their encounter unfold?

The stage remains quiet for quite some time. The wings do not make an appear-
ance at all. But then the proscenic décor musters courage and speaks in allegories:

If sunlight aspires to mix with moonlight, this is as awkward as if one wanted
to accompany a nightingale with a tambourine. Conversely, we find moonlight
in the broad day out of place. Who after all would want to blow a trumpet
with the breeze of an ostrich feather? Yet our heart skips a beat when we behold
both heavenly bodies in the same sky.
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The backdrop ventures a more concrete prediction:

As we know from the fable, the affair takes an ill-fated ending. But Hippolyta
has taken a liking to the experience whereas Heracles dislikes the touch of female
hands even worse than before.

The author to the Composer:

What rhythm is suited to capture the sprouting recklessness and the hardening
coldness that the dance calls for?

Composer:

I’ll suggest a courante.

Final remark

I have worked as a choreographer for over twenty years, and I enjoy very much
to be a pupil again to Lambranzi’s magic of suggestive and yet concrete instructions.

Lambranzi promises the readers that they will be able to design theatrical dances
on their own after reading — and comprehending — his book. And he lives up
to his promise. His eloquent silence is an encouragement to raise our voices, and
that is his great skill.

Gottfried Tauber is right in claiming that the curious method is the most de-
manding way of teaching theatrical dance and that its proponents are as rare in this
world as white ravens.

With my contribution I would like to encourage you to let the author take you
by the hand so that we may in the future experience Lambranzi’s work in many
variations.

I believe the sceptical humor of Lambranzi’s aesthetic is important for the design
of theatrical dance in the 21°* century.
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Esrenusi Epemuna-Costennkosa

Basbc B narckux KoHTpiaHcax rociemaaeit verseptu XVIII Beka

B macrosimeit crarbe s1 661 XOT€EJA TOAPOOHO PACCMOTPETH BOIPOC O IMOSIBJIEHUN
¥ PACIPOCTPAHEHUN BAJIbCA B JIATCKUX KOHTDIAHCAX.

Kparko HamomHio, KakuMy MarepuajaMyu Mbl pacrosaraeMm. llepsble 3ammcu
KOHTPJIAHCOB, co3manubie B Jlanum, orHocsTes k 1750-m romam. IlepBoie mybanka-
mun (TpexToMHUK $SIkoGcena) —k 1780-m [Urup, 2008, 106]. B namem pacnopsoxe-
HAU €CTh HEKOTOPOE KOJIMYECTBO OIMyOJINKOBAHHBIX M3JIAHUI — YIOMSAHYTHIA Tpex-
TOMHUK U HECKOJIBKO TOTOJHBIX COOPHUKOB «12 KOHTPIAHCOB Ha TaKOR-TO rojs. Bee
OHM NPUHAJJIEKAT K IPUIABOPHOMY KPYTY, UX IIyOJIUKATOPHI — 9TO KOHIIEPTMeHCTe-
PBL U TaHIMeNWCTEPhl KOPOJIEBCKOTO JBOpa. Kpome 3TOoro, HaM JOCTYITHBI 3aIlUCHBIE
kumkkn Moxana don Bioosa, B KOTOPBIX OH MOTOLHO (PUKCUPOBAJ HOBBIE TAHIIBL,
npuaeM (3TO FCHO MO MHOTOYHMCIEHHBIM MMOCTABJICHHBIM B KHUTAX JATAM) B XPOHO-
Joruyeckoii nmocsenosarenbHocTy |[Epemuna-Cosenukosa, 2014]. Takum oGpasom,
GoJIbIIIasl XOPOIIO JATUPOBAHHAS BBIOOPKA MO3BOJIIET HAM IIPOBOJUTH HEKOTOPHIE
HabJIIOIeHUS .

Brepsbie Basbc ymommuaercs eme B caMmoit mepBoit kumkke biomosa — 1773 roza.
Oro tanen 117. L’amor de la Patrie, gacrs 5 [Biilow, 1773, 117|. Hago ormeTuts, uTo
Ha JIAHHBI MOMEHT 9TO YIIOMUHAHUE — CAMOE PAaHHEe U3BECTHOE HAM CBUIETEIHLCTBO
KCIIOJIb30BaHUsI BajibCa B KOHTPJAHCAX He TOJIbKO B /lanuu, Ho u B EBpore u omHO
U3 CcaMbIX NEPBBIX yIOMUHAHWI Bajbca Boobme. Bor ono: «Kasaaep u ezo dama
udym 6 cepeduny u desarom dea basance. Kasarep meperocum c6010 npagyro pyxky
3a cnunotl ceoetls damui. Jama kaadem c8010 Ae8YI0 PYKY HA NAEYHO KABAAEPA, G OPY-
2ue ceou pyku onu deporcam cnepedu. M 6 maxol nosuyuu deaarom meoAeHHbLT
KpYy2080U aavc. Jlo MOMeHMa KAK OHU 3GKOHUWAM, B038PAULLEMCA MPEMbA NAPA.
3Bdecw otce oxazvieaemea nepsasa u emopasa napa. U ece deaarom wacce odnospemen-
no. Kax xasaaepv,, max u damov. Kasasep nosopavusaem damy moa kpyza npasot
pykotl u cmasum ee na mecmos (mep. A. Pymoit). Kak Mbl BuauM, 3/1eCh HE TOJIBKO
YKa3aHa TEXHUKA MCIIOJTHEHUsI — BAJIbC — HO U ONKMCAHA MO3UIMUsS PYK MDA HEM.

[IpubsmsurenbHO K TOMY K€ BPEMEHH, JubOO UIyTh MO3K€ OTHOCITCS MBA YIIO-
MUHAHUSI Bajibca B KHUTax fIkoGceHa (OH ObLI KOHIEPTMENRCTEPOM Oephl U JIBOPA,
COYMHSIJI My3BIKY JIJIsl TAHIIEB, XOTs BepHee ObLIO ObI CKa3aTh, UTO 9TO K €0 TAHIIAM
TaHnMelcrepsbl counHsiii dburypsl). B 1780-81 rogax SIKo6CceH BBILyCTHII TPEXTOM-
HUK, COCTABJICHHBINH M3 KOHTDPJAHCOB NpONLIbIX JjieT. Cyis 110 3alUCHBIM KHUXKKAM
Bionosa, B cbopuuk fAxobcena BoOmIN TaHIBI, CO3LAHHBIE B T€UEHIE IIOCIIEIHETO Jie-
caTnseTns (HEKOTOpbIe M3 HUX €CTh B IIEPBOil 3alIucHOi KHUre BiosioBa, mosroMy ux
MOKHO TOYHO JATHPOBATH). B IEPBBIX JBYX 9aCTAX BAJIbC BCTPETACTCS JIBAKJIBI:
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B nepsoit wactu — B kourpmance Lucile (77), anrnese, rue 0JHOBPEMEHHO NIepBast
JaMa JieJlaeT TYp CO BTOPBIM KaBaJIepOM, a KaBaJiep — co BTopoil jamoii. Kcraru,
y2Ke HAYMHAsL C 9TOTO TAHIA CJIOXKUIIACH TPAIUNUs, 9TO Typ — 910 4 TakTa [Laurent,
1780, 77]. Bropoii pas, Bo Bropoii dacru cOOpHHKa, BajbC ecTb BO (pancese Les
Heureux Epoux [Laurent, 1780, 41|, rie kaxkaplit KaBajep genaer GajaHce co CBO-
el JaMoii, MOTOM BaJIbCUPYET C Heil, MePEeXONUT K CJIEAYIONIeH U Tak Jajiee ITOKa
He BepHEeTCs Ha CBOM MecTa. Ha 3TOM m3BecTHsi 0 paHHEM IPUMEHEHHUH BajIbCa 3a-
KaHYUBAIOTCS.

Hosasg crpanuna B ucropum sroro tanma Hacrymnaer B 1780-81 romax. B zammc-
HOIT KHIKKe BiostoBa 9TOTO roma BabC BCTpedaeTcs yKe B 15 TaHIax, IpUIeM IeM
GuKe K KOHILy nepuoza, TeM 4aie. OH UCIOIb3yeTcs B 000UX THUIIAX TaHIEB — KaK
B AHIJIE3aX, Tak U BO ¢dpancesax (bpaHce30B B JATCKUX COOPHUKAX TPUHIATAATIHHO
MEHbIIle YeM aHIIe30B — npuMepHo 1 dpances Ha 7-8 anruesos). Ilpu sToM Basbe
WCIIONIb3YETCS U B TE€X U B APYTUX PABHOMEPHO — IIPOIIEHT TAHIIEB C BAJILCOB B 00€-
WX TPyNIax OJWH U TOT ¥Ke — 4yTh Gosbine 15. Kak mpaBuiio, B 5TO BpeMs BAJIbC
MOSIBJISIETCS €I[e OYeHb POOKO — TOJILKO B OjHOM ¢durype tanma. Ho yxke Ha 3TOM
JTare OH MOI WCIOJHSTHCS KaK Ha MeCTe, TaK W JJIsl IPOJBUKEHIS — HAIIPUMED,
MOITYJISIPHO OBIJI0O 0OOUTH CBOEro MmapTHepa B Mae ¢ Bu3aBu. My3bIKa 3TOTO Ieprojia
TUNAYHA, JIJIS JATCKUX KOHTPJAHCOB W dallle HAIIUCAHA B %. Hanuane /orcyrcrBue
BaJIbCa HUKAK Ha 970 He Biusger [Biilow, 1780]. CpaBHeHue ¢ TpeTbeil YacTbio cGOp-
HuKa flkoOceHa, B KOTOPOi ObLIM OMyOJMKOBAHBI KOHTPIAHCHI, CO3JaHHbie B 1781
romy, jaer Ty ke kKapruty [Laurent, 1780].

B cbopuuke ke BrosioBa 3a 1782 rox kapruHa MeHsiercsi. Bo-iepBbIX, KOHTPIAaHCOB
C BaJIbCOM CTaHOBUTCs 3aMeTHO Oosibire: 45 u3 110. Bo-Bropsix, eciiu B HavaJse 1ojia
TAHIIEBAJINCh KaK IIPABUJIO IO/ MEJIOJINN B %, TO B T€UEHHE O[3 BCE Jallle CTAIU HC-
[10JIb30BATbCS MEJIOIUU Ha %. TOT pasmep ObLI HE HOB JJIsl JATCKUX KOHTPIAHCOB,
HO ¥ HE OYEHb HOIYJISPEH IO CPABHEHHUIO C %. B-Tperpux, MOKHO OTMETHUTH, UTO
JIJIsl AHTJIE30B M (DPAHCE30B XapPAKTEPHBI Pa3Hble (DUTYPHI, MCIOJHSIBIINECS BaJjlb-
coM. Y dpaHCe30B 9TO, Hallle BCEro — TYp C YIJIOM U TYD CO CBOHUM, MOXKET OBITH
CMEHa MECT Ha BaJbce (TOrJa IacToO UCIOIb3yeTCs JIEMU-TYD). Y aHIVIE30B — CBA3KA
cer-Typ, Jmbo (ocobo momynsapuo B 1782 roxy) durypa, rie Bce KaBajepbl KpyrKaT-
Cs CO CBOMMH JIaMaMU, & TaKKe CBSI3Ka J103310-BaJbC. lIprdeM MOXKHO OTMETHTH
HMHTEPECHYIO JieTajlb. BajbC BOZHUKAET 3a9aCTyIO B TE€X CBA3KAX, [Jie IO TOro (Miu
MAPAJUIEIBHO) TAHIIEBAINCEH aJUIEMAHI, Tub0 KPyT 3a pyKu. IIpm aToM myisa aieMan-
J1a, 9acTa CUTYallrsl, KOTJ@ CeT TAHI[YeTCs C OJHUM YTJIOM, & aJUIEMAaHJ| — C JAPYTHUM.
B ciyuae Basibca Bca CBsI3Ka, KaK IIPABUJIO, BBIMOJIHIAETCS C OMHUM M TEM 2Ke MapT-
HepoM. Harre Bcero BajbC B 9TO BpeMsl HAXOAUTCs B cpenuue tanma. Ha sTom sTame
TaK’Ke TOSIBJISIETCS MPOrPECCHsI HA BaJbCe — KOIJ/Ia Iapa CIYCKAeTCs BHYTPU CETa
Basbcupys (korTpaancel Ne 133, 168). Ecth Takake 09eHb TpUMEYATETHLHBIA KOHTD-
nanc (Ne 123), moJIHOCTBIO TIOCTPOEHHBIN M3 BaJIbCOB, CETOB M ajieMaHns [Jacobsen,
17827].

B crenyromux 3anucHbIX KHUKKax (85/86, 87, 90, 92 romos) BaJbCc BCTpEUAETCs
6oJsiee-MeHee MOCTOAHHO — npuMepHo B 6 Tamnax n3 10. Mbr yxxe me mMoxkeMm ycra-
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HOBUTDH HUKAKOM CBSI3UM MEXK/Iy BAJIHCOM U MY3BIKON KOHTPIAHCOB — B OOJIBIITUHCTBE
TaHIIEB Pa3Mep CHOBA CTAHOBUTCS % IpUYeM B TAHIAX C TAKUM Pa3MepPOM MOXKET
KakK He OBITh BajbCa, TAK U BCTPEUATHCS B KaxK70i BTOpoit durype. [lox % MOKET
HCIIOJTHSIThCSI HE TOJIBKO TYp Ha MeTe, a Jirobasi (purypa — mporpeccus, obmumii Kpyr
ABYX map u up. EcTh meprnompl, KOrja Jalne BCTPEYalOTCs MEJIOIUN Ha %, HO 3TO,
MO-BUIMMOMY, TTPOCTO MOJIa KOHKPETHOTO MOMEHTa. TakkKe MOMON OIpeaessieTCst
M COCTaB «BaJIbCOBBIX» (uryp. B pasnoe Bpemsi 310 OasiaHCe-Typ BajbCa, 103310~
Typ, KacT-Typ, aBaHT-Typ. [Ipmdem Moji1a MOXKET MEHSATHCS KaXKIble 2—3 MeCsIa.
Bo MHOTOM OT MOMBI K€ 3aBHUCUT CKOJIBKO (DUTYD B TaHI[E UMEIOT BaJbCOBOE Bpa-
menue — HarrpuMep, 1790 ros HavasICs ¢ TOBAJBHOIO BAJIbCHPOBAHUS IIOUYTH BO BCEX
TAHIAX, & 3aKOHYHUJICA TeM, YTO BaJbCUPOBATH IIPEJINCHIBAJIOCH TOJIBKO B OJHOM
durype, f1a 1 TO He B KaxkJ0M TaHie. Ho ObLIn m 4epThbl, 3aBUCEBIIINE HE CTOJIb-
KO OT CHUIOMMHYTHOM MOJIBI, CKOJIBKO OT BOODIIE BO3paCTABIIEH JIIOOBU K BaJIbCy.
Hanpumep, xk 1792 rogy mosiBsieTCst TeHIEHIINSA HAUYNHATD TAHEI] C BAJIbCOBOTO KPYy-
»keHusl (70 9TOro OHO Beerja GbLIO BCTPOEHO BHYTDb WJIM B KOHeI (DUI'yp, a Jaxke
€CJIN BAJIbC MOSIBJISJICS MIEPBOM K€ YACTH, TO €My BCerJla MPEIeCTBOBAI KAacT, 0a-
JlaHCe Wi 3H aBaHT). KcraTu, ecm TaHen HadMHAJICS C BadbCa, 1apa KPYKHUJIach
He 6ostee ogHOro Typa. Kpome Toro, eciiu B Hadase IepHOJA BAJILC Yallle BO3SHUKAJ
B CepeJIHE TAHIA, TO B KOHIIE 3aMETeH CJIBUT — BaJIibC, KAK IMPABUJIO, MOSBJISIETCS
B dunase (IpU 9TOM B TOM K€ TAHIE OH MOXKET HOABUTHCH €IIe U B CEPEIUHE).
Ho x MoMeHTy 9acTOro mCroJsib30BaHUsT BaJbCa B (pUHAE B JATCKUX KOHTDIAHCAX
PACIPOCTPAHSAIOTCS «TUINIHBIE (pUHAJIBI>. TaKuxX BAPHAHTOB OBLIO HECKOJILKO (IIPO-
MEHAJ[ U BAJILC, meH, porm). OJHOBPEMEHHO U CAMHU TAHIIBI CTAHOBATCS JIOBOJIBHO
CKYYIHBIMU — 3/I6Ch HAJIUIO POJIb JITYHOCTH (B JAHHOM CJIydae NPHIBOPHOIO TAHIL-
Mmefictepa Bapka) B nctopun taHma — 9ea0BeK He MOT, B oyimdue ot 1lbepa Jlopena
u [layna, npuayMarTh WHTEPECHBIX CXEM, SIBHO NMPWHEC B TAHIIbI 3aMMCTBOBAaHHBIE
OTKYJIa-TO KJuie. B puHAIBHBIX (PUrypaxX BaJIbCUPOBATH IPEJJIArajoch OOJIbIIe
YeM B HAYaJbHBIX — Jalle 1Mo 8 TakToB, yeM 1o 4. [Iporpeccust Ha Bajibce TpUMEHsI-
JIACh JIOCTATOYHO PEIKO. Mbl MOXKEM IPEIIONIOXKUTh, YTO KAKHE-TO TAHI[bI COCTOSLIIH
MOYTH CILIOITb U3 BAJbCHPOBAHUS, HO Yy Br0JIOBa HAIPSIMYIO 9TO HUT/E HE YKA3aHO
[Biilow, 1792, 1787, 1790, 1792].

Hemuorouncienubie dpaHce3bl TOXKE COMEPXKAT BaJbCHPOBAHWE, HO K KOHILY
1780-x mpaKTHYECKH HCYE3aeT Pa3jInydre MeXK/Iy TeM, B KaKUX (PUIypax BaJibC HC-
MOJIb3YETCS B AHIJIE3aX, & B KAKUX — BO (paHce3ax. Tak, B MOCIEIHUX TUITMIHBIM
OKa3bIBAETCsI IPUMEHEHNE CBS3KU J1033,/10-BAJIbC. BO3MOXKHO, 9TO CBUJIETETHCTBYET,
qT0 Tpaaunus GpaHce3oB B JaHuM M0 KAKUM-TO IPUYMHAM B 9TOT MIEPUOJ, HE IO~
MUTHIBAJIACh U3BHe. lloATBepKIeHNEM TOMY CJIyKAT W BOCIIOMUHAHUSI O TPUE3E
K KOPOJIEBCKOMY J1BOpY BypHOHBHIS, KOTODPSBI npuBe3 n3 OpaHiinu u BBEJI B MOy
HoBble (dpancessl [Urup, 2008, 156].

IIpu cpaBHeHnu c nedaTHbIME KHUramu Apyrux asropos (IIlayma, Bapka, Xac-
KeJIa) MOXKHO OTMETHUTD, 9TO ONMMCAHHASA B KHUTAX DBIOJIOBA CHTyanus — 3TO 00beK-
TUBHOE OTParkeHHe PEAJbHOCTHU NPHUIBOPHBIX TaHIEB. B meyaTHbIX COOPHUKAX MBI
HAXOJIMM BCE T€ K€ YePThI: KaK IIPABUJIO, BAJILC UCIOJb3yeTcs B 5—6 Tanmax u3 12.
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BriBaror nckirodennst — kak cOOPHUK BCero ¢ 1 BaabCOBBIM TAHIEM, TaK U COOPHUK
¢ 9 TakMMU KOHTpAaHcaMu. Bajibc B puHAJIE XapaKTEPEH TOJIBKO JJIsl YKE YIIOMSI-
unyroro Bapka. Iayssr (370 6bLIH IPUIBOPHBIE KOMIIO3UTOPHI U KOHIIEPTMEATEDHI,
Kak paHee fJKOGCEH), KOIa CaMy IIMCAJIA W MYy3bIKY M CXEMBbI, [PEeJIOUYNTANN [IPH-
MeHUTDH (HAHTA3MIO U CTPEMUIUCH 000HTHCH 6e3 THIM3UPOBAHHBIX perieHuil (Hy, Ha-
CKOJIBKO 3TO BO3MOXKHO B KOHTpJaHcax). Hanbosiee MHTEpECHBIM SIBJISIETCSI TaHEIL
woMmep 9 u3 kuuru [Mlayna 1789 roga, KOTOPBI peabHO BeCh TAHIIEBAJICS HA Bajlb-
ce — 3/1eCh BaJIbC HE TOJBKO YIIOMHHAETCS B KaXKJIOH 9acTH, HO B KaXKJOU urype
06roBapuBaeTCs, YTO IIapa TO-TO JeIaeT Ha BaJIbCe, lIapa BAJIbCUPYET TYAa-TO U TaK
nmasee [Schall, 1789, 9]. Buanmo, Tpajunus He MPOCTO BKJIIOYEHUsI BAJIBCA B TAHEI,
HO MMEHHO ITOJIHOIIEHHBIX KOHTP/IAHCOB, COCTOSIIIX U3 OJIHOI'O BAJIbCA, U CKJIA/IbIBa-
eTcsl TOJIBKO K 9TOMY BpeMeHu. B AHrymum, KcraTu, nNepBbIii BAJIbCOBBIA KOHTPIAHC
orHocurcst K 1790 roxy (on tak u HasbiBaercss — The Waltz).

Takum o6pazoM, JaTCKHEe MaTePHAJIbl II03BOJIAIOT HAM IIPOCJIEIUTD IIPOIECC IIPO-
HUKHOBEHUSI BajbCa B KOHTP/AHCHI. Kc/in He yYnNTHIBATE EPBBIE, TOYTH CJIydailHbIE
YIIOMHUHAHUsI, TO MOZKHO YTBEPK/IaTh, YTO BaJIbC BXOJUT B MOJy OY€Hb ObICTPO, OYK-
BAJIBHO 34 OJINH-JIBA I'0O/Ia, ITOCJIE YEerO €ro WCIOJb30BAHNE CTAHOBUTCS JTOCTATOYHO
paBHOMEDHBIM, a pa3Hoobpa3ue POPM 3aBUCUT UCK/IIOYUTEHHO OT KAITPU30B MOJIHI.
Ha npusbikanme ke K BaJbCy u (POPMUPOBAHUE TAHIIEB, ITOJTHOCTHIO MCIIOTHEHHBIX
Ha, BAJIbCOBOM TEXHUKE, YXOIUT MTPUMEDPHO JIECSTh JIET.
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Letizia Dradi

The Italian Contraddanza between the 18" and 19*" century.
In search of national characters and foreign influences through
the reconstruction of the dance repertoire

“Senza alcun ordine,

la danza sia,

Chi ’l minuetto,

Chi la follia,

Chi l’alemanna

Farai ballar”

“Without any order, let’s dance,
someone the Minuet, someone

the Follia, someone the Alemanna,
you will made to dance”

(Mozart-Da Ponte: Don Giovanni
Act 1 scene XV)

The mention of Mozart’s Don Giovanni is not fortuitous. Written by an Italian
poet and an Austrian musician, this Opera, went on stage for the first time in 1787
in Prague, mentions some of the dances of this period.

Minuetto, Follia, Allemanda and beyond the famous scene where Don Ottavio
dances the Minuetto with Donna Anna, Don Giovanni starts to dance with Zer-
lina a Contraddanza and Leporello dances the Teitsch with Masetto, brings new
information on the practice of theatrical and social dance.

To reconstruct specifically the Contraddanze in Italy at the turn of the eighteenth
and the nineteenth Century I began to analyze the printed sources starting from
the second half of the eighteenth Century.

Three documents are published from 1779 to 1805:

‘Trattato Teorico Prattico di Ballo’ by Gennaro Magri' [Magri, 1779] the ‘Core-

!Gennaro Magri (Gennariello). The date of birth of this dancer is unknown. Choreographer,
dancer and writer from Neaples, he was active in various Italian and European theatres
between 1758 and 1782. The Neapolitan origin is attested in the ‘Elenco dei signori virtuosi
di canto, e di danza’ (1776).

Magri was a dancer grotesque, i.e. a dancer that favoured the technical part, especially
the elevation jumps and pirouettes and fast playing pantomime Ballet.

