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INTRODUCTION

In the second half of the seventeenth century a new style of dance
emerged at the court of Louis XIV. This so-called "French noble style"
was codified by the members of the Académie Royale de Danse, and was
subsequently disseminated throughout Europe by dancing masters who had
studied in Paris. A member of the Académie, Pierre Beauchamp, invented
a notation system in the 1680's which enabled dances to be recordsd and
transmitted. Notated choreographies were first published in Paris in
1700, and a number of dances are also preserved in manuscript; more than
320 dances survive. The majority of these are danses 3 deux, ballroom
dances performed by one couple at a time which were choreographed to a
specific piece of music. Such dances were performed at formal court
balls as well as on other occasions, and required considerable technique
to achieve the requisite air of effortlessness. And since new
collections of danse & deux were published every year, dancing masters
were assured of a steady supply of pupils.]

This notation was also used to preserve a number of more difficult
choreographies performed by professional dancers (who are often
identified on the first page of the dance). These dances, usually set
to music from contemporary French operas, are often described as
"theatrical," although in practice sﬁch a distinction is not always

clear-cut,

1. For further information about the role of dance at the French court
see Wendy Hilton, Dance of Court and Theater: The French Noble Style
1690-1725 (Princeton: Princeton Book Co., 1981), chapter 1.
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The influence of Louis XIV's court on other European courts was as
strong in dance as in the other arts. French dancing masters, or
dancing masters trained in France, were employed at courts from Madrid
to St. Petersburg. In England the French style of dance was firmly
established with the restoration of Charles II to the throne in 1660.

In spite of (or perhaps because of) this early start, by the eighteenth
century England had developed a tradition of court dance which in many
respects was independent from France. This is seen most clearly in the
London in the first four decades of the eighteenth century. (There are
almost no published dances from other European countries, and very few
manuscript ones.) A number of dance treatises were also published in
England, most of them translations of French works. However, one work,
Kellom Tomlinson's The Art of Daneing (1735), is one of the very few
original dance treatises not written by a Frenchman. (The other major
non-French treatise, Gottfried Taubert's Rechtschaffener Tanzmeister
(1717), is in part a translation of Feuillet's Chorégraphie (1700; but
with a great deal of additional material.)2 Most of the notated
choreographies published in England are danses & deux. The exception, a
collection of more difficult solo and duet dances ¢1725, is modeled on
collections of French theatrical dances.

Twe other types of dancing co-existed in England along with the
French noble style: country dances and “grotesque" or character dances.
The English country dance was performed by many couples at once, and had

no prescribed crder of steps. By the 1680's cocuntry dances had lost

2. See Angelika Gerbes, Gottfried Taubert on Soclal and Theatrjcal Dance

of the Early Eighteenth Century (Ph.D. dissertation, Ohio State
University, 1972; Ann Arbor, Mich.: University Microfilms, 73-2001).
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their rustic associations, and were very much a part of court balls and
public assemblies. The term "grotesque dancing" was used by the
18th-century dancer John Weaver to describe such diverse elements as
pantomime, commedia dell'arte, and character dancing (in which the
cancer, by means of a costume and appropriate gestures, assumed £he
identity of, for example, a French peasant or a Dutch fisherman).3
Notated examples of this kind of dancing are almost non-existent, and
the brief verbal descriptions which do survive are not sufficient for

any kind of authoritative reconstruction or analysis.

Current State of Research

The importance of dance in the music of the early eighteenth
century has long been recognized by musicologists and performing
musicians alike. Reeenf studies by James Anthony,4 Meredith Ellis
Little,5 and others have demonstrated the extent to which Baroque
dance and music are interrelated. Yet many questions about the precise
nature of this relationship remain to be answered. Anne Witherell's
recent dissertation on nine court dances by the French dancing master

Pécour is the first study which explores this relationship in depth; her

2. See the introductory essay by Emmett L. Avery in Part 2, vol. 1 of
Ihe London Stase 1660-1800. Awﬂmwm
Afterpieces (Carbondale, Ill. Southern Illinois University Press,
1960} .