The Italian tradition of grotesque dancers sank its roots in ‘commedia dell’arte’ and had just
had a stable role in the dances incorporated in the newly formed opera in music, as the English
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ofilo’ by Antonio Minghi® [Minghi, 1790] and the ‘Collezione di musica da ballo de’
pit celebri autori di Parigi e di Londra’ [Piatti, 1972].

These three documents are very different from each other due to the presence, or
the lack, of the prose descriptions, of the musical scores and instructions in graphic
notation.

The Magri’s treatise is undoubtedly the most complete. In his book along
with the prose description of the steps and figures, there are music and choreog-
raphy in dance notation on Feuillet model though simplified as in the french Con-
tredanses collection. In the ‘Coreofilo’ lacks the music and the dances are described
with no graphic notation. The last one, ‘Collezione di musica da ballo’ is com-
pletely different. In fact is not a manual for learn to dance, but a collection of music
with choreographic instructions.

In these sources we can recognize the characteristics of the Contraddanza in Italy
at the end of the eighteenth century between originality and influence. An influence
not only from France but expecially from the German-Austrian area, in particular

choreographer and writer of treatises J. Weaver in his ‘Essay towards a history of dancing’.
The grotesques are the protagonists of the famous work by Lambranzi ‘Neue und curieuse
theatralische Tantz-Schul’.

In 1759 the Magri was part of the company directed by choreographer F. A. Hilverding
(considered one of the forerunners of the ‘ballet en action’) at the Burgtheater in Vienna
together with the other protagonists of Italian dance in the second half of the eighteenth cen-
tury, including Onorato Vigano, choreographer and father of Salvatore, the creator of ‘coreo-
dramma’. In the Austrian capital Magri met p.-b. Michel. He was highly esteemed by Magri,
who called him ‘the best dancer grotesque provided by France’ and danced with him even
in Venice (1760-61) and Modena (1765). He worked with major choreographers such as G. Sa-
lomoni (Reggio nell’emilia, 1761; Vienna, 1763-64; Naples, 1768), P. Alouard (Brescia, 1758;
Rome; Reggio nell’emilia; Padua, 1762), A. Pitrot (Turin, 1768). His skill as a dancer was
always admired and, even when he devoted himself with more continuity to choreography, he
did not cease dancing and performing. P. Naples-Signorelli remember his ‘gracefulness and
lightness’. In 1765, later have toured the biggest Italian cities, Magri returned to Naples,
where he realized the dances incorporated between an Act and the other works represented
at the teatro San Carlo until 1767, when it started again to travel in Siena, Milan and Torino

Maybe suspended the theatrical activity for a carving to a leg, from 1773 Magri was, always
in Naples, teacher of dance of the Royal Ballet entertainments until 1782, at the Royal Military
Academy and at the Academy of music and dance: to the knights who had wanted to establish
the latter is dedicated the Trattato Teorico Prattico di Ballo, published in 1779 by V. Orsino,
Neapolitan Publisher active from 1760 to the twenties of the 19tk century.

Date and place of the death are not known. [Zambon, 2006]

2About the life of Antonio Minghi we don’t have details. We know that it was a grotesque
dancer. His name appears in Florence in the spring of 1777 as second grotesque in three
‘Dramma giocosi per musica’ (drama with jokes): ‘I Tre Amanti’, ‘La Vera Costanza’ and ‘Le
Astuzie Amorose’.

After in the Carnival in 1789 it seems that he suffers a decommissioning from the grotesque
role to the general troupe named ‘Altri Ballerini’ (other dancers) in some ‘Dramma per mu-
sica’ as in ‘Fernando Cortes governator del Messico’ music by Giuseppe Mugnes, ‘Il Cleomene’
music by Maestro Sarti represented in the spring of 1791 and ‘Pirro re di Epiro’ music by Mae-
stro Zingarelli represented in the spring of the following year.

In the same year he danced in again in ‘Angelica e Medoro’ by Gaetano Andreozzi,
and in 1793 he is in the cast of three ‘Drammi buffi in musica’: ‘Il Matrimonio segreto’
by Domenico Cimarosa, ‘La confusione della somiglianza ovvero i due Gobbi’ by Maestro
Portogallo and ‘La finta ammalata’ by Maestro Trento again as ‘Altri Ballerini’ [Zambon,
2006].
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the presence of the dance section named Teitsch, which is made by the contraction
of Deutscher Tanz, so well as the presence of the term Allemanda lead us in that
cultural world.

I reconstruct some of dances from these treatise thanks to my students in Milano
at the Ballet School, in Niirnberg with Peter Hoffmann and in Lugano’s Conserva-
tory.

The Allegrezza that I presented during this conference in video, is played and
danced by the students of the Italian Switzerland Conservatory in Lugano directed
by Michael Chiarappa, Professor of baroque cello and ensemble music in the con-
text of the workshop ‘Et bien dansez maintenant’. It is a longways Contraddanza
on the English model from the ‘Collezione di Musica da ballo’. Two opposed lines
of dancers beginning with a “figure of Allemande”.

The first dance called L’Allemande dates back to 1702 by the French choreogra-
pher Louis Guillaume Pécour. It is a dance for a couple. (See fig. °1.)

After 1760 the French choreographers Guillaume and Dubois develop increas-
ingly complex figures with crossing arms and these figures are also included in Con-
tredanses for eight dancers just like in our Italian Contraddanza named 1.’ Allegrezza.

The therm Allemande corresponds to three different situation in ehightheen cen-
tury’ dances: a couple dance by Pécour, a part of a Contredanse, a single dance
for two or more dancers.

Let’s take a step back and consider the first document that mentions the Con-
traddanza in Italy.

The first document witch talks about Contraddanza was the Trattato del Ballo
Nobile by Giambatista Dufort. Published in Naples in 1728 by Felice Mosca, con-
tains a very short chapter about Contraddanza which had soon become fashionable.

Unfortunately in Italy very little has been printed, but we know four manuscripts
with Contraddanze, one in Naples made by Jean de La Fond® a choreographer
in the Court of Parma, one other in the Santa Cecilia’ s Conservatory in Rome
where there are Contredanses for the most part taken from the french choreog-
rapher Dezais, one other in the National Library in Torino that contains English
Countrydances and the last one in Milano.

Called Belgioioso in the name of the noble family which belonged, apparently
seems to be a copy of the unpublished manuscript, Badische Landesbibliothek (Karl-
sruhe), Durlach 209/210. Some substantial differences instead reveal that it is not
a copy but perhaps a reworking.

Dufort distinguished two kinds of Contraddanza: one for an indefinite number
of couples, the others for a defined number: four, eight and twelve people. In these
Contraddanze, for defined number of dancers Dufort suggests using some steps,

3L’art de dancer / par des nouvelles contredances / expliquées / par caracteres figures, et signes
demonstratifs, / par les quels / un chaqu’un pourra apprendre / la maniere de les executer
/ avec grande facilité, / et parfaitement bien. / Ouvrage / de Jean Claude de La Fond /
Maitre de dance / de S.A.S. / au Ducal College de / Parme. This Manuscript was founded
by Barbara Sparti is in the National Library in Naples, Fondo Farnesiano, collocazione I G 33.
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Figure 1: L’Allemande, 1702.
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on the contrary the dance for indefinite numbers of dancers are realized only doing
figures without precise steps.

The steps used are:

— ‘fioretto’ (pas de bourrée),

— ‘mezzotronco’ (demi coupé),

— ‘tronco’ (coupé),

— ‘mezzo contrattempo’ (demi contretems),

— ‘contrattempo’ (contretems),

— ‘saltante’ (sauté),

— ‘rigodone’ (rigaudon),

— ‘scacciato’ (chassé) and

— ‘unito’ (assemblé).

Names mostly follow the French tradition by Raoul Auger Feuillet?.

To these steps Dufort adds the Zoppetto which defines an ancient step resembling
a demi coupé with the addition of a jeté.

Only this one step, the Zoppetto®, seems to remember the Italian tradition.
The term first appears in the choreographies by Fabritio Caroso ‘Il Ballarino’ for ex-
emple in the dance named Pavaniglia and Passemezzo in 1581.

Also in Magri some steps have the same name like in the Caroso® and Negri’s”
descriptions, for example in the chapter LX [Magri 1779, 118] about Capriole there
is the Salto del fiocco that is a very virtuosistic jump coming from the 16*® century.

After fifty years, Magri still thinks that distinguishing the ‘Contraddanze’ between
the definite number of dancing or undefinite (so longways for as many as will) it’s
still well founded.

On the other hand the number of steps employed is reduced in the contredances
for as many as will: only ‘Brisé segnato’ e ‘Mezzo contrattempo’ which the Degagé
is added in the ternary mesures.

The second part of Magri’s book includes instructions for 39 Contraddanze, but
only the three last are for a definite number of dancer, so including particulars
steps. And only the number 37 is a Quadrille. In previous chapter ‘The Author
to the readers’ we can read: “Con questa mia seria applicazione, spero mettere nella

4Although there are differences in description, and then in the execution, Feuillet indicate that
there are these steps:
Pas de Bourrée, Demi Contretemps, Chassée de coté, Pas de Gavotte.
Chassée de coté and Pas de Gavotte are not present in the text by Dufort.
5The term in ‘Il Ballarino’, is a jump that is lifting both feet, one passing it a little forward.
Also for Dufort the ‘Zoppetto’ is a little jump: “Si potrebbe anche tra quefti annoverare
un antichiffimo paffo detto Zoppetto, il quale altro non &, che un paffo Tronco, dopo il
cut movimento rialzato, fi leva in aria il pie, che lo termina, ed appreffo, appoggiandolo
a terra, bifogna lafciarvisi leggiermente su cadere, e ripiegare incontinente i ginocchi, per
incominciare un altro Tronco” [Caroso, 1581].
SRule 35 Del Salto del Fiocco [Caroso, 1581], rule 38 Salto del Fiocco [Caroso, 1600].
"He gives a series of fifteen jumps he calls Salti del Fiocco [Negri 1602, 62-72].
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nostra Italia un buon sistema ne’ balli, introducendo le Contraddanze a Quadri-
glia lavorate su’l tornio de’ francesi; tra quali veramente regna il buon gusto nella
danza”, “With this effort of mine, I hope to be able to introduce in Italy a good sys-
tem for the dance, introducing the Contredanses on Quadrille after the french way,
a country where good taste reigns about the dance”S.

But if the French contemporaries of Dufort are Feuillet, Desaiz and Gaudrau,
when Magri writes his treatise, in France there is a new generation of choreogra-
phers. After the 1760 there is a new massive production of Social Dances. In 1762
De la Cuisse began to publish his own choreography in Le Repertoire de bals ou
théorie pratique des contredanses, followed by many other: Landrin, Dubois, Bouin
and Guillaume.

In that period it is evident in France the majority of Contredanses & quadrille,
a Social dance for eight people in square, but not so in Italy. The Quadrille
in France is at the same time a dance with peculiar steps and with detailed figures.
The steps are still in the tradition of Feuillet, except the inclusion of the Balancé
and the Rigaudon.

The only one Quadrille in Magri is the n°37. I prepared a short video about
the first figure, something like an advance and retire, and a refrein with regulates
steps:

“Chassé sulla destra e un Assemblé con un Balloté e un altro Assemblé, indi due
Fleuré scacciati circolando, [sin] dandosi la sinistra mano con due mezzi coupé avanti
circolando, poi un mezzo Chassé con il sinistro piede sulla sinistra, ed un Jetté col
destro piede terminando con un Assemblé”.

In the score of this Contraddanza 37 (the Quadrille) and in the last majestic Con-
traddanza 39, we found some musical mesures of Tajces in the end. In the first dance
there are 24 mesures and in the Contraddanza 39, 64 mesures. But in the instruc-
tion about these dances there is no mention about instructions on how to perform
this section. Or better, figures there are described, but not emphasizing the change
of time and without suggesting different steps.

The éxplanation is given in the fifth chapter ‘Avvertimento al maestro di ballo per
la composizione della contraddanze’ (‘Warning to the dancing master for the settle-
ment of contredances’) where he explains that the music of the dance must be varied
within the same dance to not get bored: “Principia la Contraddanza per esempio
i quattro due, con il passo di Brisé, muovisi in tempo di otto tre, si cambia an-
cora in passo di Taice, ossia Bourrée sottopié, come dicono volgarmente passo di

8 A brief preamble. A dancing master at the Court of Louis XIV André Lorin who had been
to England in 1684 to learn the dances to be reported to the French court, already distin-
guishes between two kinds of Country dances , figurées, for a defined number of dancers and
ordinaires for indefinite. He indicates that the number of dancers can to be two four six eight
ten twelve. He notes that in England the dancers do not use regulated steps but each one
dance his way, then back to France he decide to include precise steps.
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Schiava. Muta tutto affatto il moto del corpo perché il Brisé vien saltellato ed il
passo di Taice vien battuto pit tosto sostenuto” (“It begins the Contredanse in two
quarters doing Brisé steps, then the music go in time of three-eighths we change step
in Taice that is a Bourré sottopié, or as is commonly said, step of Slave”). This
completely changes the the movement because the Brisé is skipped and the ‘Taice
sostenuto’, maybe faster. Again a word that comes from the tradition of sixteenth
century italian dance: sottopié. Magri in the chapter devoted to the explanation
of the steps, doesnt describe the Bourré sottopié, we can just imagine and try an
interpretation. I think like an italian spezzato.

In the second italian treatise wich we analyze, the author Antonio Minghi does
not speak at all about music. Each of the twelve Contradanses, included in the small
book , are longways and each ends with a section of Teitsch but there is no music,
only dance instructions and we cannot know if the Teitsch in the period of Minghi
was a musical section of three-eighths as in Magri.

The treatise however, explains the way in which it was danced: “Si fa il passeggio
tutti e due con le braccia dietro incrociate I’Uomo alla Donna, si va in giro della
sala, poi si abbracciano tutti e due, e si attaccano i ginocchi dritti insieme [’uno
all’altro, il piede che riman libero striscia dietro, e girano a sua elezione”. They do
a passeggio a walk-promenade going around the room with the arms crossed behind
the Man to Woman, then they embrace them both, and they stick to each other
with right knees, the foot that remain free slip, drag behind, and turning to his
election.

In my opinion, this description is very interesting because it contains two charac-
teristics together: the arms that come from the Allemande and the embrace typical
of the Waltz.

The last document, the first of the nineteenth century, is not a dancing treatise but
a collections of music with instructions for dancing. It is very interesting because it
contains Quadrille and Contraddanze and in the end a few Walz, these last without
instructions.

In the Collezione di musica a ballo we note the absence of the Minuet and the en-
trance to the Waltz, in addition to the use well-distinguish of Allemande and Teich.
Both Magri and Minghi had described the Menuet but nothing about Allemande.
Even if Magri describe a lot of different arms not only for a couple but also for trio
and more people® as in the followings plates, he never use the word Allemande or
Allemande arming. In the Tavola I the figures 15, 28 and 30 show a couple givings
arms in Allemande style. In Tavola II figures 4, 5, 7, 8, 9, 10, 15 and 18 three people
are involved and in Tavola III figures 4 to 15, four people. See fig. 2, 3 and 4.

Gennaro Magri describes the musical time and the step of Tejce but not so ac-

9Thanks to Eugenia Eremina-Solenikova I discovered that a French dancing master, Monsieur
Brives describes an Allemande for trio and for four dancers [Brives, 1779]. Magri’ s Tavola
II and III.
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Figure 2: Tavola I [Magri, 1779]. Figure 3: Tavola II [Magri, 1779].

curately, saying it is called step of slave, passo di schiava'®. He gives example

in Contraddanza 37 and 39. For Magri it is a change of time but also a change
of steps, required to enlived the contredanse that otherwise might be tedious. He
mentions national dances as Tarantella and Tarascone'! and he says that from these

10¢Schiava’ remember me the Venetian Riva degli Schiavoni. In the Serenissima Republic
with that name Schiavoni were defined residents of non-Latin domains in eastern Adriatic,
Slavic people in Istria and Dalmatia. Also in Gregorio Lambranzi’s work we found a dance
named Schiavona [Lambranzi, 1716]. Probably a typical dance from Istria and Dalmatia.

1t is very interesting that Giovanni-Andrea Gallini, an italian choreographer who worked
in London describes different National dances, but for Italy he presents dances from Naples,
from Florence and from Venice! So exactly the sames show in Magri and Minghi: Taran-
tella, Tarascone and Furlana. About the Allemande it is possible recognize the description
of the tipycal embrace of the Walz.

In the chapter: ‘A summary account of various kinds of dances in different parts
of the world” we can read these descriptions:

“In France, their Contre-dances, are drawn from the true principles of the art, and
the figures and steps are generally very agreeable. No nation cultivates this art with more
taste and delicacy. Their Provengale dance, is most delightfully sprightly, and well imag-
ined. The steps seem to correspond with the natural vivacity and gaiety of the Provengals.
This dance is commonly performed to the pipe and tabor. (...)

At Naples, they have various grotesque dances, which are originals in their kind, being
extremely difficult to execute, not only for the wvariety of the steps, but for the intricacy
and uncommonness, or rather singularity of them.

But while I am mentioning Naples, I ought not to omit that effect of dancing, which is
attributed to it, upon those who are bitten with the Tarantula. The original of this opinion,
was probably owing to some sensible physician, prescribing such a violent motion, more
likely to be kept up in the patient, by the power of music, than by any thing else, as might
enable him to expel the poison, by being thereby thrown into a copious sweat, and by other
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Figure 4: Tavola III [Magri, 1779].

dances are derived the Contraddanze.

benefits from such a vehement agitation. This, it is supposed, was afterwards abused and
turned into a mere trick, to assemble a croud and get money, either by sham bites, or
by making a kind of show of this method of practice in real ones. Howewver, that may
be, the various grimaces or contortions, leaps and irregular steps, commonly used on this
occasion, to be executed to that sort of music, or airs adapted to it, might afford a good
subject for a grotesque dance, to be formed upon the plan of a burlesque or mock-imitation:
and I am not quite sure that the idea of such a dance, has not been already carried into
execution.

The castanets the Neapolitans most frequently use, are of the largest size. It is also from
Naples that we have taken the Punchinello dance. At Florence, they have a dance, called,
il Treschone. The country-women, in the villages, are very fond of it. They are gener-
ally speaking, very robust, and capable of holding out the fatigue of this dance, for a long
time. To make themselves more light for it, they often pull off their shoes. The dance
is opened by a couple, one of each sex. The woman holds in her hand a handkerchief,
which she flings to him whom she chuses for her next partner, who, in his turn has an
equal right to dispose of it in the same manner, to any woman of the company he chuses.
Thus is the dance carried on without any interruption till the assembly breaks up. The fa-
vorite dance of the Venetians, is what they call the Furlana, which is performed by two
persons dancing a-round with the greatest rapidity. Those who have a good ear, keep time
with the crossing their feet behind; and some add a motion of their hands, as if they were
rowing or tugging at an oar. This dance is practiced in several other parts of Italy. (...)
The Germans have a dance called the Allemande, in which the men and women form
a ring. FEach man holding his partner round the waist, makes her whirl round with al-
most inconceivable rapidity: they dance in a grand circle, seeming to pursue one another:
in the course of which they execute several leaps, and some particularly pleasing steps,
when they turn, but so very difficult as to appear such even to professed dancers them-
selves. When this dance is performed by a numerous company, it furnishes one of the most
pleasing sights that can be imagined” |Gallini, 1772].
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It is surprising that Magri no mention Allemanda, albeit in his ‘Principles’ a lot
of the typical arming interlacements, named: ‘Intrecci di braccia’, appear.

Likewise Antonio Minghi makes no mention the Allemanda in his Coreofilo which
describes the Minué, different contradances, the Frullana and the Taisce.

The Taisce concludes all the twelve Contraddanze by Minghi as well as four
of those included in the Collezione di musica da ballo de’ piu celebri autori di
Parigi e di Londra.

So at last, are Teitsch, Allemande and Walzer a declination of the same dance?

Returning to the dances composed by Mozart in his Don Giovanni we can say
that Teitch, Allemande and Waltz are not the same dance although closely related
due to their geographical and cultural origin.

Both the two choreographers, Gennaro Magri and Antonio Minghi, formed their
professional experience under the influence of the Austrian culture. Magri was
formed in Vienna with the famous choreographer F. A. Hilverding'? and Minghi
worked in Florence during the years when the Grand Duchy of Tuscany was ruled
by the House of Habsburg-Lorraine from Vienna. In their dances the presence
of the Teitsch as final of some Contraddanze (Magri) and in the end of all the pro-
posed choreography (Minghi) confirm this influence. In the Collezione di musica
a ballo the Teich is still described although times have changed. On February 9,
1801, with the Treaty of Luneville, Tuscany is assigned from Austria to France.
The revolutionary and Napoleonic fire goes quickly to change the Italian balance.
The long season of Contraddanza drew to a close in favor of the French Quadrille.
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Bopuc Crparunaros

Pycckaa mazypka B XIX Beke

Cpenn 6ampubIX TaHeB XIX Beka 0coboe MeCTO 3aHMMAaeT Ma3ypKa. DTOT PyC-
CKUIl TaHeIl ITOJIbCKOT'O IIPOUCXOXKICHNS OKA3aJICsd HE TOJIBKO CAMbIM 3HAMEHWUTBIM,
HO W CAMBIM 3araJIoYHbIM. MHOTME aBTOPBI ONUCBLIBAIOT €ro B CBOUX y4YeOHUKAX,
HO IIOCKOJIbKY OOJIBIIYIO YaCTh Ma3yPKU 3aHUMAET NUMIIPOBU3AIMS, KAXKIbI U3 HUX
MPUBHOCHUJI B OOIILYI0 KAPTUHY YTO-TO CBOe. B xo7e 9T0it paboThl MBI OCTAPAINCH
CIeJIaTh aHAJIM3 OCHOBHBIX 3JIEMEHTOB STOTO TAHIA, OCHOBBIBAsICb HA MATEpPHUAJIAX
PYCCKMX TaHIIEBAJIbHBIX yueOHUKOB. Hajteemcst, uTo coOpaHHbBI MaTepraJs IOMOXKET
WccJIeIoBaTeIsIM B pabore.

1 OG63op nuTepatypsbl

Ms! cpaBHUBaeM TOJIBKO y4eOHBIE IocoOMs, U3IaHHbIE 10 peBostonuu 1917 rona
Ha PYCCKOM si3bIKe. Ha MOMEHT HammcaHus 9TOH CTAThU y HAC €CTh 24 MOMOOHBIX
HCTOYHUKA, OXBaThIBalomuX mepuoj ¢ 1825 mo 1913 rox. VI3 Hux 6 omyOJIMKOBaHBI
B Cankr-ITerepbypre, 12 8 Mockse u 6 B apyrux ropogax. Kpome ennapuyca
u KiiemMma, Bce ocTa/ibHbIe yUeOHUKN HAMMMCAHBI HemocpeacTeeHHo B Poccuu. Huzke
JaHa KpaTKas XapaKTePUCTUKA KaXKIOW KHUTHU.

1. Ilerposckuii JI. IlpaBuia s 6,1aropogHbIX OOIIECTBEHHBIX TAHIIEB, XaPbKOB,

1825 [Ilerposckuit, 1825]

IlepBolit uMmeromuiicss y Hac y4YeOHHUK, COJAEPIKAINUN CBEIEHUSI O Ma3ypKe
Ha PYCCKOM sI3bIKe. ABTOP HOJAPOOHO ONMUCHIBAET HECKOJIBKO IIATOB U CBSI30K,
a TakzKe JaeT IPeJCTaBIeHne O Ma3ypKe B YeThIpe napbl. Kpome Toro, B KHure
MHOYKECTBO PAaCCYKJEeHHT 0 HAanbOJIee MPaBUILHOM, C TOYKH 3PEHHS aBTOPA,
ucrionHenun Tauia. Ilocaeayroniye aBTOpel He CCBLIAIOTCH HA 9TOT y4eOHUK.

2. Makcun A. Usyuenune 6anpabix Tannes, Mocksa, 1839 [Maxcun, 1839

He6onbimoit c60pHUK, B KOTOPOM OIIMCAH TOJIBKO OJIMH Ma3ypPOYHBIN Iar —
masieback, u ero u3MeHeHusi co Bpemen llerpoBckoro. Kuura BbI3BaJsia MHOTO
KPWUTHKH, OJHAKO, HU OJIMH W3 KPUTUKOB HE OMPOBEpPraj MH(POPMAIUIO U3JI0-
2KEHHYIO aBTOPOM, IIPOTECTYs TOJBKO MPOTHUB IPEJJIOKEHHBIX UM HIei.

3. Hennapuyc A. PykoBomcTBo K u3ydeHnuto Hopeifmux 6anbubix Taunes. CIIB,

1848 [Lennapuyc, 1848|

V4ebHuK, CTaBIIUY OTIPABHON TOYKOW Il pa3BUTHsS Ma3ypku B Poccum.
BouspmmHCcTBO nocaeayonmx paboT IpsaMo U KOCBEHHO 3aUMCTBYeT NH(OD-
Manuio u3 Hero. llepeBos BhIOIHEH ¢ dpaHIly3cKoro m3manus B 1847 romy,
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COTJIACHO TIEH30PCKO OTMETKe, U BbIie T u3 nedatu B 1848. Ma3sypka onucana
Kak I[POMEHaJ], 3aBEpIIAONIUICS TYPCIOPIUISICOM, IIPX 9TOM pa3o0paHbl OC-
HOBHBIe maru: pas de basque, pas glissade, pas boiteaux, coup de talon, u aBe
Bepcun tour sur place. [IpuBeneHBl TEeMIBbI MCIOJHEHUS BCEX TAHIEB, B TOM
qncsie — Ma3ypKu. ABTODP JIaeT psiji COBETOB, IIPUBOUT ONUCAHUE COYUHEHHOMN
UM KaJIPUIN-Ma3ypKU, a TaK XKe (PUTYPhI KOTUIbOHA C MCIOJH30BAHUEM Ma-
3yPOYHBIX MIAroB. M3jaHne comepKUT psijl HETOYHOCTEH U OMIUOOK, KOTOPbIE
YaCTUYHO JOIMYIIEHBI ABTOPOM, YaCTUIHO — IIEPEBOTINKOM.

JIuagpor H., IlepBonavasbHble mpaBuia JJisi U3yYeHHUsS OAJbHBIX TAHIIEB,
Mocksa, 1871 [JTungpor, 1871]

Merouyeckoe mocobre, COCTaBIEHHOE JIJIsl Yy IEHUKOB PEAJILHOIO YUNIIUIIA, TIe
aBTOp mpemnoaBal. KpaTko M 9eTKO M3JI0XKEHbI TPABUJIA MUCIOJHEHUS IAr0B:
pas de basque, nBa pas glisse, npocroe ucnossenue tour sur place. Marepn-
aJl He IePeceKaeTcss HU C OJHUM JIDYTMM U3IJAHUEM, UTO MO3BOJISET CHEJIaTh
BBIBOJ], ITO aBTOP OIMCHIBAJ OKPY?KAIOIILYIO €r0 TPAINUIINIO, U He ObLI IIMPOKO
U3BECTEH.

Kaemm B. Teopernko-ipakTudecKkuii caMOydUTE/b OOINECTBEHHBIX TAHIIEB,
Mocksa, 1873, nepensnanusa 1874, 1884 [Kuemm, 1873]

IlepeBox ¢ memerkoro, mepBoe u3JaHUE MPOILIO I[EH30PCKYIO0 OTMETKY
B 1871 roay, ogHako ObLIO OIMyOJMKOBaHO TOJbKO 1873. KadecTBo nepeBosa
Kpaitae ciaboe, MHOTHE OIMCAHUS MIPEJICTABISAIOT coboit Habop cimos. K Tomy
2Ke, IIePEBO/L CJIeJIaH C HEMEIKOT'O IIePen3IaHusl, B KOTOPOM II0TePSIach aBTOD-
CKasl HyMepallisi CTPAHUIl, B Pe3yJIbTATE, B ONMUCAHUU Ta1e0aCKa B HEMEITKOM
W3/IaHUU CCBhIJIAIOTCS Ha HENPaBUJIbHYIO cTpanuily. [lepeBounk He cMor HaiiTh
BepHOe Tmcanue. He cMOTpsi HA TO, 9TO B IEJOM aBTOP OIMPAETCS HA TEKCT
Ilennapuyca, onmmbKy UCIIPaB/IeHbI, a B YIeOHUKE IPUBEIEHBI (PUTYPBI, XapaK-
TepHble UMEeHHO it Ma3ypku: Papillon («Morburek» ), Querelle et reconiation
(«Ccopa u nupumupenues ), Fuite et Poursuite («ITo6er u noronsi»), Guirlande
(«Tupasumar). B HeMenKoM U3JaHUN IPUBEICHBI TEMIIbI UCIIOJHEHUST TAHIIEB,
B PYCCKOM STH yKA3aHUSI YIAJEHBI.

Ilmomsr nocyra, nox pexn. Crykonkuna. Mocksa, 1876 [I1noxwt, 1876]

707 cTpaHUIL 3TOTO TPY/Aa OCBAIIEHBI OPTAaHU3AINN PA3JIUIHBIX PA3BICUCHUN.
Tlocnenane HECKOJIBKO CTPaHUIL OIMCHIBAIOT TAHIIBI, CKOIIMPOBAHHBIE JOCJIOBHO
un3 mepeBoga Kitemma.

Ilerposa M. 0. [leTepbyprckuii HOBEHIINI CAMOYYUTEb BCEX OOIIECTBEHHBIX
raunes, CIIB, 1878 [[lerposa, 1878]

Onuncanne Ma3ypKy B 9TOM H3JaHUU I[IOJHOCTBIO cKonmposaHo u3 llenmapn-
yca, mpu 3ToM J00aBjieH psJj] COOCTBEHHBIX PACCyXKJeHuili aBropa. B yueb-
HUK TaK K€ BOIILIN WHCTPYKIIUH IO UCIIOJTHEHIIO KQIPUIN-Ma3yPKA 1 BaIbCa-
Ma3ypKH, a TakxKe (pUrypbl, KOTOpbIe IIpeJIcTaBIeHbl y KiemMma, 1 KOTOpbIX
Her B u3fanusx llemnapuyca. [Ipu stom dpurypa «Ilober u moroust» pazmeneHa
Ha JiBe, ¥ TaKUM 00pa3oM, 9ucjao (pUryp BBIPOCIIO O USITH.

Knemm B. Hoseftmnit camoyunTesnb K M3yUEeHUIO OOIIECTBEHHBIX U XYIOXKe-
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creennbix Taunes, CIIB, 1884 [Kaemm, 1884]

He cmoTpst Ha Hajmumuyme aBTOpa Ha OOJIOXKKE, JIaHHAsl KHUTA HE sIBJISIETCS
nepeBosoM paborel Kitemma. PykoBomcTBO cocTaB/ieHO MO M3IAHHBIM paHee
y4IeOHUKAM, B YaCTHOCTH, Pa3/esl Ma3ypPKU CKOMMPOBAH W3 KHUTH lleTpoBoii,
BKJIIOYAasl OIMCAHKE IATH (DUTYD, OJJHAKO KAJIPUIN-MA3YyPKH U BAJIbCA-Ma3ypPKU
B 9TOM U3/IAHUU YIKE HET.

Pycckuit auxoii Tanop u wisacys, Mocksa, 1885 [JIuxoit, 1885-18867]
Pazmen ¢ cokpamenusimu crimcan u3 Ilerposoit. B mauame Tekcra cnmckom
YKa3bIBAETCS BOCEMb «00sI3aTEJIbHBIX» (DUIYD, OJIHAKO OIMCAHBI TOJIBKO BCE
Te XKe NATh u3 HuX. Llesbrit pasmesn moCBsIEeH Kaapuin-Ma3ypKe.
HacrosnpHast kKHura st Mosonsix Juozeit, Tudamc, 1886 [Hacronasnast, 1886)
Agrop cceutaerca na JI. TI. CTykosikuHa, OJHAKO KHUTA COAEPIKUT Psif] OPU-
TMHAJIBHBIX IIAr0B U MepepabOTAHHBIX OMUCAHUNA. JTO OJIMH U3 HEMHOIUX WUC-
TOYHUKOB, aBTOP KOTOPOI'O yJeJseT 0co00e BHUMAHHUE UCIOJHEHUIO Ma3ypPKU
JTaMOTi.

Tlopu A. 4. 'pammaTuka TaHIEBaJIBLHOIO UCKyccTBa 1 xopeorpaduu, Oecca,
1890 [Llopx, 1890]

MounyMeHTaJIbHBINA TPYJ OJIECCKOrO Ipernojasaresist Tanna. Ouupasich Ha U3-
BECTHBIE eMy YIeOHUKY U COOCTBEHHBIHN OMBIT, ABTOP TINATEILHEUIITNM 00pa3oM
pasbupaeT psiji MIAroB, B TOM YHUCJIe — YHUKAJIbHBIX, U HAIVISIHO JEMOHCTDU-
pyeT BapuaHTBI IMIIPOBU3AINH, B Iarax u cBa3kax. Llesblit pa3mes mocBsiimen
OpraHu3anyuy Ma3ypKy Ha 0ajly, ¢ HOJAPOOHBIMU YKA3aHUSIMU IO ITOCTPOEHUIO
map u pa3bopoM Bcex HIOAHCOB. llociie m3toXKeHUsT BCceX MpaBUI U OCOOEHHO-
creit, aBrop numier: « Jucao gueyp, ynompebAsemuT 6 IMUT 08YT MAHUAT,
MAK BEAUKO, HMO PEULUMEALHO HEBOZMONCHO BKAMOUUMD ONUCGHUE UL BCEX,
C OMHOCAUWUMUCA K HUM DUCYHKAMU, 6 obuiee PYKo60OCME0 K MaAHUEEAND-
HOMY uckycemay, nodobroe nacmoswemy» [opw, 1890, 303]. ITocne gero —
MIEPEXOIUT K OIMCAHUIO CJIEAYIONIErO TaHIA.

Komuubsp ne, IlpakTudeckuit camoyduTess OaJIbHBIX TaHIEB, 7 31, MockBa,
1890 [Kosuubsip, 1890]

910 yuebHOe mocobue BIepBble OMyOJMKOBAHO B 1869 TOMy, M BBIJEPIKAJIO
8 W3maHumil, MOCTOSTHHO JOTOJIHSISICh. Pa3zes, MOCBSIIEHHbBI Ma3ypKe, OHa-
KO, nosiBuiIcs ToIbKO B 1890 romy. Onmcanue gaMCKUX I1aroB 1 KOMMEHTapUU
110 MaHEpe UCIOJTHEHUST Ma3yPKHU JaMO — ABTOPCKHUE, & BCe ITO KACAETCs Ia-
roB KapaJiepa — € COKpAIlleHUsIMU CKonupoBaHo u3 Ilerposoit. Ha mporsizkennn
BCell KHUTM aBTOP FOBOPUT O cebe B MY2KCKOM POJIE, OJIHAKO B KOHIIE 3TOI0 Pa3-
JieJ1a yKa3bIBAET UTO OHA «COOPAAQ 0K0AO 08a0UaMU AYHWUT PUYD MASYPKUS> .
Bcero B xuure npuseseno 16 duryp.

Crykonkun JI. I1., IIpenonaBarens u pacnopsigurens 6anpubix Tannes. CII6,
1885, mepensnanua 1890, 1894, 1901 [Cryxonkus, 1890]

KagecTBerno nmpopaboTaHHOE METOAMYIECKOE MOCOOHE O OOIMECTBEHHBIM TaH-
naM. ABTOp, B YaCTHOCTH, W3jIaraeT CBOIl ONBIT B KCIOJHEHUU Ma3ypKHU.
He cmorpst Ha TO, 9TO OCHOBY cocTasisier Bce ToT ke Lemutapuyce (nmm Ierpo-
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19.

20.

Ba), MaTepHaJ IepepaboTaH, OMuOKN yOpaHbl, TEKCT JOIOJIHEH HEKOTOPBIMA
JIOTIOJTHUTE/IbHBIMU IIaraMy U CBSI3KAMU, & TaK K€ IPUBEJEHO BOCEMb OpU-
ruHaabHBIX buryp. o peBosonuu yueOHMK BBIIEPKAJI TPHU IEPEU3TAHUS
MPY >KU3HU aBTOPa U OJHO TOCJIe CMEPTH. B TpeTbeM M3IaHuM OMyOIMKOBaHA
COCTaBJIEHHAs] ABTOPOM KaJIPUJIb-Ma3yPKa, BBIIIEIIAs B TOM Ke TOJLy TaK YKe
¥ OTJEIbHBIM U3/1aHueM. Psiji aBTOPOB TOrO BpEMEHHU CCHIIAIOTCS Ha, 3TOT y4ueh-
HUK KaK OJIUH U3 Hanbojiee aBTOPUTETHBIX.

Jyuun-Bapkosckas B. C. Hoseitmmit yuebHuk u camMoyduTesb TaHIEes. Tu-
dune, 1890 [dynun-Bapkosckast, 1890]

V4eOHUK WHTEpECEH TeM, YTO aBTOD JA€T HECKOJIBKO OPUTHHAJIBHBIX IAroB,
¥ IPUBOJINAT HECKOJIBKO KOTHJIBOHHBIX (DUI'YD C MCIIOJIL30BAHMEM Ma3ypKHU.
K coxanenuio, He Bcerga ommcaHue IMAroB MO3BOJISIET BOCCTAHOBUTHL TO, UTO
WMeJIOCh B BUJLY.

Anxosckuit B. @. Cro dburyp masypku. Kocrpoma, 1891 [Anxosckmit, 1891]
IIpuBoauTCs TpaBMJIa UCIOJTHEHNST KOTHJILOHHON Ma3ypku u onucanue 100 Ty-
pPOB € YepTexKamMu. ABTOD NIUIIET, YTO ONUPAJICHA HA IOJLCKUE PYKOBOJICTBA.
OmucaHus IAaroB HET.

Yucrsikos A. 1. Meroguieckoe pykoBozacTBo K 00y4uenuio tannam, CIIB, 1893
[Hucrsikos, 1893]

ABTOp co3maBas MeToJUYEeCcKoe rocobue Jyisi 00yUeHus B KaJIETCKUX 3aBejie-
Husx. Onucanusi OTIUYAIOTCS MOJIPOOHOCTHIO U BBIBEPEHHOCTHIO, B KAYECTBE
MJUIIOCTPATUBHOTO MaTepHaJia UCIob3yioTcs (pororpadun. Marepuast 6iu3Ko
nepecekaercs ¢ yaebuukoMm CTYKOJIKMHA, JOMOJHEH UWHCTPYKIMAMH 110 Opra-
Hu3auu Masypku. [lpuseneno 47 puryp KOTUJIBOHHON Ma3ypKu.
ITaBypckuii P. 9. Ma3sypka — npakTudeckuii ypok mjisi aupuzkepos, 2Kuto-
mup, 1895 [ILlaBypckuit, 1895]

B wmebosbiiom w3ganuu npuBegeHo 12 Guryp Mas3ypKu U PEKOMEH AU
nist quprkepoB. ONUCaHMii 1Maros HeT.

Paepckuit @. B. Tupuxkep. [Ipakrudeckoe pyKoBOJCTBO AUPUKUPOBATDH OaJIb-
HbIME 1 o0mecrBerHbiMu TaHiamu, CIIB, 1896 [Paesckuii, 1896]

IIpu onwmcanum maros, aBTOp mOJB3yeTcss TeKCTOM ydeOHUMKA CTyKOJIKHHA.
B uznanum npuBoguTcs Kagpuib-mMa3ypKa ero ke aBTopcrBa. PuUrypsl mpuse-
JIEHBI 110 JIBYM MCTOYHHUKAM: U3 [1eTpoBoiil B3gTHI IIepBbIe IATH (C pa3/1eIeHHOM
na ase burypst «Ilober n morous» ), OCTAIBHBIE MO3AMMCTBOBAHDI U3 PYKOBOJI-
crBa CTyKoOJIKHMHA.

Tuxomupos A. JI. Camoyuureab MOTHBIX HAJBHBIX U XapPAKTEPHBIX TAHIIEB,
Mocksa, 1901 [Tuxomupos, 1901]

ABTOp CBOMMU CJIOBAMU, U 339aCTYI0O HEKOPPEKTHO, OIUCHIBAET MATEPUAJI, U3~
snoxkennsiit [lerpoBoit. B pesynbrare psifa ommbOK, BOCCTAHOBUTH IIATA OYEHD
CJIO’KHO, HE WMMesl I0J[ PYKOii JIpyrux pykKoBoicTB. [IpuBenennbr Bce burypst
u3 I[lerposoit u 15 dhuryp us 6osiee TO3THUX yIEOHUKOB.

Tasyimkosckuii H. JI. Pykosoacrso myis usydenus tannes, CIIB, 1899, nepe-
n3ganue 1902 [Fasiukosckuit, 2010]
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ABTOpD, ABJIASCH TAHIIOPOM UMIIEPATOPCKUX TEATPOB, 0CO0OE BHUMAHUE YiIE-
JISIET TEeXHUKE HUCIOJHeHWs. KarKIplil Iar pasjoKeH II0 CYeTaM OTJIEJIbHO
it maM U KaBajiepoB. CJIOXKHBINM B UCIIOJTHEHUM TJIUCCAJ], TTOKA3AHHBIA aB-
TopoM, 6osiee Hurze He Becrpedaercsd. lIpuBeneno nsare uryp KoTmiibOHHOM
Ma3ypKH.

21. Orro A. K. TTosiHbI#f TpaKTUYIECKUiT CAMOYIUTEb HOBEHIINX OaIbHBIX TAHIIEB.
Mocksa, 1902 [Orro, 1902]
Mcrounnk mHTEpECEeH Mperk/e BCEro PsiIOM OPUTMHAJIBHBIX IAroB, a TakK XKe
OIIMCAHMEM Ma3yPKH B YeTBIPe Iapbl IO/ PYKOBOJICTBOM pacuopsaauTess. Ma-
TepHUAJ U3JIOXKEH JOCTYITHO U CIKATO.

22. Ilerpoe H. II. Oubitel Meroquku o0yuenust tannam, Mocksa, 1903 [[lerpos,
1903]
Kuwnra npencrasisier coboit MeTouYecKnii IJ1aH, paCCINTAHHBIA Ha HECKOJIb-
KO JieT 0Oyuenusi. Paznudnbie cBeeHnst 0 Ma3ypKe CJIeIyeT UCKATh IO BCEMY
HUCTOYHUKY, IJIIOC B KOHIIE MMEETCsI KPATKOE OIMCAHUE PsiJia IIAar0B U CBA30K.
Marepuas nepepabora, HO 3aMeTHO BiusHUE yiebuukoB Crykonakuua u Ju-
CTSIKOBa. ABTOp MHOT'O BHUMAHUSI yIE/IsTeT KPUTUIECKUM 0030paM U ra3eTHBIM
BBIZIEP2KKAM, YTO JI€JIAET ITOT YIeOHUK YHUKAJIbHBIM, XOPOIIO II€PEIAONUM
JIyX TOTO BPEMEHH.

23. Usanos . V. Hoseiimuit camoyuuresns GanbHbIx TaHnes, Mocksa, 1908 [Msa-
moB, 1908]
Becp y4ueOHUK cOepKUT O4eHb HEOPEXKHOE OIMCAHUE IIOIYJIAPHBIX CAJTOHHBIX
TaumeB. Pasnesr Mmazypku modTu moIHOCTHIO B3aT u3 IleTpoBoit, ¢ cokparenu-
SIMH.

24. lyxvuna X. Bagpabie n 6anernse tanmnsl, Mocksa, 1913 [[lyxmun, 1913]
ABTOp KpPaTKO OIMCHIBAET HECKOJIBKO IIArOB OTJIEJIBHO J1aM U KaBajepos. Onn-
caHust (PUTYp HET.

2 PaHHnii nepuoa. Masypka B yeTbipe napsbl

He cmotps Ha TO, 4TO IIepPBBIil U3BECTHBIN HAM Y4YeOHUK 110 Ma3yPKe BBIIIEI JINIIb
B 1825 romy, mMeroTCst CBUIETEIBLCTBA, ITO B Poccum 9TOT TaHelr n3BeCTEH KaK MU-
auMyM ¢ Hadasa XIX Beka. Bojiee Toro, y Hac ectb HOTBI ABYX Ma3ypoOK, OIMyOJIHU-
KOBaHHBIX B coopuuke 1802 roma.

B nepsoie nBa mecarunerns XIX Beka B Poccun Obliia pacmpocTpaneHa Ma3ypka
B deThIpe mapbl. [UymkoBckuii numer: «Masypky 6 wemvipe napvl cogcem menepv
0CNABUAU; KOe-K020a CAY“aemcs ewe Ha 6ary ysudems 00wy napy, maHuyouyo
6 Ma3ypke, Komopas 060Gdem Kpyaom 3a.4y, NOCMYUAE8 HEMHO020 KGOAYKAMU, TOBED-
HEMCA — U 00804bHO. Ecau 6bl MY3ovika HE u2pasa Ma3ypku, Makx HeAb3s 6viao vl
Y3HaMb, WMo Mo maxoe maryyrom. H dymaro, mrozue u do cCux nop euse NOMHAM
npestcn10t0 Ma3ypry, kozda manuyesan ee U. U. Cocruurut uau Cabypos, —mym
66110 wem noarobosamuvces!
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Ho 6 1814, 1815 u 1816 20dax ma3ypka 6 uemwipe napvl 6viaa 6 60ALWOT MOJE:
ee MAHUEBAAY 6E30e — HA CUEHE U 8 CANOHAT AY“we20 obuecmeas [LUrymKoBCKuii,
2010, 281-282].

Vuebnuk [lerpoBckoro jlaer HaMm AeTajabHOE ONKUCAHKE JIBYX (DUTIYD Ma3ypPKH B dYe-
TBIPE MapPbl, TJ€ MOCTPOCHUE HAIIOMUHAET KAJIPU/Ib. AHAJOTMYHOE OIUCAHUE BCTPE-
qaercs BO DPaHILy3CKUX U aHIVIMICKNX n3nanusax 1840-x rogos, B wactHocTn y 2Kio-
aeeHa u O. Ileppo.

O 1HaKO 1103Ke TaKas Ma3ypPKa BBIXOJIUT U3 MO/JIbI, M MOXKHO CZeJIaTh BBIBOJ| O TOM,
aTo B Poccuu k cepenune 1840-x ronos ona ucdesaet coBceM. B pomane @. Bynrapu-
Ha «CyacTbe Jrydire 6oraTbIpcTBay, n3JaHHOr0 B 1845 rojy, ectb Takue cyioBa: «baas,
20e MAHUEBAAU MASYDPKY CHUMGAACH UWEL0ABCKUM, U €e MPYoHo Obla0 COCmasumo,
TOMA NAACAAU €€ MOABKO 6 YEMDBIPE Napvl, 0a 6oAbUE HUKMO U He 8bdepatcan 6vt!
Boi dymaeme, amo 6viaa 8awa HoHewnas cudavas masypra? Kax ne max! B ma-
3ypre HadobHo 6bLA0 NPodeaamsd 08aduams HYEMvIPe Na, NEPEMEHAA NAPBL U HuayYpoLs
[Bysrapun, 1845, 220-228]. Ilon «cuasaeii», aBrop, BEpOATHEE BCErO IIOHUMAJ Ma-
3yPKY KOTUJILOHHOI'O THUIIA, TJE MMapbl CUJAT HA CTYJIbSIX.

3 Bnaunsanwne Uennapuyca

Beime it 8 Poccun B 1848 romy nepesos, kauru Aupu [erapuyca «La danse
des salons», (B pycCKOM BapmaHTe OH HA3BIBAJICA «PyKOBOJICTBO K M3YYEHMIO HO-
Befimux GaJbHBIX TAHIEB» ), OKa3aJ OIPOMHOE BJIMSIHUE Ha BCIO ITOC/IEAYIOILYIO TaH-
neBasbHyI0 KyJbTypy Poccun Boobine, u Ma3ypku B dacTHOCTH. Bce mocsemyromniue
PYCCKHE M3IaHUsl MPsIMO WJIM OTIOCPEIOBAHO 0A3UPYIOTCS HA MaTepUaJje 9TOrO Io-
cobusi, a WX aBTOPBI, TOBOPsI O Ma3ypKe, MPsIMO yKA3bIBAIOT, UTO ITOT MOJbLCKIIT
TaHel TaHIyeTcst Ha dpanmny3ckuit manep. K mpumepy, Crykosnkun nwumrer: «Ma-
3YpKG €CMb YUCNO-HAUYUOHANAOHBLY NOALCKUT MAHEY, HO NPUBUAACH MA3YPKG, KK
basvHulll maney, 60 Ppanyuu, 6 NOMOMY 6 CAMbBL TAPAKMEDP MAHUA S0ULAU 068G
INEMEHMA: NOABCKAA IHEP2US, 20PAYHOCTIb, 20HOP, UAU 20p00CTVD, U HPAHUY3CKAA
MAZKOCTID U 2payuodrocmy deusicernuts [Crykonkun, 1890, 69).

B kuwure llenmapuyca, B onucanmu mara glissade momymena ommbka, KOTOpas
BCTPEUYAETCSI BO BCEX M3IAHUSIX €ro yueOHUKOB Ha (PPAHILY3CKOM, aHTVIMIHCKOM U PyC-
cKOM s3bIKax. Beien 3a [emmapuycom 3Ty onmmOKy CJIOBO B CJIOBO ITOBTOPHUJIM €IIE
IIeCTh UCTOYHUKOB. BeposiTHee Bcero, aBTophl He padborasn ¢ yaebunkom llemnmapu-
yca HaIpsMYIO, a IIOJIb30BAJIICEH KHUTOI [leTpoBoil, KOTOpast JOCIOBHO CKOIIMPOBAJIa
OmMCaHre Ma3ypPKHU, CO BCEMU OIMMUOKaMu, U JOOABUIA CBOU PACCYK/ICHUSI.

JlrobombiTHO, uTO B I'epMmanmm, mpm cocraBiieHMH CBOEro PYyKOBOICTBa, Kiemm
TOYHO TaK ke ucnosb3oBan llemrapuyca. B Poccun yuebruk Kiemma 6611 mepeBe-
nen u u3sad B Mockse B 1873 ro/1y, 0JIHAKO, KAYeCTBO IIE€PEBO/Ia HABOJUT HA MBIC/Ib,
9TO MEPEBOIYNK OBLT 3HAKOM MCKJTIOYUTEHHO C HEMEITKO-PYCCKUM citoBapeM. Kpome
TOr'0, OYEBUHO, aBTOD IIEPEBOIUII He IIepBoe u3ganne Kiaemma, a oqHO U3 nepeusga-
HUI, T/ie COMIACh TATWHAINSI, U IOTOMY, HAIIPUMED, CChLJIKA Ha OMHCAaHue maaebacka
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Cankr-ITerepOypr

Mocksa

IIpoumne

[desmnapuyc, 1848] ®

[Maxkcun, 1839] ¢

[[Terposckuii, 1825]

[IIerposa, 1878| *

[/Tunapor, 1871]

[HacrosbHast, 1886]

[Knemn, 1884] #

[Kmennr, 1873] P

[Tops, 1890]

[Crykonkun, 1890] ¢

[[Loner, 1876] P

[dyuun-Bapkosckast, 1890]

[Hucrsikos, 1893] ©

[/Tuxoii, 1885-18867] *

[Aukosckuii, 1891] 7

[PaeBckuii, 1896] ©

|[Komuubsp, 1890] *

[[Iapypekuit, 1895] 9

[TaBnukosckuit, 2010]

[Tuxomupos, 1901] *

[Orro, 1902]
[IIerpos, 1903]
[MBanos, 1908] *
[IIIyxmun, 1913]

Tabauna 1: CBogaas Tabiauna UCTOYHUKOB IO Ma3ypKe.

ITosicuenus1 K Tabaure:
“Ilesiapuyc, U BCe OCTaJIbHbIE HCTOYHUKHU, KOTOPble KOMUPYIOT €ro TeKCT U ero ONIUOKHU.
®*Mockosckoe usganue KiemMma, 1 Te, KTO KOIUPOBAJ €r0.
¢CTyKOJIKWH, U T€, KTO UCIOJIL30BAJIA €ro.
YcTOYHNKM, B KOTOPBIX ONMCAHMS IArOB HET, IM60 OHU MAaJIO3HAYHTEIbHBI.

BeJleT Ha HEBEPHYIO CTpaHwuily. Bce 9To mpuBeso K TOMY, 9TO PYCCKUM II€PEBOJIOM
OYEHDb CJIOZKHO TOJIb30BATHCS.

Brormeqmmit xe «mepesomy Kiemma B 1884 romy B Camkr-IleTepbypre Ha camom
Jesie ipu GJIMKARIIEM PacCMOTPEHUM OKa3bIBAETCSI COOPHUKOM U3 PA3HBIX MCTOY-
HUKOB. ABTOp YeCTHO B 3TOM IIPU3HAETCsl HA TUTYJIBbHON crpanwune: «Cocmasae-
HO MO PYKosodcmey mpogdeccopa manyesasvrozo uckyccmea bepruezapda Kaemmas,
[paBjia CBOEr0 UMEHU [IPU 9TOM He yKa3bIBaeT. Pazjies n1po Ma3ypKy B 9TOM U3/IaHUU
ckommpoBaH u3 lleTpoBoit ¢ coKpaleHusIMu.

HexkoTopble HCTOYHUKM TOBTOPSIIOT APYT JApyra, B TOM YHCIE, KOOUPys (pOpMy-
JINDOBKY U TeJsible ab3anpbl. HaM moKasaJoch MHTEPECHBIM CBECTU BCE UMEIOIIUECs
MaTepuaJibl B OOILYIO TAaOJIHUILy, 9TOOBI C OHON CTOPOHBI MOJYYUTh KAPTUHY IOIY-
JISIDHOCTH Ma3ypPKH, a C JPYroil — BbISICHUTH [IPEEMCTBEHHOCTD U3JIAHUIA.

U3 conocrasienus: (cM. Tabu. 1, puc. 1) MOXKHO CIEJIATH CJIELYIONIHE BHIBOIDL:

1. IlerpoBa cmibHO nepepaborasia Tekct llesurapuyca, criiagus ommbKy € IuIuc-
CaJIoM, HO HE UCIPABUB ee, U J06ABUB MHOIO PaCCYKIEHUM, KOTOpbie GoJiee
MO3HUE aBTOPBI KOMMUPOBAJIH JIUIIh YACTUIHO. B 4aCTHOCTH, aBTOp yKa3bIBa-
eT Ha Ma3ypKy u3 omnepbl «2Ku3Hb 3a 1naps», Ha3bIBasd ee «/Iyvwum o6pasyom
NOABCKOT MA3YPKUS.

2. Ilepeom Kiremma siBHO 3auMcTBOBaH u3 [leTpoBoil, ucronb3yiorcs mesbie hpa-
3p1. [Ipu 9TOM pases ocHOBATEILHO COKPAIIEH, B YJACTHOCTH, YOPaHbI BCE pac-
CY>KJIEHUsI O TMPOUCXOXKICHUM Ma3ypPKHU U OTCYTCTBYeT YIIOMUHAHUE Ma3ypPKHU
u3 onepbl «2?Ku3Hb 3a mapsi».
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Kaemm
--- 1873, 1874,
1884 - Mocksa

Heanapuyc
1848

Py::cxl{ﬁ EPOBQ
AHXOH Ta-HuoP 1878, 1883 B Cryxoaxun
1885 "7 1800
oy
Yucrskos
Ae Koannpsp | | Tuxomupos 1893
1890 1901 -
¥
Paescxuit
1896
HMBanos
1908

Puc. 1: JlnarpammMa cBsi3eil MeXX/y Pa3jIUIHBIMU IIyOIHKAIUAME Ma3ypPKU.

3. Asrop «Pycckoro smxoro tanmopas KadecTBeHHO nepepaborasn pasuen [ler-
POBOii, ¥ Ha TEPBBII B3IJIsI CJIOXKHO MOHSTH, OPaJT JIM OH 38 OCHOBY MMEHHO
ee nnu Kiemma. Ho eciin mpoanam3mpoBaTh JApyrue pasiesbl, MOXKHO CIe-
JIaTh BBIBOJ, O 3aMMCTBOBAHUU MMEHHO U3 TOrO MCTOYHUKA. DTOT YK€ aBTOP
B OoIMcaHuu majedacKa yIoTpeOssieT CJIOBO <«IIOJIPBITMBAET», BMECTO <IIOI-
CKakmBaeT». Kpome HEro HUKTO 3TO CJIOBO HE yHOTPEOJISIeT, a, CJIeI0BATEIBHO,
¥ KaK UCTOYHUK €ro He HCIOJIb30BaJIU.

4. Kosmubsap, 1890, asuo B3sui(a) marepuan u3 IleTpoBoit — BCIOMUHAECTCA Ma-
3ypka «2KusHb 3a maps», U (GOPMYJUPOBKA «Ma3ypPOUHbBIA IMHUK», OIHAKO,
CO CBOE€I CTOPOHBI, aBTOP 3aMeHmIa (POPMYJIUPOBKY PO TeMIl, yOpas %.

5. TuxomupoB, Tak Ke Kak u «Pycckwmii muxoil TaHIOp», YBJIEKCs mnepepaboT-
KO#1, IpUYeM HACTOJIBKO, YTO B OMHMCAHUU IEPBOTO U TPETHErO IIAr0B YIIYCTUII
nesible Gppasbl, B PE3ysIbTaTe 9e€ro TEKCT ITOTEPSJI CMBICII.

6. VBanoB ckonuposaJ Bech paszes u3 Kiemma. llesbie ab3aribl nIeHTUYHbI ITH-
TEPCKOMY HW3JaHUIO, 10 HAYAJIA OMUCAHUS (DUTYP.

B kawure [leTrpoBckoro ommcana TeXHUKA WCIOJHEHUsI, OTINYHas oT [lemmapuyca:
JIKCCA/T ¢ OTOMBKOMA, ITa1ebacK ¢ POHJAOM U KYIIe, & TaK Ke P CIenuduIecKux CBsi-
30K. MaKCuH 9aCTUYIHO MOATBEPKIaeT TeXHUKY lleTpoBckoro B yactu naie6acKkoB,
OJIHAKO, YKa3bIBA€T Ha TO, YTO POHJ| 3aMeHsIeTCsi B Ma3ypke Ha xkere. Y llemnapu-
yca Ke TOJTHOCTHIO OTCYTCTBYIOT KaKHUe JIMOO CBSA3KH, ITO MO3BOJISIET TPEIITOIOKUTh,
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9TO 3M0Xa «PaHHEH» Ma3ypPKHU K 9TOMY BPEMEHU 3aKOHUMIACH. DTO MOATBEPKIAET
u orcyrcrBue y llesutapuyca n Bo Bcex y4eOHMKAX MTOCJIE HETO YIIOMUHAHUIA O Ma3yp-
Ke B 4YeThIpe mapsbl, omucanuoil y I[lerpoBckoro u B psge GpaHIly3CKUX UCTOYHUKOB
Hadasia 1840-x romos.

Binsinue yuebnuka Ilemrapuyca okasajioch CTOJIb BEJUKO, UTO IPAKTUIECKU
B KaXXJIOM PYKOBOJICTBE MOYKHO HaiiTu ero orrosiocku. Kunru Crykoskuna, Jucrs-
KOBa, PaeBckoro, comepkaT OCHOBATEIbHO IIepePA00OTAHHBIN, HO, TEM HE MEHee, JIer-
KO y3HaBaeMbIit MaTepraj. OmubOKN UCIPABIEHBI, HETOYHOCTU CIJIAXKEHBI — HO 9TO
BCe Te »Ke Iaru, 06e3 Kakux Jubo Bapuaruil. BmecTe ¢ TeM, Ha4YMHAs C CepeIUHBI
1880-x T070B, B pa3HBIX TOPOJIaX HAYAJM BBIXOAUTH YIEOHUKN, MATEPHAT U3 KOTO-
PBIX II€pEeCceKaeTCsl JINIIb YaCTHUYHO, U JOIOJIHSETCS aBTOPCKHMH OIUCAHUSMU HO-
BBIX, MIHTEPECHBIX IIArOB U CBSI30K.

TakuMm 0b6pa3oM, MOXKHO ClieJiaTh BBIBOJ, UTO Ma3ypka B Poccum BO BTOPOIl mo-
soBune XIX Beka, 3a peJIKMM HCKJIIOYEHUEM, cTporsiach Ha onucanuu Llemrapuyca,
¥ JIUIIb B CAMOM KOHIIE CTOJIETHSI aBTOPBHI yYEOHWKOB CTaJU MPUBHOCUTH B 3TOT
MaTepHuaJl YTO-TO CBOE.

4 Temn ncnonHeHuns Ma3ypku

Bcem m3BecTHO, 9TO My3BIKAJBHBIN pasMep Ma3ypKd PaBEH g, WTH %, OJTHAKO,
110 MHEHUIO PAa3HBIX aBTOPOB, yJapeHHe B MY3bIKE MOXKET OBITh Ha IIE€PBBIH, BTO-
poit mim Tpermit Temn. e Kommubsp u MBaHOB cunTaror, 9TO aKIEHT IEIACTCS
Ha nepsblii cyer, Llopu yreepxkiaer, uro Ha Bropoi, a CrykonkuH n PaeBckuii —
Ha Tpetuit. Kommubsip npu atom mobasiser, 9to «Boobwe mysvika ma3ypku mpeby-
em MPasuAbHOT AKUEHMUPOSKY, 6e3 KOMOopol MAHUYOULUE Ae2KO MO2YM COUMBCAS
[Komuubsap, 1890, 194]. B camoyunTnie Urpsl Ha CEMUCTPYHHOM MUTApE, TAK 2Ke KaK
u B Kaure llopHa, yKa3bIBaeTsi, YTO yIApeHUe JEIaeTCs Ha BTOPYIO YaCTh TAKTa.

Yro KacaeTcs TeMIa, TO 3[eCh TOXKE€ CKJIAJIbIBAETCS JIOBOJIBHO MHTEPECHAs Kap-
THHA. Y HAC MMeeTcs mepeBofa mocobust Kirtemma, msmanuasie B Mockse, e y 60716~
IIMHCTBA TAHIIEB IIPUJIOXKEHbI HOTHI, 6e3 yKasauus TeMinoB. OJIHAKO B OPUI'MHAIIb-
HOM HEMEIKOM HU3JIaHUU MEePeJ KayKI0i HOTHOHN 3alMChI0 CTOUT TEMIT UCIIOJTHEHUSI,
" JIj1s0 Ma3ypKu aBTop ykKaszaJj 144 caera mo M.M. mis %,

B 1o ke Bpems, B kaure llemmapuyca ykaszan coBcem apyroit temm — M.M. 176.
Aubepr Axonesud HopH, npu usmanuu cBoeit «['paMMaTHKuy JUNIIOMATHYHO HUC-
10JIH30BaJI 00a 9TU 3HAUEHUs, YKA3aB, 9T0 « Ouehsb NOAC3HO USYHAMD WaA2U MA3YPKU
npu M.M. 144= (vwemeepmsv) uau (6ocomasn). Ilpu ucnosnerus masypru nod my-
30IKY MAHYUYIOUUE HEBOALHO YBAEKAIOMCA 6 boaee bvicmpoe tempo, HO IMmo mem-
no Hukozda He doadicno neperodums 3a M.M. 176 = (wemsepmsv) uau (6ocvmasn),
CMOMPA MO TAPAKMEPY MY3oiKaAbHOTU Komnoduyuy madypkus [opr, 1890, 285].

Bwmecre ¢ Tem, eciim m3yunTh myOJUMKyeMble B TO BpeMsl HOTBI Ma3ypOK, MOXK-
HO yBHJETH cOBceM uHyI0 Kapruhy. Hamnpumep, mazypka Ilynbroda «Cysenup
n3 Cankr-Ilerepbyprar wmmeer temn «BuBaue», mmm 168-192, uro nHaxomuTcs
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Mazypka A. Konrcku, on. 180, ITpunoxkenune xk my3. | allegro 160-184
U TeaTpaJiIbHOMY BeCTHUKY, 1859 vivace
Mazurka E. Ketterer op.101 allegretto 92-108
(temp de
mazurka)
Elena. Mazurka de salon par Rod. Sipp, omn. 26. My3bl- | allegretto 92-108
KaJIbHBIN cBeT, 1865
ITummepman. Masypka moderato 80-96
Masypka «Cysenup u Canmkr- Ilerepbypras. FOumyc | vivace 168-192
Iyasrodd, om. 50
Guerard laborde. la Mazurka, album de la mode. 1844 160
I'muaka. Mazypka u3 onepsl «2Kusnb 3a mapsi» 152
Reverie mazurka, T. Badarzewska, The welcome guest, | moderato 80-96
1863
Perle du nord. Mazurka Elegante, A. Baumbach, | Allegretto 92-108
The home treasure, a collection of pianoforte music,
1864
Maszypxka «Cysenup u3 Bapmassi», FO.Illynasrodd, on. | Moderato 80-96
30
Gaetana mazurka/ Eugene Ketterer, on. 101 Allegretto 92-108
(temps de
mazurka)
C6opuuk Il carnovale di Milano. Mazurka Dohler Allegro 120-144
Mazourka gracieuse, Op.224 (Mayer, Charles), 1856 Vivo 168-192

Tabmuma 2: TeMbl, ykazaHHbIE B IMEIOIIIXCA Y HAC HOTAX Ma3ypPOK.

Ha Tpejesie auana3oHa, ykazanHoro LlopaoMm, a ma3ypka u3 omnepsl Ilyan «Konek-
ropOyHOK» HadmHasch moderato moxoaut Jjnmib 10 andante, T. e. ¢ 80-96 mo 120-144.

5 LLarn masypknu

5.1 O6wume xapakTepHble warn
5.1.1 Mapeback

OcHoBHoli cnocob ucnonHexus:
Onwucano: Jluaapor
Pa3: Jete Bmepen ¢ mpaBoit HoOrH,

JBa: mar JeBoil HOroit BIepes B 9€TBEPTYIO MO3UIUIO,

Tpu: nmoxcTaBUTh IPaByIO HOT'Y €33/ K JIEBOH HOTE.
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Opwurunan onucavus:  «Jleeko ecnpuvieusas na npasyio nozy (Jete), aesyro nepene-
cmu 6nepeod, Ha HEMBEEPMYI0 NOZULUI0, U HEMEIAEHHO CKOADZUMD €10, NAAGHO NEPe-
0asas ma nee KOPnyc, u 3amem, NpucoecUHUGWY NPaAGYI0 Ho2Y K Ae60l Ha NEPEYIo
no3uYUI0, MomHac A€ot Hozot cdeaams temps leve, wmobv, Haxamy ¢ 0pyeoti Ho2u
amo pas» [JImaapor, 1871, 10].

Bapwuauusa 1:  Ilemwnapuyc, Ilerposa, Kimemm CII6, Pycckuit suxoit, Komuubsp, Tu-
xomupos, Orro, Banos

Pa3: mepemena HOr — CTOS Ha JIEBOI HOTE, U Jep2Ka IPaBYIO B 4 BO3IYIIHON TO3U-
[U¥, IPBITHYTH C JIEBOM HOTH Ha MPAaBYIO, BHIHOCS JIEBYIO BIIEDE]T,

JlBa: mrar JieBoil HOroil BIEpe/T B YETBEPTYIO IO3UIIUIO,

Tpu: Coupe — moacTaBUThL MPaBYI0 HOT'Y €33/ K JIEBOW HOTE, JIEBYIO BBIHECTH
B BO3/IyX.

Bapuwauus 2: Tlerposckuii, Makcun, ne Kommabap (msa mam)

Pa3z: pons npaBoit Horoit Haza,

JlBa: mrar JieBoil HOroil BIEpe/T B YETBEPTYIO MO3UIIUIO,

Tpu: Coupe — moacTaBUTh MPaByI0 HOTY C3aJ¥M K JIEBOW HOTE, JIEBYIO BBIHECTH
B BO3IyX.

Opurunans! onucaxus:

Ierposekwmit: «[lodnaswu npasylo nozy, 1) nodeunymv ee KPYaA06amo HOC-
Kom 6nu3, namkol 66ok k 8 nosuyuu nasdad. 2) Iodsunymov nockom ae6ol HO-
eu % 4 nosuyuu Hemnozo wa plie, u onamov 8) npuckouumsv npasol Hoz2ol c3a-
du, 6vICABUE AEBYI0 Ha 6030YTe, MO U AC6AA MAKUM 00PA30M NOBMOPAEI>
[[Terposckmii, 1825, 87).

Maxkcur omHMCBIBAET 3TOT BAPHWAHT, TOBOPs, UYTO WCIOJB3YEeTCsT OH TOJBKO
B «BaJIbCE-Ka3aK».

«Bdecw yotce denaemea noaykpye, m. €. CHAYAAL NOAYKPY2 NPABOT H020T, NOMOM
omcmasumsb eneped aesyro, dasee nodbume ee npasotiy [Maxcun, 1839, 25].

Bapuauyusa 3:
Pa3: Jete Bnepen ¢ npasoit HOrn,
JlBa: miar JieBOil HOrOil BIEpe/l B YeTBEPTYIO IMO3UIMIO C MIAPKAHBEM,
Tpu: nmoxcTaBUTH IPABYIO HOT'Y €331 K JIEBOIl HOTre.

Bapuauyus 4:
Pa3: Jete Bmepen ¢ mpaBoit Horm,
JBa: mar seBoit HOTOI BIepes B 9€TBEPTYIO MO3UIUIO C IAPKAHBEM,
Tpu: moscTaBUTh MPABYIO HOTY C3a/M K JIEBOM HOTE C YIapOM KabJIyKOM.
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Bapuauusa 5:

Pa3: Jete Bmepen ¢ mpaBoit Horm,

JlBa: mar jieBoil HOroil BIEpe/ B YeTBEPTYIO MO3UIMIO C MAPKAHBEM,

Tpu: Coupe —nojCcTaBUTL MPABYIO HOLY C3aJid K JIEBON HOre, JIEBYIO BBIHECTH
B BO3IyX.

5.1.2 Tnuccaabl

OcHogHoli cnocob ucnonHexus:
Pasz: rimccan sieBoit Horoit Briepes,
JlBa: mo/rbeM mpaBoil HOTW C3a/IM HA BO3JYX,
Tpu: npbIzKOK Ha JIEBOI HOTE.
ITocste 9ero BCe TOBTOPSIETCS C JAPYTOM HOIH.

Bapuauyus 1:
Omnwucano: Jlunapor
3aTakT: BBIHOC IPABO#l HOI'M B 4 BO3JLYIIHOW IIO3UIAH,
Pa3: nmpbKOK Ha JIEBOI HOTre,
JBa: Toimcca)l mpaBoil Brepe,
Tpu: IpPBIKOK Ha NPaBOil, BBIHOCH JIEBYIO C33IH.

Opurunan onucauus: <«IIpasotli Hozot temp leve u saezko modnpuizusas Ha 260
Ho2e, MOMYAC NPasoli CKOAL3UMDL 6neped, NAAGBHO Nnepedasas Ha Hee KOPNYC U 3a-
mem NPUNPvLZHYMd Ha Hel a Aesyto noduams 6 attitude. Taxowce u ¢ dpyzoti Ho2u»
[Tuaapor, 1871, 11].

Bapuauusa 2: HacronbHasi KHUra JjIs MOJIOJIBIX JIFOAEH
Pa3: nperkok Ha TpaBoit HOTE, MIPUIIOTHUMAS JIEBYIO HOTY,
JBa: meBast HOra BBIHOCUTCS BIIEPEJI,

Tpu: HIpPBIKOK ¢ IPaBoil HOr'M BIEPE HA JIEBYIO.

Bapwuauusa 3: Paesckuii, [lerpos
Paz: rimccaz 1eBoit HOTOM BIepes], BHITATUBAs HOCOK M BBIBODOTHO,
JlBa: paBast BBIHOCUTCSI BIIEPE/T,
Tpu: UpbRKOK Ha JIEBOi Hore (IIpaBasi IPU STOM BIIEPEN).

Bapuauus 4: TaBiukoBcKwuit

Pas: npbKok Ha JIeBoOi HOre, paBasi BBIHOCUTCS BIIEPE/I,

JBa: rymcca i mpaBoil Briepes, jeBas B 4 BO3/IYIIHONW ITO3UIUH,

Tpu: NpbIKOK Ha NPABOA, JieBasi BBIHOCUTCS BIIEPE],.

AHaJIOrMYHBIN 1Iar, ¢ HECKOJIBKO JIPYTOil PACKJIaIKON 1o TemiiaM onucan y Lopua
Kak pas ordinaire. 31ech MEPBBII MPBIZKOK JIETAETCS HA 3aTAKT.
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Bapwuauusa 5:  IlerpoBckmit
Pa3z: orGuBka JieBoit HOroil 10 TPABOIA,
JlBa: rimccas JIeBoii Brepes,
Tpu: TpbIKOK Ha JIEBOI, BBIHOCS MPABYIO C3aJIH.

Opurunan onucavus: «Pas glisse en sautant. Ceoticmeen odnum Kasasepam; ubo
HCEHCKOMY TOAY, KAK 6bl A0BKO He OblA 6bIOEABIBAEM, 8 PACCYHCICHUU 00€HCObL UL
u 6aazonpucmotinocmu nenpuauver. Cocmasasemes u3 08yx moavko: 1. ¢ om-
bueky (*) u 2—nodckouku wa nepeduel Hoze U NodHAMUA 3a0Hel Ha3adU»
[[Terposckuii, 1825, 87).

5.1.3 lonybey, (Coup de talon)

OcHoBHo#i cnocob ucnonHexus:
Pa3: nperkok Ha IpaBoil HOT'e, y/IapUB JIEBOU ISITKOM IO IIPABOIA,
JlBa: mar jieBoit HOroit BO BTOPYIO ITO3UIIHIO,
Tpu: mar npaBoit HOro# B MEPBYIO JIMOO TPETHIO MOBUITHIO.

Opurunan onucanus:  «Pas en cote, manuyyemcsa max, ¥mobu, dama u Kaganep co-
gcem obpawenv, bviau K cebe 6oxom. Cocmasasemea ud 3-x: 1. Ombumv namxy
o namky (uau zoaybuya) 6 1 nosuyuu. 2. Jeurnymov nockom do 2, 3. Ipudsunymo
onamy k 1, dabve K Hauamuro 6 dpyz0l pas ocmasact noza na 6030yzes [Ilerpos-
ckuii, 1825, 87).

MHorue aBTOPBI HE YKa3bIBAIOT, YTO B IIEPBOM CUETE JIEJIAETCs IIPHIXKOK, AKIIEHTHU-
Py BHEMAaHUE JINIIb Ha yaape. B ocTaabHOM, IPAKTUYIECKN BCE €IUHOIYIIHEI B OIIN-
caHuu mara. PaeBckuil OT/1eJIbHO ONIIICHIBAET BTOPBIM HOMEPOM I'OJIyOeI] C IIPBIZKKOM,
a J9eTBEPTHIM — 0€3 TPBIKKA.

IleTrpoB mumrer, ¥TO BO BTOPOM, JHOO B TPETHEM TEMIIE MOXKHO JM€JIaTh yIaphbl
KabJIyKOM BMECTO IVINCCAJOB.

B yuebnuke JIunapora u Jynun-Bapkosckoit HeT onucanust royyouna.

B kunrax Crykosikuna u PaeBckoro kaBajiepam JIOIIyCKaeTCs BBIIOJIHATH TYPCIOD-
IUISIC Ha ToJIyOIax.

BonbimuucTBO aBTOPOB MUIIYT, YTO STOT HIAT BBINOJIHSIETCS TOJBHKO KaBaJepOM,
onnako, y Ilerposckoro m B «HacTronbHO# KHHre» 3TOT mIAr ONHUCHIBAGTCS M KakK
JIAMCKUH.

HopH onuceiBaeT deTbIpe Bapuamyy royora:

ITar 1: pas battu—romy6en. lomyctum ymap B KoHIEe, Ha Tperwii cueT. KcTb
MIOJIIPHII B HaJaJIe.

Tar 2: msoitHoit rosyGer: [lepBbrit ymap meraeTcs Ha 3aTakT, Jajiee KaK B pas
battu.

ITar 3: TpoitHoii rosybern;: Tpu yaapa JeJaroTcs B 1 TaKT, 3aTeM HAET IVINCCAJ,.

Tar 4: weTBepHoii royGerr: Ha 1 TaKT AeraeTcs TPU yaapa, Ha BTOPOil — roJryoerr.
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5.1.4 Pas Boiteux

DTOT mAr MOXKeT Ha3bIBATLCA 10 pa3HOMYy: pas boitex, pas boite, pas boiteaux
¥ T. JI., OJTHAKO, MOHUMAETCS TOJ[ HUM <«XPOMOE Ia» — JIBUKEHNe, HATIOMUHAIOIIEE
Iar XpoMoro.

OcHosHoii cnocob ucnonuexus:

Oumncano: Jluaapor (kak Pas Glisse 2)

Pas: jlerkuii npbKOK Ha IpaBoif HOre, IVIMCCay JIEeBOil Blepes,

Ba: may3a,

Tpu: npaBas HOTA yJAPSET PAIOM C JIEBOH, JIeBast TTOJHAMAETCS W CTABATCA 32 IPa-
BOIi, 10 CepeMHBI UKPHI (KaK B MOJbKE).

Opurunan onucanus:  «IIpasoti nozoti temps leve u seexo nodnpwvieusas Ha Ae60U
HO2€ MOMYAc NPasoti CKOAL3UMD neped, NAABHO NePedasas Ha Hee KOPNYC, NOMOM
AE6Y10 HO2Y Npudeuryms K npasol, Ha nepsyr nosuyuros [Jlunapor, 1871, 11].

Bapwuant 1: CrykonkuH, Yuctskos, PaeBckmit

Pas, nBa: ryimccam mpaBoit HOroOIt BIiepes,

Tpu: IpbIZKOK JIeBOI BIIEpeI.

Y CrykoJIKHHA HUYEro He CKa3aHO IIPO JIEBYIO HOT'Y B TPETHEM CYeTe, OJHAKO
YucTsSKOB JIOTOJHSET €ro, yKa3blBasi, UYTO MpaBasi HOra yOUpaeTcs 3a JIEBYIO U Jep-
2KUTCd Ha BeCy B TpeTbeﬁ IIO3UIUH. HpBI}KOK B Ha4daJle OTCYTCTBYET, O/IHAKO IIiar
SIBHO TOT 7K€ caMbIif. UUCTSAKOB TaK K€ TOBOPHUT, YTO STOT IIAr yIOTPEOIAETCS B TYP-
CIOPILIISIC.

Bapuant 2: Ilopu

3arTakT: NPBIKOK Ha JIEBOii, IpaBasi BBIHOCUTCS BIIEpe[,

Pa3: mpaBast HOra BRIHOCUTCS B 4 TIO3WUIMIO,

JlBa: BeCc IEPEHOCUTCST HA TIPABYIO, JIeBasi BBIHOCUTCS BIIEPEI,

Tpu: neBast craBuTCst B 4 HO3UIHAIO.

Ilopu numrer, yro 3TOT MIAr yrnorpedJsiercs B Typcoopiuisc. Kak BujguM, sra Bep-
CHsT HECKOJIBKO OTJIMYIAETCs IO CIeTaM, a KPOMe TOr0 BMECTO OTOWBKU, 3a Hsis HOTa,
IIPOCTO IIEPEHOCUTCS BIIEPE/T.

Bapwuant 3: TaBaukoBckwuit
3aTakT: JieBasi HOTa MPUIIOAHSATA BIepeau B 4 TMO3UIINH,
Pa3: npekok Ha TpaBoii HOTe, OJTHOBPEMEHHO JieBasl OIyCKAeTCsl Ha, MOJ,
JlBa: npaBasi HOra ITOJHUMAETCsI, BEC [IEPEHOCUTCS Ha JIEBYIO HOTY,
Tpu: mar npaBoii Bepel, OJJHOBPEMEHHO IIPUIIOJHUMAST JIEBYIO.
I[Iar nmoBTOpsieTcst ¢ TOM K€ HOTH.
DTOT BapmaHT OYeHb MOX0XK Ha Bepcuto llopHa.
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Bapwmant 4: Ortro

Bropoe na:

Pa3z: npbikok Ha 1paBoii HOre, BBIHOCS JIEBYIO BIEPE/I,

Ba: nay3a,

Tpu: npbIKOK Ha JIeBOM, crubas mpaBoe KOJIEHO B CTOPOHY.

He cmoTpst Ha coBeplieHHO OCOOEHHOE OIMCAHWE, OYEBHHO, YTO BHEIIHE Imar
OYeHb IIOXOXK, M BEPOSITHO, 3TO UMEHHO pas boite.

5.2 HeobbiuHble warn
5.2.1 Chasse coupe

Y Ilopna u I'aBimkoBcKOro omnucaH miar, moxoxunii Ha Pas boiteux, koTopsrit Ha-
3piBaercst Chasse coupe y 'aBimkoBckoro u pas coupe pousse y Llopna:

3aTakT: NPT HA JIEBOH, IpaBasi BEBIHOCUTCS BIIEPE]T,

Pagz: riuccan npaBoii B 4 1103uInio,

JlBa: mepeHoc Beca Ha MPaBYIO,

Tpu: nonbuBKa JIEBOI HOIOM NPaBYIO BIEPE/] B 4 IIO3UIMIO.

IlopH Ha3BIBAET €r0 TOJYKOBBIM IIMATOM, U YKA3bIBAET UTO I IEPEMEHBI HOT OH
HCIIOJIb3YETCSI B CBSI3KE C JIPYTUMU IIIaraMu.

5.2.2 Chasse de cote

Onucan ronbko y [opHa u npejcrasiisier coboii mar macce, BBIIIOJIHIEMbI BOOK.
ABTOp yKa3bIBaeT, 4TO ITOT 1Al BBIMOJHIETCA KaK KaBajepoM, Tak u gamoii. Onu-
caHue JJIsI KaBaJlepa:

3aTakT: CKOJIB3SIIHI I1ar JIEBOi HOTON BO 2 MO3UIIUIO, BEC MEPEACTCA HA JIEBYIO
HOT'Y.

Pa3: ymap mpaBoit msaTKo# M0 J1€BOM,

JlBa: jileBasi HOra BBIHOCUTCSI BOOK,

Tpu: Bec mepeHocuTcs: Ha JIEBYIO HOTY.

JaMBbl fe1ar0T TOT Ke Iar ¢ APYroil HOTH’.

5.2.3 MNpobexka

Omnucan y Crykosikuna, B «HacrospHoit kaures, y Paesckoro, Ilerposa u Ilyx-
MUHA:

Pagz: ynap JseBoit Horoit,

IBa: yaap npasoii (Hy»KHO 4TOOBI 9TH JBa yJapa CJIMJIICH BMECTE),

Tpu: ymap seBoii.
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Bapwuant 1:
Omnwucan y [leTpoBCcKOro, NCIIOIB3yEeTCS B CBSI3KE C APYTUMHE MTATaAMU.
Pagz: mar npasoit HOTOI Briepe Ha MOJTyNabIAX,
JBa: mrar JjieBoil Ha IOJIyIIaJIbIAX,

TpI/IZ rar HpaBOI?I, JieBasd OCTaeTCsd B BO3I[ymHOﬁ IIO3UIUH.

OpurunHan onucauns:  <«Zloaoichor Ha Hockax modbescamv mpu pada, 0abvl Ae8ad
ocmanacy na 603dyxes [[lerposckmit, 1825, 87].

5.2.4 Accambne nnun knou

Omucan y Crykonkuna, llopua, B «HacronbHoit KHUTE»

YacTo UM 3aKaHIUBAETCS ITPOOEKKA.

Brimosiasiercst n3 Bropoil HenmpaBUIbHOM TO3UIMK — ITATKHA Hapy»Ky. B «Hacrosnb-
HOIl KHHUTe JUIsi MOJIOJBIX JIFO/Iel» HEe YKa3bIBAETCS UTO TMO3UIUsT HEIPABUJIbHASI,
¥ IIPEJJIaraeTcsl CBOJAUTHL HSATKUA u3 BTOpOil mosunmu. lopH, oxHako, yKa3bIBaer,
9TO TepeJl HAYaJJI0M DTOrO Iara MsITKYU JIOJI?KHBI OBITH BPO3b.

Paz, nBa —may3sa,
Tpu: mSATKM CABUTAIOTCS BMECTE TaK, YTOOBI KabJIyKH yIapuIuCh JIpYT O JApyra.

5.2.5 Mupyat

Omnwucan y [leTpoBCcKOro, NCIIOIB3yETCS B CBSI3KE C APYTUMHE MTATAMU.
s kaBasnepa (maMa JieIaer ¢ JIpyruX HOT).

Pa3: neBast Hora 3a6pachiBaeTcst 3a MPaBYO B 5 MO3UITAIO,

,ZLBaI IIOJHATHCA Ha ITOJIYIIAJIbIIbI,

Tpu: nupysr.

Opwurunan onucanus:  «Hoea sabpacvisaemcesa 6 5 nosuyuto, maHyylouwue nooHuMa-
1omea ma 1ockax u obopavusaromeny [[lerposekmii, 1825, 88|.

5.2.6 Pas frappe

Y Ilopna 3TOT mIar npeminecTByeT accambiie.
Pa3: Jete na mpaByio Hory,

JlBa: npucTaBuTh JIEBYIO B 1 MO3UIUIO,

Tpu: BbIBEPHYTH MATKH HAPYXKY.

ITocsie gero BeIOIHSETCS accamOIIe.
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5.2.7 Pas de ciseaux, HOXXHWULIEOOpa3HbIi Wwar

Dror mar onucan y Jlynun-Bapkosckoit. OHa cuuTaeT ero caMbiM yIOTPeOUTE b
HBIM U IHIIET, YTO PAHbIIIE OH UCIIOJHSJICS JlaMaMHU, & Tellepb ero TaHIyIOT Bce.

HUCXO/HOE TIOJIOZKEeHNeE: JIeBast HOTa Ha 1 CTYIIHIO BIIEpeIU ITPaBOA.

Pa3z: npaBasi HOra CKOJIb3s1 BLIBOJIUTCS HA MOJICTYIIHUA BIIEPE/I,

JlBa: cKOJIb3s1 0OEMMHU HOTaMM OJHOBPEMEHHO, BLIBECTH JIEBYIO HOT'Y BIIEPE]I, & IIpa-
BYIO Ha3a/l Ha IIOJHBIN IIar,

Tpu: mar npaBoit HOroit Bepes.

Bce moBTopstercst ¢ apyroit Horm.

IopH muteT o mo106HOM 11are, u YKa3bIBAET, YTO OH UCIIOJIB3YETCS B TYPCIOPILIISC,
OJIHAKO, €ro OIIMCaHHe JIOCTATOYHO 3aIlyTaHO U HET YBEPEHHOCTU B TOM, UTO ITO
TOT K€ CaMBbIil IIar.

5.3 XKeHckue warn

2KenckuM 1maraM Ma3ypKHU yIIeJIsSeTCs NOpa3J0 MEHbIIEe BHUMAHUSA, IPU ITOM
GOJIBIIIUHCTBO ABTOPOB IUIIIET, YTO «JaAMCKOE a4 8 MA3YPKE 20Pa300 A€2UE MYHCCKO-
20». HacTo UX OMHUCAHUE CBOIUTCS K «OAUHHbIM 2AUCCA0aM, C OMKUHYMOUT HG AETY
H020U» OTHAKO BO MHOTHX Y4eOHHKAX MOXKHO HAWTU KOPOTKHE YIIOMUHAHUSA, SHATH-
TEJILHO PACIIUPSIONIAE BO3MOXKHBIN TaHIIEBAJIbHBIN JUANA30H JTaM.

Tpu ocHOBHBIE mIara, KOTOPbIE ABTOPBI PEKOMEHYIOT IJIst JaM TIPU JIBUKEHIH
BIIEpe/I, 9T0 majeback. macce u rymccast. OHU pacCMOTPEHBI HUKE.

5.3.1 Mapeback

()6I>I‘IHO7 KorJla I'OBOpUTCA O 2KEHCKOM Hane6aCKe, OH HHUYEM HEe OTJ/InYaeTCA
OT MY?KCKOTO, HO jie KOoTMHbsp, ONnChIBast €ro, HAYMHAET C POHJIA, HAYNHASA U3 I€T-
BEPTOU IO3UIINU:

Pa3: nmpaBast HOra u3 4 MO3UIMM CTABUTCS C3aIU, «KAK OAA PEGEPUIHCAS,

ﬂBaZ BBIHOCUTCA BIIEpE/ U CTABUTCHA Ha IIOJI,

Tpu: npaBas nmoncTaB/geTcs K JEBON C3aU.

Jlanee Bce TIOBTOPSIETCS C JIEBOM HOTH.

5.3.2 Lacce

Omnucansl y Crykonkuna, Paesckoro, Uucrskosa, ['aBiukoBckoro
VY llopra u lllyxMuHa yIOMIHAETCSA HO HE ONHUCHIBAETCH.
Paz, nBa: meBas HOra CKOJIB3WT BIEpE/,

Tpu: mpaBast HOra MOAOUBAET JIEBYIO, JIeBasi CHOBA BBIHOCHUTCST BITEPE/T.
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5.3.3 Tnuccag

Bapuant 1: Omnucan B «HacronbHoit kHUTE>
Pa3: ymap nmpasoit HOroit KabIyKOM 1O IOy,
JlBa: jileBast HOra CKOJIb3UT BIIEPE]T,
Tpu: mpaBast HOra CKOJIB3UT BIIEPE] TIEPE]], JIEBOA.

Bapuant 2: IlerpoBckuit

Pa3z: orGuBka JieBoit HOroit 10 TPABO,

JlBa: rimccas, JieBoii Briepes,

Tpu: npasasi HOra 1OJOMBAET JIEBYIO C3aJiM, JIeBas BBHIHOCUTCS BIepel B 4 BO3-
AYIITHYIO MO3UIHUIO.

Opurunan onucanmsa:  «/lama 6 nodobHBLT Wwazal 00ANCHA OMEEMCME06AMb CE0-
emy Kasanepy, a nomomy u desamv Pas glisse et mazur uau ¢ ombuekotll wae
Mma3ypounsili. Buideavisarnue ombusky u pas de mazur uszeecmmw, yoice. Havwaswu
¢ KABAAEPOM € NPasoli Ho2u 6utoYm PAsHBIE U NMOTONHCUE, TOMA U PA3HLLE WaALU>
[[Terposckmii, 1825, 88].

Bce aBTOpBI cxomsiTcst HA TOM, YTO JIaMbl HE MCIOJHSOT ToyoInl. VckroueHn-
eMm saBisierca «HacronpHas KHHra», aBTOp KOTODOIl OIMCHIBAET JAMCKUI rosryOerr,
aHaJIOTHYHBIA MY?KCKOMY, HO BBIIIOJIHAEMBINA C APYyTOil HOTH.

Ecnu k BeimeckazannoMy 100aBUTH panee onmcanuble pas de chasse de cote, pas
de cisseaux, U peKOMeH IyeMbIil MHOTEMU aBTopamu Pas boiteaux, BUIHO, 9TO qua-
MMa30H KEHCKUX IaroB B Ma3ypKe MPAKTUYECKH HE YCTYIMAeT MYZKCKOMY.

5.4 Cssa3ku

Psan aBTopoB, roBopsi 0 Ma3ypke, NMpeIaraioT PAa3JUYHbBIE ITOCJIEIOBATEIbHBIE
KOMOUMHaINuu maroB. Takuwe CBSI3KM OOBIYHO pacCYUTaHBI Ha 4, pexke Ha 2 wind 8
takToB. CJle/lyeT OTMETUTh, YTO CBA3KM HUKOT/A HEe BCTPEYAIOTCS B yUeOHUKAX, KO-
nupytomux Tekct u3 llerapuyca.

IIpu wusyvuennn cBsSI30K ciiefyeT OOpaATUTh BHUMAHHWE HA OIMCHIBAEMble WMEHHO
9THUM aBTOPOM IIArH, ITOCKOJbKY X HCIIOJHEHHE MOXKET OTJINYAThCA OT JAPYTHX.

ObHapy>KeHHbIE CBIA3KH CBEJEHbI B TAb/MILy 3.

CTyKOJIKUH IIpeJjiaraeT JIeJIaTh 8-MU TAKTOBbIE CBI3KU U3 4-X TAKTOBBIX, HAIIPU-
Mep, TOCJIe TEPBOii CBS3KM JI€JIATh BTOPYIO U T. [I.

OnwucaHHbIe UM CBSI3KU MOBTOPsieT PaeBcKwmil, B TAO/IUIE HE TTOKA3AHBI.

Kpowme Toro, BcTpedaroTcs CBSI3KM Ha HECTAHIAPTHOE THCJIO TAKTOB:

Yucrakos: 4 rimccaga, romryben, romybern, mpobexka (7 TAKTOB)

(mocie aTOrO MpEIAraeTC HAMMHATDL TYPCIOPILIAC).

IeTpos: rimccan, ramcca, roayber, roryber, mpobexkka, mpobexkka (6 TAKTOB).
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1 TakT 2 TakT 3 TakT 4 TakT Ncrounuk

ITageback ITaneback IIpoGexxka ITaneback [[Ierposckuii, 1825|
Tosy6er Tosyberr [MupysT Tosy6er [[Terposckmii, 1825]
ITaje6ack Tony6Gerr TomyGerr ITageback [[Ierposckuii, 1825]
Tincecan 1 Timccan 2 " T. JI. [Tuaapor, 1871]
pas boiteaux
Timuccan Tucca, pas boiteaux | accambiie [[TopH, 1890]
pas boiteaux | pas boiteaux | pas boiteaux | accambie [[TopH, 1890]
Tomy6er ng}feaﬂ’ [lTopn, 1890]
pas boiteaux
Tomy6ert ng}({:ca;(, gCTr;H;i}éa:fx accaMbJie [[TopH, 1890]
pomy)
Tnucca Tnuccan Tomy6er Tomy6er [Crykonkun, 1890]
Tnuccan, Tiuccan, Tnuccan, IIpo6exka | [Crykosnkun, 1890]
ITageback ITaneback TomyGerr TomyGerr Crykonkus, 1890]
Tnuccan, Tnuccan ITameback ITageback Yucrsikos, 1893]
ITaneback TIaneback TonyGerr Tomy6err [[Ierpos, 1903]

Tabauna 3: OcHOBHBIE Ma3ypPOUHBIE CBSI3KHU.

5.5 Typcropnnsc

Bce aBTOpBI CXOJSATCSI HA TOM, 9TO IIPOMEHA]T Ma3yPKH, BXOJISANIMNA B COCTAB JIFOOOMH
durypsl, BCerga 3aKaHINBAETCS BPAIIEHUEM C MAPTHEPOM Ha MECTe, WJIA tour sur
place — TypcroprmisicoM.

Bapuant 1: IleTpoBckuit mpejiaraeT gBa BapuaHTa €ro UCIIOJTHEHUS:

1. ITapTHEpBI CTOAT JIMIIOM K JIMILY, X C IpaBOii Horm HayuHaoT Aenarb Coup de
talon.

2. IlaprHepbl cTOAT JApPYr K JAPYry OOKOM, JlaMa CIIpaBa OT KaBaJjepa. Kasajep
JeaeT IJIhe, U IPbIKOK Ha IIPAaBOU HOr'e, BBIHOCH JIEBYIO HOT'Y IO KPYT'y Ha3am,
nosopaunBasich cuuHoil (Tendu). ABrop peKOMeH[yeT B TO BpeMsi, KaK JieBast
HOTa HAXOJIUTCA B BO3IYyX€ CAEJATH JBOWHON yaap KaOJIyKOM MpaBOil HOTH.
Hama mipu 5TOM Jie1aer maaedack WIu rojryoeir.

Kpome Toro, aBrop yrnomMmuHaer ere HeCKOJIbKO BAPUAHTOB, HO HE OITUCHLIBAET HX.

OpuruHan onucanus:  «Ynompebumenvroie 6 masypke 060pomv. mpexr podos: ene-
ped, Ko2da daMa U KABAAED HATOOACH NPAMO OpYe NPOMUE OpYaa 6vl0eABIBAIOM, Gbi-
weosnanennvle 6oKoswvie wa2u npacot noz2otl; na3ad, xozda evidesvieaemcs Aecotll
10201, nNpuckarusaa wa plie ¥ 5 nosuyuu U omckaxueas, dabvt OCMABUMD €€ Ha, 603~
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dyze (tendu). Mooicro dasice 6 Mo 6pems KaK AL6aA OMCKAKUBAEM, NPAGOT, HO20M0
dea paza npumonuymo, dan nepemens.. Obopom Has3ad ceotcmeener MOABKO KABG-
AEPAM, NOUEMY 0AMDBL BMECTIO OHO20 MO2YM 0EAAMb UAU PAS de Mazur, Ui ¢ OM-
6uskoto pas de mazur uau okce ¢ 3-ma ombuskamu pas de mazur. aa xasasepos
ecmb ewe 060pomul, NPoucrodswue om 08Yxr NPedvldYuuT, NOBOPAHUBLHUS U O~
B80PAMUBAHUA CEOA, UAU 6E3BUHHBLL 00MaH 6 ckopom obopome, 4mo odHako deaambv
doavicho noaosuee, 0abol ne euilimu u3 sescausocmus [[lerposeknii, 1825, 89).

Bapuant 2: [lesutapuyc onuceiBaeT JApyroil BapHaHT TYPCIOPILISCa, KOTOPBII 3a-
HHUMaeT y Hero 8 TaKTOB.

Hcxonnoe monoxkenue:

Kapasiep passopadunpaercsi JHUIOM K JlaMe M IepeBomutT ( «nepebpacviéaems) ee
73 IPaBOl PYKU B JIEBYIO, OOHUMAs 38 TAJIHIO.

OHOBpEMEHHO OH MEPEHOCUT PABYIO HOTY BIEpPE] B 4 MO3WUIWIO, KAK OBl mMajast
(Pas Tombe), mogHuMaeTcss Ha HOCKaX U IIOBOPAYMBAETCS TaK, UTOOLI JieBasl HOra
OKa3aJ1ach Brepean B 4 »xe mosunun. DTo ABMxKenue genaerca 4 pasa (4 Takra), no-
cJie 9ero MepeBOUT JaMy B MPaBYIO0 PYKY W HAYMHAET JBUTATHCS yKe HA3a]l, JleJiast
assemble JsieBoit HOro# Ha3as: u sissone-tendu, Tak ke, Kak ommcano y I[lerposckoro.
Ilennapuyc, olHaKO, yKa3bIBAET, 9TO accaMObjie P ITOM JIeJIaeTCs Ha MepBbIE Ba,
cYera, a CUCCOH — HA TPeTHii. DTO JBMXKEHME TaK Ke JesaeTcs 4 TakTa.

Korna kaBasep memaer pas tombe, mama — assemble sissone-tendu n Ha060pOT.

Ilennapuyc Tak ke OMUCHLIBAET CJIEIYIOIINE BAPUAIINN:

KapaJsep, mepxka jgamy mpaBoil pyKo#l 3a JIEBYIO PYKY, CTOAT Ha MeCTe, OTMe-
qas TaKThl yaapamu. /laMa umer mo Kpyry, KaBaJjep [IEPEeBOIUT ee U3 MPaBOil PYKH
B JeByo. /lama mpomokaeT ABUXKEHHE TO KPYTy, KaBaJiep 3aBOJUT JIEBYIO DPYKY
3a CHHHY, U KOIJia JaMa OKayKeTCs y Hero 3a CIMHON, KaBaJjep He OTIyCKasl JIeBOit
PyKH, TIOJKJIAIBIBACT MPABYIO PYKY TOJ JIEBYIO, Oepsi MaMy 3a TaJuio, MOCJE 9ero
4 paza JenaeT accambJie-CICCOH Ha3aJ, a JaMa IIPOJOJI?KAET UJTH BIEPEJ.

Yaxke y IleTpoBoit n3 TeKCTa O TYPCIOPILISICE NCYE3AET OMICAHNUE II1ara Ha3a/ 1, OT 13-
JaHUS K U3JAHUIO MaTepHuaJl CTAHOBUTCSI BCe KOpodUe, U yKe y KolmHbsipa HammcaHo,
9TO MAaPTHEPHI IPOCTO JEJIAIOT «HECKOADLKO MYPOEs.

Bapuant 3:  JIuaapor j1aeT HECKOJIBKO JIDYTYIO BAPUAIUIO BPAIEHUS, THTEPECHYIO
IpexKae BCero NCXOaHbIM ITOJIOZKEHUEM:

Kapasep nepxkut namy mpaBoif pyKoii 3a JIEBYIO PYKY, JIEBOi OepeT ee 3a TaJwo,
JaMa KJIaJIeT IpaByIo PyKy Ha JieBoe IIJIeU0 KaBaJjepa u 06a JeaioT OJHOBPEMEHHO
OJIMHAKOBBIN ITIar:

Pa3: npaBag HOT'a U3 TpeTbeﬁ MO3UINU C33I1 Ha HOCKE IEPEHOCUTCA BIIEepel B 4 I10-
3UILNIO,

JBa: mombeM Ha MOTYHAJIBIIBI U TIOBOPOT,

Tpu: omycTurhest Ha JIEBYIO HOTY.
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Opurunan onucanusi:  «Ilpasyro nozy, nocmasaennyro 6 attitude Gpocarom eneped
8 UEMBEPMYIO0 NOZUUUIO, U NOBEPMBIBAIOMCA HA HOCKAT 00eUT Ho2, 0M 4e20 Ae6aA
Hoza bydem 6 wemeepmol no3uyul enepedu, U 3amem, NOCMaBA Ha Hee Kopnyc,
npasoti Ho2ol onamb cdeaamy attitude, wmobwv, npodosscams smo pass [Jlurapor,
1871, 11].

Bapuant 4: Crykoukus (1890) naer Bapuanmio Typcopiuisica Ha pas boiteaux (npn
9TOM KaBaJIep IIEPEBOJUT JaMy Ha JIEBOE ILIEUO), OMHAKO YTOUHSIET YTO MOXKHO e
JIaThb U Ha roJiybnax, Jiejas uX Ha MeCTe.

Bapuant 5: llopn Tak ke ommchIBaeT TYypCIOPILUISIC Ha pas boiteaux, TOMOJIHSA,
9TO JaMbl BO BPEMs WCIIOJTHEHUsI KPAaCUBO TsHYT Hory. OH Ke MHUIIEeT, YTO TOJIBKO
«TAOMBLY UCIOJIBL3YIOT TOTYOIBI B TYPCIOPILISCE.

Bapuant 6: IleTpoB jaer ere OJfHYy BEPCHUIO MCXOJIHOTO ITOJIOXKEHUSI:

Kasanep pasBopaunBaercs, u 6eper JeBoil pyKO# JaMy 3a TaJIuio, T. 0. OHH CMOT-
pAT B pa3Hble CTOPOHBI. [locse 9Toro oqHOBpEMEHHO IPaBbIM IIJIEYOM BIIEDE]], Bpa-
MIAIOTCSL 110 KPYTY.

Bpaienne Boimosninsiercst Ha pas boite:

Pas: npprKoK Ha JIeBOM, BHIHOCS IIPABYIO HOT'Y BIIEDE],

Ba: nay3a,

Tpu: mepeckoInTh Ha JIEBYIO.

Bapuant 7: OTro mpejjiaraeT MCHOJHATL TYPCIOPILISC, Pa3BEPHYBIIUCH JIMIIOM
K MApTHEPY ¥ BBLIMOJHAA nazebacku (Bapuanus 1).

Bapuant 8: YucrsakoB, onuchiBasi TypPCIOPILIsSIC Ha pas boiteaux gaeT MCXoJIHOE MO~
JIOXKEHME TaKoe Ke, Kak y Jluuapora, wumrocTpupys ero dpororpadueii.

Bapuant 9: TaBiaukoBckuilt Typciopiuisic He pa3bupaeT BOOOIIE, /1aBast JINIIb CHOC-
Ky Tipu 06bsicHeHnn pas boiteaux, y /Llyrunoit-BapkoBckoit ecThb JUIlb KPATKOE yIIO-
MUHaHUe, He Jaoliee Hudero HoBoro. OcrajbHble yueOHUKU JUOO IIOBTOPSIIOT YXKe
CKa3aHHOe, JIOO HUYIEro He MUIIYT IO MOBOJY TYPCIOPILISACA.
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Bopuc Crparunaros

Qurypsr Grand Rond B pycckux TaHIEBaJIbHBIX UCTOTHIKAX

OfHUM U3 CAMBIX TOMYJISIPHBIX TPYIIIOBBIX TAHIIEB PYCCKON OAIBLHOM TPOTrpaMMBbI
B XIX Beke sBiIsiIach paHIly3cKas KaJapuib. Ha MpOTsSKEeHUH IEJIOT0 CTOJIETHS
ee opMa M3 TATU WU MECTH (PUTYp ObLIa MPAKTHYECKH HEM3MEHHA, B TO BPEMSs
KaK TeXHHWKa WCIIOJIHEHUsI B TE€YEeHHEe BPEMEHHU yIPOIAJach U, HAKOHEIl, CBeJaCh
K TPOCTBIM IIIATaM.

B komnre Beka mocsie dpuHasa KaIpUId HAIUHAIOT UCIIOJHATD PsiJl PA3JITUIHBIX (hU-
ryp, IOCJIEIOBATE/IbHOCTh U BUJ, KOTOPBIX 3aJ/1aBajl PACIOPSIUTEb. JTH (DUTYPHI
[OJIYYMJIN B TAHIEBAJILHOM 00miecTBe 06001maonee Ha3BaHue «rpad POH» (Tak Kak
B pa3HBIX y4eOHMKAX MPUMEHSJIOCh PA3HOE HAIMCAHUE 3TOW (PUTYDHI, B OMUCAHIN
BAPUAHTOB U3 KaXKJOr0 y4eOHHUKA UCIIOJIb3YeTCs BAPUAHT, BLIODAHHbBIA aBTOPOM CO-
OTBETCTBYIONIErO UCTOYHUKA). DTO sABJIEHUE U OYJET PACCMOTPEHO B CTATHE.

1 WUctopus Bonpoca n 0630p nutepaTypsl

BriepBble Tak Ha3bIBaEMBIN «ITPOU3BOJIBHBIN (PUHAJ» TOSIBJISIETCST BO BTOPOM M3/1a-
unu 6pormopsl Kybsmnkoro «®paniiy3ckas Kaapuiby, onybaukosanaoM B Ozecce
1884 romy |KyGmuukwuit, 1884, 23|. IIpomoskuressHOCTh 3TOr0 (bUHANIA — IO II0-
Jydaca u Oojiee — onpejensiyiach paHTazuei pacropsiauresisi. B Toit ke Gporirope
NIpUBEIEHBI Ha3BaHu:A 15 Hanbosee yrmoTpebuTeabHbIX GUryp, 6e3 Kakoro-inbo onn-
canus. [Ipu srom B Tom ke 1884 rony B Omecce ke Bbiuia 6porropa opna, no-
CBSIIIIEHHAsT TOMY K€ TaHILy, HO CO/epKalliasi TOJJbKO OCHOBHBIE (DUTYPBHIOE3 KAKOr0-
sanbo ykaszauus Ha ponosauresbHble [[lopH, 1884|. B BblmeameM 3a rox 40 9TOro
6-M m3nannm yuebruka me Kommubspa [Kommmabap, 1883] maumkakoro ynmomuHanus o
JIOIOJIHUTEJIBHBIX (DUIYypaxX HET, XOTs 9Ta KHUI'a PEryJISPHO [I€PEen3/1aBajach, J0I0J-
HSSICb MAaTEPUAJIAMHE O TTOCJIETHUX TAHIEBAILHBIX HOBHHKaAX. [lomnmo uee, B CaHKT-
IlerepGypre u Mockse B 1884 roay Bbimm nepesoist pador B. Kiemma [Kiemm,
1884b], [Kiemm, 1884a] ¢ pa3aIuvHBIMU JOMOJHEHUSAME OT [IEPEBOAYNKOB, TAKXKe 6€3
yIIOMUHAHUN HUryp, ciaeayomux 3a ¢puHagaoM PpaHIy3CcKoil Kaapuin. Tak ke HeT
nx B kuurax «Pycckuii ymuxoit taHnop m miacyn», M, 1885 [JIuxoii, 1885-18867]
n «HacrosnpHast KHura Jyist MOJIOAbIX Jronei», Tudimc, 1886 [Hacrosbaas, 1886).
DTO JlaeT OCHOBAHUS II0JIAraTh, YTO I'PaH POH Kak siBjieHue B 1884-1890 rozjax erme
He cray monyisipeH. B 1884 roxy Crykonkuu B kuure «lIpemomasarens u pacmo-
psaauTenb 6aJbHBIX TaHIEB», u3gaHHON B IleTepOypre, NpUBOAUT HECKOJILKO Bapu-
anToB uHaa PPAHITY3CKON KaIpmid, KaXKIbI M3 KOTOPBIX HOCHT CBOM HOMEp:
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«kaapuwib 1», «kagpwib 2» u tak ganee [Crykonkwmu, 1890, 111]. Aprop nwmmer,
910 coOpaJsi 3TH (PUIYPHl B 3aKOHUYEHHBbIE KAJIPUJIN TOJBKO Jist yaobecrsa. B 1890
roay B MockBe BBIINILTO ceibMoe n3nanne yuebunka e Konuubspa, B KOTOPOM IIO-
SIBJISIETCSI HA3BAHUE «TPAH POH», U OMHUCBHIBAETCS KPYT, IPaH II€H, KOP3WHKA U IIPO-
menas [Komunbap, 1890, 72]. B Tom ke roxy B Omecce Boixoaur «I'pammarnka
TaHIIEBAJILHOIO MCKYCCTBa U xopeorpaduns» l[lopHa, B KOTOpO#l OMMCHIBAETCST DS
duryp, ynorpebisembix nocie dbunata kaapuau [Lopn, 1890, 222-225]. B 1891 ro-
ny, Ipaycc B «Ilogpo6roM ommcannn bpaHIly3cKOil Kaapuin» (M3TaHHOM TaK 2Ke
B Ogiecce) IPUBOIUT ONMCAHME HECKOJIBKHUX (DMHAJIOB, OJHAKO HCIOJIB3YET CJIOBO
Grand Rond Tosibko 1151 0603HaYEHUS TAHITYIOMMMEU KPyTa BJIEBO U Bopaso. [Ipu-
BosATcs onucanus uryp: La rose de dames, La corbeille, Les Espalieres, Double
Corbeile, Tempet nu Grand Chaine B nByx BapmanTax [[Ipaycc, 1891, 8-11]. B 1893
roxy, Yncrsikos (IlerepGypr) onmceiBaer y2ke GUIypbl, HCHOIHSIEMBIE ITOCJIe DUHAIA
Kanpuian: 34 B Kpyre u 22 B KOJIOHHY, OfHAKO cJIoBO grand rond MM HCIOIB3yeTCs
It 0003HAYEHUsI MMEHHO OOIIero Kpyra TaHI[YIOIIUX, & He II0CJIE0BATEIbHOCTI
duryp [Hucrsaxos, 1893, 140]. B 6pounope Xanuda, uznannoii B Oxecce, B 1895
roxy cjioBo «I'paH-poH» yrKe HUCHIOJIB3yeTCst KaK Ha3BaHUE [l (DUHATA, COCTOAIIETO
13 HaOOpa IPOU3BOJIBHBIX JIEMEHTOB, UCIIOIHSIEMBIX IIOCJIE 1eCTOi DUryphl KaIpu-
s [Xamud, 1895, 23]. Bpouropa «Kak pacnopsixkaTbcst TaHIAMu Ha Gajiax», U31aH-
Hasg B Mockse B 1896 rony, HaunHaeTCsS IPAH-POHOM, U JIAIIb 3aTEM HJET OINCAHUE
kagpuneii [Pykosoncrso, 1896, 4-9]. B tom xke, 1896 romy, B Camkr-IleTepGypre
BeixomuT KHHra PaeBckoro «/Iupmxkep. IlpakTudeckoe pykoBozicTBo». B Hem rpan
POH Ha3BaH <«3AKANOUUMEALHBIMU POHIAMU MOCAE KAOPUALY», U TIPUBEJECH UHTEPEC-
HBIII BapUaHT HAJaJja: KPYr Pa3sMBbIKAETCsl, JIEBas OT PACHOPSIIATENs ITapa IO/ IHU-
MaeT PYKH M PACIOPSIUTENb BEJET BCe Maphbl 3a coboil B 00pa30BaBIINecs BOPOTA,
3aTeM BCe MIPOXOJAT I110J] PyKaMH Cjleykomeil napsl u tak Jajee [Paesckuii, 1896,
128]. B 6pomope Keopkosa, nznannoii B 1899 rony B Tudince, ykasbiBaercs, 4ro
mocjie KaJpuiin 00si3aTebHO UIET T'PaH-POH, HO (DUTYPHI HE OMMCHIBAIOTCS, JIUIIH
[IPUBOJUTCS CJIOBAPHK s aupuxkepa [Kesopkos, 1899, 16]. B «Tauuope u qupu-
xepe» Maciosa, nzmanaom B Mockse B 1899 romy, omuckiBaeTcst cepusi Hanbosee
IPOCTBIX (DUIYD W IIEPECTPOEHME M3 Kpyra B KOJOHHY u obparno [Macsos, 1899,
58-60]. B «CamoyunTese MOAHBIX GATBHBIX U XaPAKTEPHBIX TAHIEB» THXOMUPO-
Ba,u3maHHOM B Mockse B 1901 romuy, /s rpaH-pOHa OTBOJUTCS OTJIEJIBHBIN pa3fel,
CO CJIOBapeM U HECKOJbKUMHU miumocTpanuamu buryp [Tuxommpos, 1901, 43]. Orro
B «ITosHOM npakTHyeckoM camoyunreses (1902 rox, MocKBa) OIMCBIBAET HECKOJIb-
KO DUTYD, HOSCHSIS UX PUCYHKAMI, ¥ YKA3bIBAET, YTO IPAH-POH MOXKHO 3aKAHINBATD
obmmm rasoniom [Orro, 1902, 46]. Hlextman («TepMmuHOMOrMYecKnii c1oBaps TaH-
IeBaJILHOrO UcKyccTBar, 1902, Omecca) — MOMHOCTHIO NOBTOPsET onucanue Xannda
[[IexTman, 1902, 13-28]. B Pykosoacrse juist qupuxkepa rtasues, Oiicrad, Kues,
1903 dburypsl B KOJIOHHY omnmcaHbl nepen HadanoMm kaapwin [Oiicrad, 1903, 6-7].
B. I. («PykoBoacTBO aupmxkupoBaTh Tannamu», 1910, Buabpao) — gomosuser ero,
rOBOpsI, YTO TPAH-POH MOXKHO OKOHYMTDH IIPOCTO mobsaromapus csoux mam [B. I,
1910, 16].
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Ho mpu sTOM ObLiM M KHUTH, B KOTOPBIX OIMCHIBAJIACH (PPAHITy3CKas KaJIpUib,
HO I'paH-POH He OIMCBIBAJICS. DT0: [aBIUKOBCKUil, «PyKOBOICTBO M5 m3ydeHUs
raunes», 1902, Canxr-Ilerepbypr [[aBnukosckwuii, 1899]; Xpxkanosckuii, «Hoseii-
muit camoyunTens taHues», 1903, Pura [Xpxkanosckuii, 1903]; Usanos, «Hoseii-
mumit camMoyunTesb Gaababx Tannes» 1908, Mocksa [Usanos, 1908]; «Ymeere 1 Bbl
raHneBaTh», 1911, Bapmasa [Crepensnst, 1911].

Xo4ercst OTMETUTh, 9TO OJHOBPEMEHHO C MTOSIBJIEHUEM OIUCAHWI I'PAH POHA, PE3KO
YBEJIMYUBAETCS UUCJIO IMyOJMKAIUi, MOCBANIEHHBIX OOIECTBEHHBIM TaHIaM. Kosm-
YEeCTBO JINTEPATYPbI, BBITYIIEHHON B mepuoj ¢ 1884 mo 1899 rospl, B pa3bl IPEBHI-
maeT 00beM aHAJIOIUYIHON JINTEPATYPHI, BBIIYIIEHHON B JPyTrue IePHOIbI.

Takum obpazoM, 3apoxk/eHne I'paH pOHA HadaJoCh B cepeianue 1880-x m Jsmmib
B 1890-x ou BomIesr B MOy 10 Beeit crpane, mpuueM, B Oxecce u Cankt-Ilerepbypre
npakTudecku ofgHoBpeMenHo. CobcrBeHHOE Ha3BaHUe MoJy4Ius B Hadase 1890-x ro-
oB, BepositHee Bcero, B Omecce, mubo MockBe. YBjedeHre UM MPOIOIKUIOCH 10
nagaJsia XX Beka. B mureparype, usnanuoit B Caukt-IlerepOypre, cJioBO «I'paH poH»
KaK Ha3BaHUE TAHIIA HE BCTPEYAETCsI, XOTS Psi/l ABTOPOB IIPUBOAT aHAJIOTUIHbBIE (D~
rypbl. DTO MO3BOJISIET CAEIATH MIPEJINOJIOKEHNE O 60Jiee KOHCEPBATUBHBIX B3IJISAIAX
1eTepOypPrecKoro oOIECTBA.

2 MpuHUMNbI NOCTPOEHUS rPaH POHA U PoJib AUPUXKEpa

BosbIIHCTBO BHINIENEPEYNCTIEHHBIX HCTOYHUKOB YKA3bIBAIOT, UTO IO OKOHYAHIH
6-it durypsr kagpuin gupuxkep komanzayer «Grand Rond!s, ygyacrauku Gepyrcs
3a pyKH, 06pa3ysi KpyT, KOTOPbIif U Ha3biBaeTcst rpad poH. OpHako YUCTSKOB mpu-
BOJUT TaK K€ M JIPYTroil BADUAHT: BCE APl BLICTPAUBAIOTCS B J{BE KOJIOHHBI; BO IJla-
BE OJHOI CTOUT pPaCIOPSIIUTENh, B JIPYrOil —ero BU3aBW, a BCE OCTAJbHBIE MTaphl
3a HuMH. [lapbl crosimue B OJHOW JIMHUU OepyTcsi 3a PYKH, o0pa3ysl YeTBEPKH.
Bcee obbsiBiennst puryp, miam «KOMaHIOPCTBO» B IPAH POHE IO C UCIOJIB30BAHU-
eM (paHIy3cKuX cJIOB. [IpakTrdecku KaxKi0e PyKOBOJICTB O COAEPXKUT HEOOJIBIION
pyccko-dpanity3ckuii ciioBapuk. KeBopkoB, 3akaHInBasi CBOE PYyKOBOJICTBO, MUIIIET:
«Humamenv mootcem c606001H0 HATMU, ECAU NPABUABHO NEPEGOOUMD PPAHUY3CKO-
PYCCKUT CAOBAPY, MACCY OWUDOK, G 0AA KAOPUAL U OAA QUPUIHCEPCMBA COCTNABAEHO
no ecem npasusam» |[Kesopkos, 1899, 16]|. IHorma aBTODBI IIOJATAIOT, UTO JAHHOIO
CJIOBAPUKA JIOCTATOYHO, ¥ HE ONHUCBIBAIOT CAMU (DUTYDHI.

B. I'. murmmer, 9T0 ecsiv BO BpeMsi MCIOJHEHUS CJIOXKHBIX (DUTYD ITPOU3OILIA IIy-
TaHUIIA, TO JAUPHUKED JOJIKEH HE MBITATHCS PACIYTHIBATH (PUTYPY, & BMECTO 3TOTO
OGBICTPO CKOMAH/IOBATH «I'PAH POH» WJIM «IIPOMEHA[[», U IIOCJIE TOrO KaK TaHILYIOIUe
BHOBB BBICTPOSITCSI, MO0 MOBTOPUTH 3Ty Gurypy, aubo mnepeiitu k apyroi [B. I,
1910, 16]. Lopu [opn, 1890, 222| yka3blBaeT Ha TO, 9TO B OOINECTBE HE IIPUHSITO
OOBSIBISATL (DUTYPHI B KAJPUIU, HO JJIsl TPAH POH 00s3aTe/IeH PACIOPSIUTENh, KO-
TOPBI I'POMKO U Y€TKO 00'bsiBIsIeT Bee nepectpoenns. OH Tak »Ke MUIIET O TOM, YTO
9acTo 3a 3Ty 3aJady OepyTCs HeyMeJsble TOCIOJa, He 3HAIONUE Ja’Ke HACTOSIINE
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Ha3BaHUs QUTYDP, HE TOBOPs YK 00 mx coderanusax. Korga B pesynbrare AefiCTBUi
TaKUX PACIOpPsiIATEJell BCe 3allyThIBAIOTCs, OHU BAPYr KoMaHayior «Cherchez vos
dames», 1 TAHNOPBI, CMESICh, BBLIIYTHIBAIOTCS U3 Ge/Ibl KAK 3HAIOT.

3 Haubonee pacnpocTpaHeHHbie hburypbl 1 nonynsipHas
nocnef0BaTe/IbHOCTb UX UCMOJIHEHUS

He cmorpst Ha TO, 9T0 DUrypbl, UCIOJb3yeMble B I'DaH POHE, 3aJIaI0TCs PaCIO-
paauTesIeM, MOXKHO BBIIEITUTh HECKOJILKO HanboJiee MOy IsipHbIX (uryp. B pananx
MCTOYHUKAX OHU UMEIOT 9aCTO COOCTBEHHbIE HA3BAHUSI, OJIHAKO B OOJILIIMHCTBE IIO-
CJIEJYIOIIUX PYKOBOJICTB IIPUBOJATCS JIUIIb KPATKUE ONMCAHUs (DUTYD, & HA3BAHUS
OTCYTCTBYIOT.

ITomasmsttoriiee GOMBITUHCTBO ONMCAHU HaUnHAETCS ¢ caMmoit purypsr Grand rond:
BCe mapbl 6epyTcs 3a PyKH, 00pa3yst 6OJbINoH KpyT. B 60JIbIINHCTEE CIyYaes, TaHILy-
olUe UIYT CHAYAJIa HAJIEBO, 3aTeM HAIIPABO, BO3BPAIIAsICH HA CBOU MECTa, OJIHAKO
BCTpedaeTcst 1 0OpaTHBIM BapuaHT. dacto 3a 9Toit durypoii ciaemayer balance u tour
de main co cBoum mapraepoM. Purypa BCTpedaeTcs BO BCeX 15 MCTOYHUKAX.

I'pan men (Grand chaine) — durypa n3 kaapuiu Jlancee, canrasmasics [Kosn-
HpaAp, 1890, 72] mocTaToIHO CIOXKHOW B mMCosHeHHH. MOryia BBIIOJHATHCA B 06e
CTOPOHBI, YaCTO 3aMEHsIach 60Jiee MPOCTHIM «KUTaicKuM mieHom». CyliecTBoBas
BApUAHT, OPM KOTOPOM TAHIOPHI ILIM INEHOM J10 cBoero napruepa (demi grand
chaine), 3arem genamu ¢ HUM 0GOPOT, W ILIM IIEHOM B OGPATHYKO CTOpOHy. Mac-
JIOB IIPUBOJUT MHTEPECHYIO JleTallb: «Kozda kasanep nepemenum maxum o6pazom
Heckoavko dam, pacnopadumens zoeopum ,Illepwe 60 dam® (Huwume ceoux dam),
u, Koz2da Kaocovili Kasasep Halidem c601 0amy, MONHCHO COCMABUML ONAMbL 2PAH
pon» [Macnos, 1899, 58-60]. Berpewaercs B 9 mcTouHMKAX.

Kuraiickuii men, (Chaine chinoise) — BapuanT npenpiaymieii burypsl, BCTpedaio-
muiics B Poccun TOBKO B 9TOT niepuojl. MoKeT BBINOJIHIATHCs, HAYUHAICH TTPABOI
WU JIeBoit pykoit. KaBaJiep JjieBoit coruyToit pyKoii 6eper jjaMy 1o/ JIEBYIO COTHY TYIO
PYKY Tak, 9TO0bI crub JIOKTsI IPUXOUIICSA IPOTUB cruba JoKTs gaMbl. Jlemaer ¢ Heit
[IOJIHBIA KPYr U Iepexonut K ciexpyromieit. Cremyromyo namy 6eper 1oz npasByio
pPyKy u Toxke Kpyr m Tak manee [Crykonkun, 1890, 111]. C mpyroit croponsr Tuxo-
Mmupos u Yucrsikos [Tuxomupos, 1901, 43|, [Yucrsaxos, 1893, 140]|, ykassiBator, 4To
oJt, pyKy 6eper mamMa KaBaJjiepa, Ipu 3ToM THUXOMUPOB CYUTAET, YTO HYXKHO JEJIaTh
nosiobopora. Berpedaercst B 8 HCTOYHUKAX.

Kpyr mam (Rond de dames) — mampl BBIXOZAT B IEHTDp Kpyra, 6epyTcsa 3a py-
ku. KaBasiepbl cHapyzku Tak ke OepyTcsi 3a PyKH. BHYTpPEHHMIT KPyT JIBHXKET-
Csl HAIIPABO, BHENTHWI Haseso, 1o csomx Mmect. Llopu [[lopn, 1890, 225] onucbisa-
er Takylo ke (Urypy, Ha3blBasi ee <«IIPOTUBOIIOJIOXKHBIE KPYTroXoibl», «les rondes
opposees». B 3ToM BapuanTe JamMbl pa3BOPAYUBAIOTCS JIMIIOM K KaBajiepam. Jacro
HCIIOJIB3YEeTCs B CBA3KE CO cjemaylomiei ¢purypoit. Berpeyaerca B 11 ucrounukax.

Kopsunaka, l'mpasama (Corbeille, Guirlande) — namsr cxongrces B nentpe u 6epyT-
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ca 3a pyku. KaBasmepnr cuapyxku Oepyrcst 3a pyku. [lomyuaercs nBa Kpyra, OmmH
BHYTpHU Apyroro. Kapajepbl HOIXOMAT K JaMaM, TMOJHUMAKOT UX U, HE PaCIEILIsisl,
TIEPEHOCAT TOBEPX PYK JaM. B 9TOM MOI0KeHNU BCe JIBHXKYTCS MO KPYTy W HA3a]l.
Wuorma 3a sTuM ciieryer pasiesieHue Kpyra Ha JBe OJWHAKOBBIE IIEpEeHTu. Bcerpe-
qaercd B 11 ucTouyHmKax.

4 OpurunansHble urypsl

Posza nam (Le Rose de Dames) —naprHepsl GepyTcsi pyKaMu HAKPECT U JeJIA0T
4 mara B nenrp. OTIycKalOT PYKd, U Pa3BOPAYUBAIOTCS Yepe3 BHEIIHUE ILJICYH.
Kapasiep Tak ke HakpecT momaeT PyKH COCeIHEl Jame, aejaloT 4 Iara Ha MeCTo,
06Bosis taMy BOKPYT cebsi. OHM CHOBA WIYT BIIEPEl, U TakK JaJiee, [POJOJIKAs JI0
TeX IOp, MOKa KaykJasl JaMa He IPHUJIET K CBOEMY KaBaJjepy.

XJromynika — HapTHEPHI Pa3BOPAUUBAIOTCS JIUIOM APYT K Apyry. T'pu pasa Toma-
IOT IIPaBOil HOTO¥, TPHU pa3a XJIONAIOT B JIAJOWIN, U KPYyT 3a obe pyku. Kapajepsl
MEPEXOISAT K CASAYIONIM gamamM. Purypa moBTOPSIeTCs.

IIpoune dburypsl, B3sThIE N3 KAAPUIEH — dalile BCEro BcTpedaeTcs balance u tour
des mains, u Bapuanuu en avant, en arriere. O6bIYHO, OHH HCIIOJIB3YIOTCS B KAYECTBE
CBSI30K MEXKTy burypammu.

Durypbl B KOJIOHHY — IOMUMO (DUTYD B Kpyre, YacTO BCTPEYAETCsI MEePeCcTpoe-
HUe B OJHYy WU JiBe KOJOHHBI. OOBIYHO OHO BBIMOJIHSIETCS C MOMOIIBIO KOMAHIbI
Promenade, rae Beaymas nmapa, u mapa, Ciaeayoas 3a HUMH, 3a1aeT Gurypst. Eme
o/wH BapuaHT Iepecrpoenus: onuca y Orro [Orro, 1902, 46]: mocse BbIOIHEHUS
durypsr Corbeille, pacropsiiurens n KaBaJjiep, CTOSAIIMI HAIIPOTUB HErO B KPyTe,
OTIIyCKAIOT JIeBble PYKU. VIX JaMbl Tak »Ke OTIYyCKAIOT CBOU JIEBblE DYKHU, U OepyT
3a PYKYy CBOero maprHepa. JIMHUN pacXomaTcs B CTOPOHBI.

ITsenckue crenku (Les Espaliers) — KosoHHA pa3/iesiseTcs, OHa Iapa UAeT HaJle-
BO, Apyras Hampaso. Jlo#iasa no KoHIa 3a/1a, KaBajlepbl OCTAHABINBAIOTCS U II0BOPa-
YUBAIOTCS JIUIIOM B CEPEIUHY, a JAMbl IIPOJOJIKAIOT UATH, PA3Je/ISAIOTCS U JIeJIal0T
eme onwH Kpyr. Korma mepBble ABe AaMbl JOXOMAT [0 MOCTETHUX KaBaJepOB, OHHU
HAYMHAIOT JeJIaTh [IEH ¥ IIPOJIOJIZKAIOT ero JI0 CBOMX MecT. Bce CHOBa CTAHOBST-
Cs B KOJIOHHY W3 JBYX I1ap, KOTOPasi BHOBb PA3/IEJISACTCs, U (PUTYPa MOBTOPSIETCS,
HO y2Ke JJIsl KaBaJIepOB.

Bypsi (Tempet) — Kosonna paspesnsiercs, napa HajleBo, apa HAIPABO, W HJYT
o 3asy. B KoHIle 3asia mepBble [Be Hapbl BCTpedaloTcs, u genaioT Rond nHaseso.
IlepBast mapa momHUMAET PyKHU, BTOpasi MpoXoauT o Humu. [lepBast mapa BcTpeda-
eTCs ¢ YeTBEPTOIl, BTOpasi ¢ TpeThell, u Toxke AesnaioT Rond, 1 Tak co BceMu mapamu.

Ectp HECKOTBKO BapMaHTOB OKOHYAHWA: TaJjoOll BCEMU IIapaMU IO KPYry, OO
IIPOMEHaJI, JTUOO IIPOCTO OOBABJIEHUE, YTO KAAPUJIbL OKOHUEHA.

Kak y»xe ormeuasiocs, B «PykoBozcTBe st upmkepa TaHIEB», Oy OJIMKOBAHHOM
B 1903 roxy, durypsl B KOJIOHHY OIHCAHBI Ilepes HadasioM Kaapuiau. [lapsr, xema-
[OINMEe TAHIEBATH KAJPUJIb, CTPOSITCS 3a JUPUXKEPOM B KOJIOHHY, W HUIYT 33 HAM
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mo 3aisry. KosonHa paszesnsercs Ha JIBe, PACXOMsiCh <«NAPad HAAEE0, NAPA HATPA-
60», 3aTeM cOOMpasiCh B YeTBEPKM, KaK B moJioHe3ze. Jloiijis 10 Bepxa 3aja B 4eT-
BEPKax, Mapbl Pa3BOPAUMBAIOTCS APYT K APYTY, U OOBABISETCS HAYAIO KAJPUIH
[Oitcraq, 1903, 6-7].

Psan duryp, xapakTepHBIX AJIrpaH poHA, MOXKHO HAWTH B UCTOYHUKAX [IPU OIIHCA-
HUU UTYyp Ma3ypKH U KOTHIbOHA. [Ipu IBUKEHNM B KOJIOHHY aBTOPbI PEKOMEH LY IOT
WCIIOJIb30BAaTh TaK Ke (DUTYPBI, KOTOPbIE HUCIOIL30BAINCH B MOJIOHE3e. BO3MOXKHO,
MOSIBJIEHNE U PACIIPOCTPAHEHUE I'PaH POHA IPUBEIO K BO3POXKIEHUIO ITUX TAHIIEB,
OIHAKO 9TOT BOIMPOC TPeOyeT OTIAEeIFHOTO MCCJIEIOBAHUSI.

5 BbiBogbl

1. Bapoxkenue rpan poHa Hadajaoch B cepejune 1880-x u jumb B 1890-x oH BoO-
mesT B MOy 1O Beeil crpane, mpudeM, B Omecce nu Caukr-IleTrepbypre npakTu-
4gecku ogHOBpeMeHHO. CobcTBeHHOE Ha3BaHUe NOJIyIrIB Hadae 1890-x roJos,
BeposaTHee Bcero, B Omecce, ubo MockBe. YBiedeHne UM IPOJOJIZKUIOCH J10
Hagasia XX Beka.

2. Y HAC eCTb KAK MHHUMYM 15 MCTOYHHKOB, ONMMCHIBAIOMINX ITO sIBJIECHHE, UTO
CBHUJETEJILCTBYET O €r0 IOIYJISIPHOCTU U PACIIPOCTPAHEHHOCTH B PYCCKOM 6aJIb-
HO#t Kyabrype Konna XIX Beka.

3. I'pan poH sIBJIAJICS CBOETO POJa BapHallUell II0JIOHE3a JJIsI IIOCTPOEHUS B KPYT.
Psan duryp moctaTtodHo cI0KHBI U TPEOYIOT TPEABAPUTEIHHOTO 00y IeHUS.

4. TlosiBneHue rpaH poHa U3MEHUJIO OAJBHYIO TPAJMIINIO, YBEJIUIUB POJIb PACIIO-
psiInTeNst, ¥ CHOCOOCTBOBAJIO PA3BUTHIO M3JAHUI, OCBSIIEHHBIX OOIECTBEH-
HBIM TAHIIAM.
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xapakTepHbix TaHies / A. JI. Tuxomupos; ITox pex. C. Kamunnes. —
Mocksa: Tunorpadusa Bunbae, 1901. —
http://hdl.loc.gov/loc.music/musdi.157 .

[Xamud, 1895] Xaaugh, JI. I. Uckyccrso 6piTh aupuképom. CO60pHUK
HEOOXOIMMBIX COBETOB W HACTABJICHUI TAHILYIOITAM, JKEJAIOMMM ObIThH
PacIopsiIuTe/IAIMEA Ha CBaieOHBIX Bedepax, bajax u
CeMeHO-TAHIIEBATLHBIX COOPAHUSAX C MPUJIOKEHUEM PA3HbIX HA3BAHWN
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duryp, «ma» u apyrux tanuesaababix Tepmuaos / JI. I. Xamud. —
Opnecca: Tunorpacdus 3. JI. Cranaka, 1895.

[Xprxanosekwmit, 1903] Xporcanosckuti, b. Hosefimmit camoyanTens Tanmnes /
B. Xpxkanosckuit. — Pura: Tunorpadus «['yrenbeprs, 1903.

[Uops, 1884] Lopn, A. 5. ®pannysckuii kaapuis /| A. . Iopa. — Opecca:
Tunorpadus A. Hlynbie, 1884.

[LTops, 1890] Lopn, A. 4. I'pamMaTnKa TAHIEBAJIBHOIO HCKYCCTBA U
xopeorpadun / A. . Hopu. — Ogecca: Tunorpadusa A. Hlynbue, 1890. —
http://dlib.rsl.ru/01003627955 .

[Qucrakos, 1893] Yucmaxos, A. /I. Meroguaeckoe pyKOBOJCTBO K 00y 9IE€HUIO
TaHI[AM B CpeJHe-yueOHbIX 3aBefieHusix ¢ 20-1o pucynkamu B Tekcre. C
MIPHUJIOKEHUEM PYKOBOJCTBA IS TUPHKEDPOB, ¢ 157-10 durypamu s
KaJIPUJIN, Ma3ypPKHU, BaJbCa, TOJbKI U KOTWIbOHA. [locobue nyist yaureseit
TaHIa B KaJeTCKuX Kopirycax. CoCcTaBIeHO PUMEHUTEBHO K
TpebOOBAHUSIM YTBEPXKIEHHOTO IJIABHBIM HAYATLHUKOM BOEHHO-YIEOHBIX
3aBenennit 27 uiosisg 1890 r. HacraBiieHus 1jis1 BeJeHUsI BHEKJIACCHBIX
3anaTmii B Kagerckux kopmycax / A. JI. Uncrakos. — Cankr-IlerepOypr:
ITaposast ckoponeuarns I1. O. fd6sonCcKOrO0, 1893. —
http://hdl.loc.gov/loc.music/musdi.042 .

[[IexT™man, 1902| Hlexmman, JI. TepMuHOSIOrMUeCKHUii CIOBAPh TAHIEBAILHOIO
HWCKYCCTBa M PACIOPSIUTENb OaMbHBIX TaHIEeB. OOIea0CTymHOe
PYKOBOJICTBO JIJIsl KaBAJIEPOB-PACIIOPsINTEIIEH, C YKa3aHueM QUuryp st
KaJIPWIN, KOTUJIbOHA, Ma3yPKH, a TaK»Ke IPaBUIa O CIEKTaKJIAX, bajiax,
MacKapaJax, TaHIIEBaJbHBIX Beuepax, MaHepax, MOKJIOHAX, O BEXKJIMBOCTU
cereckux npuwimanii / JI. lexrman. — Opecca: Kommepueckast
tunorpadus B. Canoxxuaukosa, 1902.
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Jmurpuit Epemun-Costennkos, Esrenust Epemuna-CosieHukosa

Tamnter mpodeccopa I'panTta

ITess aTOrO COOBIIEHNST — paccka3aTh o podeccope ['oparmo H. ['panre, paboras-
memM B ropoze Byddaio mrara Heio-Mopk B konue XIX Beka. Mbl 06paTiin Ha HErO
BHUMaHUE, MOCKOJBbKY €ro KOMITO3UIINH — 9TO OJWH W3 HamnboJjiee SPKUX MIPUMEPOB
TAHIEB CTUJIS «XaiaH 1y, ornyonKoBaHHBIX Ha pybexke XIX—-XX Bekon. Korja ke
MBI CTaJii pa3bupaTbCss B €ro HACTeInd, OOHAPYKUJIN y HETO eIy KOJLIEKIIUIO
OYeHb MHTEPECHBIX TAHIIEB, KAK COJIbHBIX CTEIOBBIX, Tak n 6aiabHbIX. COOTBETCTBEH-
HO, MBI 3aHSIJINCh U3yYEeHNEM TBOpUecTBa mpodeccopa ['panta B 1eoM.

Topanwmo H. I'panT — ouens 3arajounast purypa. O ero Ku3HU MPAKTUIECKUA HU-
4ero He U3BeCTHO. JlOCTYIIHBI HECKOIBKO €ro KHUT U OyKBaJIbHO OJUH MK J1Ba Hak-
Ta U3 ero YKU3HU. BriepBble 5TO UMsT BCTPEYAETCST B CIIMCKAX aMEPUKAHCKON apMun
B 1847 roxy [Fold3], HO Henb3s ¢ yBEPEHHOCTHIO YyTBEPXKAATH, YTO ITO TOT XKe Ca-
MBI gesoBek. B 1884 roxy B raserax BCTpEYarOTCs YIOMHUHAHUS O OAHKPOTCTBE
Toparmo H. I'panta us Byddarno, mrar Heo-Mopk [BME, 1984], [BEN, 1884].
IlepBBIe IOCTOBEPHBIE CBUAETENBCTBA O ero pabore orHocaTea K 1892 romy [Grant,
1892]. Do y2Ke cIIoKUBIIMICS TaHIMeNCTED, KOTOPBIHA B TEUEHUE JECSTUIIETH, JI0
1903 roza, my6IMKyeT HEKOTOPOe KOIMYeCTBO KHWUT 1 mpenpuuTos’. ExumncTeenmoe
JIOCTOBEpHOE yTIOMHUHaHUE O mpodeccope I'paHTe M3 He aMEPUKAHCKUX MCTOYHUKOB
ecrb B kaure 2Kwupoge [Giraudet, 1885-19007, 537|, 3namenuToro bpaHIy3cKOro
TaHIMelicTepa, BeinyinenHoit B 1900 romay, riae ['paHT yrmoMuHAeTCsT KaK 4JIeH aMepu-
KaHCKOIi accormanuu yanreseit rauna (Etats Unis). ITo ynomunanuio 2Kupose Mox-
HO IPEeIoJaraTb, 9To I'panT BcTynua B 3Ty accormaruio B 1898 roxy. B 1901 roxy
I'panT ynmomuHaercss Kak yBaskaeMblil 4ieH obiectsa Byddao, u nurercst, 9ro ox
CTaJl BUIE-TIPE3UIEHTOM HEKOU OpPraHU3alluy, BJIUABIIEN B JIaJIbHEHIIEM Ha YKU3Hb
ropoga [TBC, 1901]. ITocsennee nosisierne ['paHTa B MCTOYHMKAX — 3TO HEKPOJIOT
B OHOI 13 amepukaHCKuX razer 1904 roja, cooOIAIONIN, 9TO Ha, IIPOIILION HeIese
yMep 3HaMeHuThIi ['oparmo H. ['panT, aBTOp MHOIOYHC/IEHHBIX TAHIIEBAJIBHBIX KHUT
7 OCHOBATEJIb MEXKIyHApOaHoil accormmanuu tannmeiicrepos [WCT, 1904]. K coxa-
JIEHWIO, €r0 MOTMJIa He COXPaHWJIaCh, XOTs Ha Kjandounie Byddaso mpeacraBieHbr
MHOTOYHCJIEHHbIE MOTHJIBI [IE€JIOTO KpaHa ['paHTOB, KOTODPBIA KU/ HA MPOTIKEHIH
XIX XX BekoB.

I'parTy npuHAIIEKUT MHOTO KHUI, IIOCBANIEHHBIX DA3HBIM ACIIEKTaM U3y YIeHHUS
TAHIEB, KAK OAJILHBIX, TAK M COJBbHBIX. B 9T0ii CBsi3u 0COOEHHO MHTEPECHO OTMETHUTD

1 o
IIpenpuHT — 3TO BBIIYCK B KavueCTBE OTAEJILHOI'O HU3JaHUA CTATbU, JO TOT'O OIyOJIMKOBAaHHOI
B KaKOM-JIM60 COOpPHHKE, C COXPAHEHHEM JIaHHBIX 3TOr0 COOPHHUKA M HyMepPalluy CTPAHUIL.
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TO, KaKyIO MOJAINChH OH CTABAT B CBOMX pabOTax: daIle BCEro MPOCTO «MaHUMeT-
cmep», HO BCTPEUYAETCS U 3aMeYaTesIbHas TIOMETKA, UYTO OH «YuUMeAdb 0OWECTEEH-
HOIT U CUEHUNECKUT MAHUEES.

Ecnu paccmarpuBarh KHUTH podeccopa I'parTa, ero paboThl MOKHO pa3IeUuTh
Ha JIBa YCJIOBHBIX HampaBiieHus. IlepBoe — 310 TunnyaHble Yy4eOHUKH, COIEPIKAIIIE
XapaKTepHbIE JJIsi CBOETO BpPEeMEHHU OaJIbHBIE TAHIIBI: TO KAJIPUJIV, BCEBO3MOYXKHBIE
BAJIbCHI, IIOTTHINM, [TOJIBKNA, Ma3ypKH U Ipodne. BTopasi rpyima —3TO ClieHnde-
CKU€ TaHIbI, ero COOCTBEHHbIE KOMITO3UIINI, OCHOBAHHBIE KAK HA IMOMYJISIPHBIX TaH-
I1aX CBOEro BPEMEHH, TaK U Ha ero COOCTBEHHBIX pa3padoTkax. MOoKHO ¢ yBEpEeHHO-
CTHIO CKA3aTbh, YTO KHUTU |'paHTa HAIMCAHBI UM CAMHUM, & HE SIBJISIOTCS ITPUBBIU-
HBIM /JIJIsI €[0 BPEMEHH IIepeCKa30M pabOT BBIJAIOIIMXCS TAHIIMENCTEPOB, IIOCKOJIBKY
y 9TOr0 aBTOPa €CTh sIPKWiI COOCTBEHHBIN CTUJIb: KOPOTKHE (DPA3bl, OU€HDb TOIHBIE
HabJIIO/IeHNsT Ha T OCOOEHHOCTSIMY TaHIIEB. B onrcaHusix OH sSIBHO 6a3UpyeTcst Ha COb-
CTBEHHOM OTBITE. ['PAHT €MKO M KOPPEKTHO OODbSICHSET, KAK UCIOJHATH IIard, Kak
BECTHU TaHIIKJIACC, KAK MPUBJIEKATh YIeHUKOB. Hampumep, B yuebuuke «Kak crarb
XOPOIIMM IIPENOJIaBATEIEM UCKYCCTBa Taua» [Grant, 1893b| marepuasn pacmnosoxen
B HEOOBITHOM JIJIsT TOTO BPEMEHU TOPsIKE: CHada 1a mpodeccop pPaccykIaeT O TOM,
KaK JIO/Iell HAYYUTh TAHIEBATH BaJIbC, IPUBOJUT PEKOMEHIAINH, U TOJBKO IIOCTIE
TOr0 BO3BPAINAETCS K TUIIMIHON cxeMe yIeOHUWKA: OObsICHSIET MO3UIAN HOT, IIari,
IIOCJIEJOBATEILHOCTHY IIaros, (pUryphl TaHieB. Bropas 4acTh KHUTHM — OIMCAHUE KO-
TUJIbOHA — OKA3bIBAETCS KaK ObI CIIyYaifHO MPUCOEIUHEHHOM: OHa HabpaHa APYruM
mpudTOM, OIMCAHWE JIAHO B JAPYroil MaHepe, TaK YTO BOCIPHHUMAETCS HECKOJIb-
KO 49yKEpOJIHBbIM siBieHWeM. B mpyroit ero kuure, «llyreBomuresns mo kaapuiasms
[Grant, 1893a|, nupusejeH cOOpHMK KpaTKHUX cxeM TaHUeB. UTo mHTepecHO, 'paHT
V KayKJI0fl CXeMbl YKa3bIBAa€T aBTOPA.

HawuboJsiee naTEpECHOI YacThIO HAC/eaAus ['paHTa SIBJSIFOTCSI COJIbHBIE TAHIIBI, KO-
TOpbIe OBLIN OIYOINKOBAHBI OTIEIbHBIMI KHATAMH WJIN, TOPA3/I0 JAIE, IPETTPIHTA~
mu. B pemepryape mpodeccopa BCTPedaroTCss HHTEPIIPETAIUN TOMYISPHBIX HA TOT
MoMeHT TaHIeB. Hanpumep, on B camom Kouile 1890-x ro/1oB myOInKyeT CBOIO Bep-
cuto kKagydu. Ho GOJIBITYI0 9acTh HAC/IEINST COCTABJISIIOT TAHITHI IITOTIAH/ICKON U Up-
JIaHJICKOM KyJIbTYpbl. Cylis IO €ro COnMaJjbHBIM CBsI35IM, OH OY€Hb TECHO OOIIAJICS
C MECTHOM IMIOTJIAHJCKONM OOIuHON. B dacTHOCTH, OMWH M3 CBOMX TaHIIEB OH CIIE-
nuasIbHO cozpaeT i geBouku Aiipon ITupcon Maxk/onasb, peicTaBUTeIbHAIBI
MTOTIAHACKON nuactnopbl. IHTEPECHO OTMETHUTD, YTO, CKOPEE BCErO, COJIbHBIE TAHITHI
I'panT nucas cuenuabHO JJIsi HOJPOCTKOB. /lokazaTeabcTBOM OYIET U BO3PACT yIIO-
vunasiieiica Aiipun [Tupcon, koropoit 6pu10 13 JeT, Korma i Hee CO3/aIu TaHerl
co ckakaskoit [Grant, 1895a], n myGuukanms OZHOIO U3 MIOTIAHIACKAX TAHIEB, e
Ha 0bs102kKe nomeniena dororpadus ManeHbkoro pebenka [Grant, 1892], u ynmomu-
HAHMS B HEKOTOPBIX JIPYTUX KHUTAX, YTO TAHIbI CHEIUAJLHO CO3JAHBI JIJIsI JIETEH.
Ocraercst OTKPBITBIM BOIPOC I KAKON ayJUTOPUU IHUCAJIACH ITU KOMIIO3UIIMN:
OBLIM JTH 9TO BCTaBHBIE HOMEpa Ha Oajiax, KaKue-TO HeOOJIBbINNe JOMAIIHUE IPEe]I-
CTaBJIEHUs WM YTO-TO €llle, [Jle MOIJIM YYacCTBOBATH AeTH (HAIPUMED, IIKOJIbHBIE
KOHIIEPTHI).
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Wurepecnoit geproii Tanres ['panTa ABIseTcs TO, ITO OH HE TPOCTO GEPET THIUU-
HbIE IIOTJIAHACKUE WJIM UPJIAHICKHUE IIard CBOEr0 BPEMEHU, a CTAPAeTCs] X MOJIU-
dbunupoBaTh. JpKUM IPUMEPOM SIBJISIETCA TAHEI[ CO CKAKAJKON, B KOTOPOM TPa/JIU-
[MOHHBIE MIOTJIAHACKNE Mage6acKu Ha/10 ObLIO UCIOJHSITD, IPBIras Yepe3 CKaKaJIKy
[Grant, 1895a].

He cMmoTps Ha TO, 9TO TaHIB! OBLIN CO3JAHBI IS MTOAPOCTKOB, OHU, TEM HE Me-
Hee, TPeGOBaIH JTIOBOJILHO JIOJIIOr0 M CUCTEMATHIECKOrO O0YUIeHHsI, IOTOMY UTO JO-
CTATOYHO CJIOZKHO BBINIOJTHATD, HAIIPUMED, NaIebacKu 4epe3 CKaKaJIKy, 9epe3 Medu
[Grant, 1895¢|, 1 HCIOIHSITH UIMEHHO Te KOMIIO3UIMN, KOTODBIE IIpe/iIaraeT TaAHIMe-
crep. DTH MIATU OH SBHO OTPabATHIBAJ B TE€YEHHE BCETO MPOoIiecca odydenus . B cBonx
KHUTaX ['paHT MOCTOSIHHO PACIIICHIBAET, KAKWE YIIPAYKHEHUST UCIOJIB3YIOTCS JIJTsT TO-
ro, 4ToObl 00y4YaTh, M KAKUE IIAr¥ BBIXOAAT HEHNOCPEICTBEHHO B IIPEJICTABJIEHHBII
TaHeIT.
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Cnucok aBTOpOB

Epemuu-ConenukoB, Avmurpuit KoncynbraHT — pa3paboTYnK MPOrpamMMHOTO
obecrievenuss OO0 Aypura. O61acTh Hay9IHBIX HHTEPECOB — TaHIBl X VIII-
XXI Bekos.

Epemuna-CosnenukoBa, EBrenusi Ilpenomasarens Poccuiickoro Kosnemxa
Tpagunmonnoit Kynerypsr. CopykoBogurens Cankt-Ilerepbyprckoro Kiyba
Crapunnoro Tanna. Asrop Monorpadumn «Crapunuble 6aJibHbIE TaHIbl. Ho-
BO€ BpEMsi» W JIECSITKOB IyOJIMKANMil IO MCTOpUHU OabHBIX TaHieB. O0aacTsb
Hay4IHbIX nHTepecoB — TaHIbl X VIII-XIX BekoB, ucTOopus KOHTP/IAHCOB.

CununueBa, Maprapura Kanmnmar 6uonorndeckux Hayk. HaydHbIil coTpymHIK
MI'Y um. M. B. JlomonocoBa. Hamnpasienne paboTbl — TaHIIBI UTAJIbSIHCKOTO
Peneccanca, ctuip JlomeHuko.

CrparuiaroB, Bopuc Pykosoaurens Kiyba MCTOPUYIECKONW PEKOHCTPYKIUU U
pOJIeBOro B3auMoJieiicTBus «3a3epKasibey. O6/IacTh HayYHBIX WHTEPECOB: POC-
CHICKME U COBETCKUE TAHIIBI.

Abromeit, Klaus Hewmenkwnii xopeorpad. B Teuenne muOrmx mecarunyiernii 3a-
HUMAEeTCsl PEKOHCTPYKIWEH W WHTepIpeTanyeil OATETHBIX CIEKTAKJIeH 3moxu
bapokko. PykoBojuresib rpymrbr «l’autre pass.

Dradi, Letizia Wrambsiackuit TaHmMeicTep, BHEMITATHBIA MpeogaBaTe/b Y HU-
Bepcurera B JIyrano (IIseitnapust). O61acTb HayIHBIX MHTEPECOB — HUTAJIbSIH-
ckue TaHibl X VIII Beka.

Heiter, Gerrit Berenike AxkTpuca, HaydYHBIN COTPYIHUK, ACIIUPAHTKA YHUBEP-
cureta Paris Ouest Nanterre La Defense u Beckoro Yuusepcurera. Obmacts
Hay4IHBIX uHTEpecoB — dpaniry3ckre TaHbl X VII-XVIII Bekos.
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Abstracts

Margarita Silicheva
Bassa FRANZESSE AND BASSA DI SCHASTIGLIA — TWO DANCES OF ONE MELODY

Two dances with similar structures (Bassa Franzesse and Bassa di Schastiglia)
were analyzed in this article. It was shown, how the same melody was differently
played and composed, so it will be able to be an accompaniment for different dances;
and it was also shown that absolutely different compositions were danced by it.

Gerrit Berenike Heiter
MODELS OF PHYSICAL APPEARANCE AND BEHAVIOR AT DANCE OCCASIONS
IN FRENCH TREATISES OF CIVILITY OF THE 17™ CENTURY

This article is dedicated to the dance in nobile’s daily life of the 17" century, the atti-
tude to dance, using dances as physical and spiritual human evolution. The analysis
of dancing etiquette of that period is mentioned a lot in this essay.

Klaus Abromeit
DiE TANZTEXTE VON JOHANN GEORG PAscH. EINE PRAKTISCHE UND
INHALTLICHE ANNAHERUNG

The article is devoted to the creation of Johann Pasch, the author of the German
students book of the secular manners and the rules of behavior in a society, who
devoted one chapter in his work to the dance exercises. A new vision on the creations
of Pasch and new interpretation of his works is given in an article.

Gerrit Berenike Heiter
THE |[RE|CREATION OF THE Ballet de la Merlaison (1635—2011) —
THE AESTHETICS OF A COURT BALLET oF Louis XIII

This article speaks about famous Merlaison ballet, its roots, study sources, about
its shapes and possibility of reconstruction. An analysis of dancing culture during
middles of the seventeenth century, its conceptions and aesthetics is presented.

Klaus Abromeit
CoOUNTRY DANCE, CONTREDANCE AND THE CONSEQUENCES

Teighteenhere is a comparison between closely related dance styles in the article.
Difference between English tradition, connected with the remnants of the 16" cen-
tury and French treatment of dance, faced to the future, to the gourmet court style
of the 18" century is shown in it.
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Klaus Abromeit
WHAT WILL BE WILL BE — A BALLET ON MATTERS OF FATE

Some dances based on the famous book by Gregorio Lambrantsa are analysed in this
article. The basics of Lambrant’ s style, the important aspects of meaning which
were held by another dancing composition — all these are shown in this essay. Here
you can also see how Gottfried Taubert reflected similar ideas in his book.

Eugenia Eremina-Solenikova
WALTZ IN DANISH CONTREDANCE OF LAST QUARTER OF XVIII CENTURY

The article is devoted to early history of waltz and its penetration into the other
dancing style, which is known as contredance. The process is examined on the exam-
ple of Denmark, as we have an opportunity to study plenty of dance books, created
in this country. All the phases of the process, from the first mentioning of waltz till
the creation of the dance which was completely performed in the waltz technique,
are depicted in the article.

Letizia Dradi
THE ITALIAN CONTRADDANZA BETWEEN THE 18™ AND 19™ CENTURY

The few sources, which include the information about Italian contredanses of the end
of the 18" century to the beginning of the 19*", are analyzed in the article. Its
forms are compared to the descriptions of dancings created in the same century
in the neighboring countries, especially in France.

Boris Stratilatov
RUSSIAN MAZURKA OF 19™ CENTURY

This article is devoted to the most fascinating ballroom dance of the 19" cen-
tury, Russian mazurka. Despite its immense popularity, this dance wasn’t widely
analyzed by dance historians. The article demonstrates that Russian mazurka was
influenced greatly by a number of books (Cellarius, Stukolkin). What is more, some
suppositions about the development of this dance are also given here. Another
very important additional part of the article is the catalogue of basic pas, described
for mazurka by some authors of the 19" century.

Boris Stratilatov
GRAND ROND FIGURES IN RUSSIAN DANCE MANUALS

The information about such ballroom as granrond, dated the end of 19*® —
the beginning of 20" century, is collected, generalized and analyzed in this article.
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It is a complex of steps, which were performed after French quadrille, if master
of ceremonies wanted. Timelines of the appearance are refined, they consider that
traditions of granrond had increased the quantity of books about ballrooms, pub-
lished in Russian Empire.

Dmitry Eremin-Solenikov and Eugenia Eremina-Solenikova
DaNces BY ProF. H. N. GRANT

This short article is devoted to the life and work of a dancing master, Professor
Horation N. Grant, who has unfortunately been forgotten. Since the end of the 19**
to the beginning of the 20" century he lived in Buffalo, New York. This article also
contains some facts of his biography which could be defined, as well as the analyze
of the two of his main work lines — teaching of ballroom dances and composing solo
demonstrative dancings. The basis of solo demonstrative dancings often included
some elements of Scottish dancing culture, highland dance.
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Cnucok aHHOTauwii

Maprapura Cuanaesa
BassAa FRANZESSE U BASSA DI SCHASTIGLIA — JABA TAHIA, HAIIMCAHHBIE
HA OJIHY MVY3BIKY

B crarpe npoanasm3snpoBaHbl J[Ba TaHIlA C IOXOXKel cTpyKTypoii — Bassa Franzesse
u Bassa di Schastiglia. [lokazamo, kak ogHa M Ta Ke MeJOAUs ObLIa IO-PA3HOMY
CBII'DAHa M CKOMIIOHOBaHA, YTOOBI OHA MOIVIA OBITH COIPOBOXKIEHUEM JJIsi PA3HBIX
TaHIIEB, 1 HACKOJIBKO Pa3Hble KOMIIO3UIU OBLIM CTAHI[OBAHBI I1OJ1 HEE.

T'eppur Bepenuke Xaiirep
MOJEU BHEIIHEN [MPUBJIEKATEJBHOCTHU U IOBEJIEHUS] B TAHIIE
10 ®PAHIIY3CKUM TPAKTATAM CEPEJIUHBI X VII BEKA O XOPOIIMX MAHEPAX

Hacrosimmast craThsi mocBsiliieHa MeCTy TaHI@ B >Ku3HU JBopsinHa X VII Beka.
OTHOIIEHNIO K HUAM, MCIOJb30BAHUIO TAHIIA KAK /I (DUBUIECKOTO, TAK U Iy XOBHOTO
pa3BuTHus desioBeka. MHOTrO MecTa U BHUMAHUS B CTAThE TAKXKE YIEJISeTCs aHAIU3Y
TAHIEBAJIHLHOTO STUKETA CBOEI'0 BPEMEHH.

Kanayc AbpomaiiT
TAHUEBAJIbBHBIE TEKCTbI MOTAHHA T'EOPrA IIAIIA. [IPAKTUYHBINA
U NPEJAMETHBIN ITOAXObI

Crarbs nocesiieHa TBopyecrBy Moramna Ilama, aBropa Hemenxoro y4eOHUKa
CBETCKMX MAaHED W TMPaBUJ ITOBEJEHUsI B OOINECTBE, KOTOPBLIA OMHY W3 TIJIAB CBO-
eii paboOThI MTOCBITUAJI TAHIEBAJBHBIM dK3epcucaM. B crarbe J1aéTcsi HOBBIM B3IJISI
Ha TBOpYecTBO Ilamra u HOBast mHTEpHpEeTAl|s €ro pabdboT.

TI'eppur Bepenuke Xaiirep
(Boc)co3aAHME MAPJIE3OHCKOTO BAJIETA (1635-2011) — SCTETHKA
MPUIBOPHOI'O BAJIETA JItOHoBUKA XIII

B macrosmeil crarbe paccka3plBaeTCs O 3HAMEHUTOM MapJIE30HCKOM OaJjieTe, ero
WCTOKAX, MCTOYHWKAX U3YUEHUsI, O €ro (popMax W BO3MOKHOCTU PEKOHCTPYKITHU.
Tak ke IpUBOIUTCS aHAJN3 TAHIEBAJIBLHON KyJIbTYypbl cepesinabl X VII Beka, eé KoH-
eI 1 3CTETUKU.

Kanayc AbpomaiiT
KOHTPAZIAHCHI, KOHTPJAHCHI U UX COIIOCTABJIEHUE

B crarbe mpoBomuTca comnocrasienue OJIM3KOPOIACTBEHHBIX CTHJIEH TaHma. B Heit
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NOKa3aHa Pa3HUIla MKy aHIVIMACKOUA Tpaguliel, CBA3aHHON C IEPE;KUTKAMA CTH-
g1 XVI Beka u ppaHIly3CKOil TPAKTOBKON TaHIEB, OOpaIleHHON B Oy/IyIee, B U3bIC-
KaHHBI npuaBopHbIit ctuib X VIII Beka.

Kuayc Abpomaiir
YEMY BbITb — TOMY HE MMHOBATbL. BBIPAYKEHUE B BAJIETE CY/IbBOHOCHBIX
BOITPOCOB

B nacrosmeit crarbe aHAJTH3UPYIOTCS HECKOJIBKO TAHIIEB, IOCTPOEHHBIX Ha Oaze
u3BecTHO# KHuru I'peropuo Jlambpannp:. [lokaspiBatorcst ocHoBbl ctuiia JlamOpan-
IIbI, Ba2KHbIE ACIEKTHI CMBIC/IA, KOTOPBIM Hecaa B cebe Ta WM WHAs TAaHIEBAJIbHAS
Kommo3unusi. A Takxke TO, Kak IepejaBajl Oau3kue ujen B cBoeii kuure Lordpu
Tay6epT.

Esrenns Epemuna-Cosiennkosa
BAJIbC B JATCKUX KOHTPJIAHCAX ITOCJIEAHEN YETBEPTU XVIII BEKA

CraTbsl TOCBSIIEHa PAHHEN UCTOPUN TAKOTO TAHIA KaK BAJIbC, €r0 MPOHUKHOBEHUIO
B IPYTroi#l CTUJIb TAHIIA, & MMEHHO B KOHTPAAHCHL. lIporiecc paccMoTpeH Ha mnpumepe
Jannu, Tak KaK y HaC €CTb BO3MOYKHOCTb U3YYIUTHh MHOXKECTBO TAHIIEBAJILHBIX KHUT,
CO3/aHHBIX B 9TO#l cTpaHe. B crarbe 110Ka3pIBAIOTCS BCE STAIIBI IIPOIECCA OT IEPBBIX
YIIOMUHAHUN BAJIbCA 10 CO3JAHUS TAHIIA, TIOJTHOCTHIO UCIIOTHSBIIIETOCS B BaJIbCOBOI
TEXHUKE.

Jletnnus Ipamgmn
NTANBAHCKUE KOHTPOAHCHl HA CTHIKE XVIII n XIX BEKOB. Ilouck
HAILMOHAJIBHOTO XAPAKTEPA Y MHOCTPAHHOI'O BJIUAHUSA YEPE3 IIPU3MY
PEKOHCTPYKIIUU TAHIIA

B crarpe amanmsupyroTcss HEMHOTOYHC/IEHHBIE UCTOYHUKN, B KOTOPBIX COXPaHU-
Jlach nH(MOPMaIus 00 UTAJIbIHCKUX KOHTp/1aHcax nocjieaueit rpetn X VIII — navasa
XIX BekoB. Ix popMBbI aHATU3UPYIOTCSA B COMTOCTABJICHUH C OMUCAHUSIMHA TAHIIEB, CO-
3/IAaHHBIX B TO K€ BPEMs B COIIPEJIE/IbHBIX CTPaHax, mpexKae Bcero 8o Opannuu.

Bopuc Crparninaros
Pvycckasg MA3YPKA B XIX BEKE

B nHacrosimeit crarbe HAET paccka3 0 caMOM IJIEHUTEeIbHOM OaibHOM TaHIle XIX Be-
Ka — pycckoit masypke. He cMoTpst Ha CBOIO OPPOMHYIO MOMYJISIPHOCTD, STOT TaHEI]
MAaJIO CTAHOBUJICA OOBEKTOM HUCCJIEIOBAHUS MCTOPUKOB TaHIA. B cTaTrbhe MOKa3aHo,
9TO HA PYCCKYIO Ma3ypKy OKa3aJl OrpoMHOe Biusgnue pan yaebuukos (Ilemmapuyca,
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CTyKOJIKMHA), & TAKKE BHICKA3AH PAJL IIPEJITIOIOKEHUI O XPOHOJIOTUY PA3BATHUS ITO-
ro tauna. O4yeHb BasKHBIM JIOMOJTHEHUEM K CTaThe SIBJISIETCSI KATAJIOI OCHOBHBIX I1a,
ONMCAHHBIX JJIsT Ma3ypKn pycckumu aBropamu XIX Beka.

Bopuc Crparunaros
Ddurypbl GRAND ROND B PYCCKUX TAHLEBAJIbHBIX UCTOUYHUKAX

B nmannoit crarbe cobpaHbl, 060OIIEHBI U ITPOAHAJIU3UPOBAHBI JAHHBIE O TAKOM SIB-
Jiennu GabHBIX 3a71 KoHIa XIX — mHagasa XX BEKOB KaK I'PAHPOH. DTO KOMILIEKC
Gburyp, UCHOITHABIIIXCS TOCTe PPAHILY3CKON KaIPUIIN 110 YKEJTAHUIO PACIOPSIATEIS
GaJta. Y TOYHEHBI XPOHOJIOTUIECKUE PAMKHI STOTO SIBJICHUsI, BLICKA3aHO ITPEIITOI0XKE-
HHUE O BJIMSIHHU TPAIUIINA I'PDAHPOHA HA yBEJWYEHWE KOJIMYECTBA KHUT O TAHIAX,
U31aBABIINXCA B POCCUICKON UMIICDHU.

Hmurpuiit Epemun-Conennkos, Esrenns Epemuna-Cosenukosa
TAHUBI TPO®PECCOPA ['PAHTA

DTa 3aMeTKa MOCBAIIEHA XKIU3HU 1 TBOPYECTBY HBIHE 3a0BITOTO TAHIIMEHCTEpa Mpo-
deccopa I'panra, kusmiero B koHie XIX — nadame XX BekoB B Byddaiio, mrar
Heio-Vopk. B crarbe cobpanbl HEeMHOIOYHCICHHbIE (bAKTHI €ro Grorpadun, KoTopble
Y/IAJIOCh YCTAHOBUTD, & TAKKe MPOAHAJIM3UPOBAHBI JIBA OCHOBHBIX HAIIPABJIEHUS] €r0
paboTrbl — npenojaBanue H6AJBHLIX TAHIEB U COYUHEHHE COJIbHBIX MMOKA3aTeIbHBIX
TaHIIEB, 329YACTYIO UMEBIINX B CBOEH OCHOBE 3JIEMEHTHI IIIOTJIAHICKON TaHIEBATBLHOMN
KyapTypsbl, highland dance.
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