4. James Anthony, French Barogue Music from Beauioveulx to Rameau, rev.
ed. (New York: W.W. Norton, 1978).

5. Meredith Ellis, The Dances of J,B, Lully (Ph.D. dissertation,
Stanford University, 1967; Ann Arbor, Mich.: University Microfilms,
§7-17418). See also her articles in the New Grove Digtionary of
Music and M janss 20 vols., ed. Stanley Sadie {(London: Macmillan,
1980): "Bourée," "Forlana," "Gavotte," "Gigue," "Loure," "Minuet,"
"Passepied," "Rigaudon." Her forthcoming inventory of French court
dance, to be published by Broude Brothers, will be an indispensable
tool for researchers in this field.
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thoughtful analyses and insights into these dances are a worthy model
for future studies of French and English dance.6 An interesting study
by Margaret Mullins, "HMusic and Dance in the French Baroque." focuses on
the theatrical entrees of Pécour.? Although the article contains some
factual and analytical errors, the approach is valid and worth applying
to other dance types.

The greatest influence on future studies of Baroque dance and
music will undoubtedly come from Wendy Hilton's masterful book, Dance of
Court and Theater: Ihe French Noble Style 1690-1725.8 Hilton's
purpose is to define and explain the technique of the French "noble
style" as it was described by the French dancing master Pierre Rameau.
Other sources are used at times, particularly when Rameau is unclear,
but the goal of the book is to arrive at a synthesis of this style for
use in present-day reconstructions of the dances. For this reason
questions of historical precedence or of differences in national style
are for the most part not addressed. My corrections and differences of
interpretation are usually in these two areas, and should not be
interprreted as detracting from the value of Hilton's work.

This study should also prove useful to the disciplines of theatre
and social history. Scholars in both fields tend to slight the
importance of dance, no doubt because so little reliable information is

available. On the other hand, when information about dance is included

6. Anne Witherell, Louis Pécour's 1700 Recueil de dances (Ann Arbor,
Mich.: UMI Research Press, 1983). My review of this work will

appear in The Eighteenth Century: A Current Bibliography
(forthcoming).

7. Studies in Music XII (1978), 45-67.

8. See footnote 1.
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it is often marred by inaccuracies.9

Purpose and Scope of this Study

Although the French style cf dance was taught and practiced
throughout Europe, only in England do we find a substantial corpus of
notated dances as well as treatises. This body of material has never
been systematically studied, and to do this is the purpose of this
dissertation, thus laying the groundwork for more detailed studies in
the future. I have limited this study to the period 1706~1740, the
dates of the earliest and latest publications of notated dances in
England, although the great mzjcrity of these dances appeared by about
1725. The term "French court dance" in the title is used in the
broadest sense, encompassing both danse 2 deux aid "theatrical" dances
in the noble style., I have excluded from consideration the other two
categories of English dance mentioned above, namely country dances and
character or "grotesque" dances, as well as the theoretical works of
John Weaver.10

Two chapters are devoted to dance treatises. English translations
from the French are compared with the originals to see what, if any,

differences occur. An original English treatise (Tomlinson's 1735 The

9. See, for example, A Biographical Dictionarv of Actors. Actresses,
Musicjans, Dancers. Managers and Other Stage Personnel in London,
1660-1800, 8 vols. to date, ed. Philip Highfill, Jr., Kalman
A. Burnim, and Edward A. Langhans (Carbondale, Ill.: Southern
Illinois University Press, 1973~ ). The project has been praised by
theatre historians for its substantial essays on major figures in
London theatre history, but the articles on dancers and dancing
masters are very uneven and contain many factual errors.

10. A dissertation on the English coun 1try dance is being completed by
William MacPherson at Harvard University, while Richard Ralph's
study and edition of Weaver's works is soon to be published by
A. Pischl.
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Art of Dancing) is studied in detail as a source for information about
the English style of daice., particularly as it differs from the French
style.

My study of the dances themselves concentrates primarily on
questions of dating and publication history, an area in which almost no
work has been done. (The RISM entries, particularly for the dances of
Isaac, are inaccurate and misleading.) Since many of Isaae's dances
appear to have been composed a number of years before they were
published, any considerations of stylistic development cannot be
attemptad until more accurate dates are established.

The sources of the music for these dances is another previously
unexplored area. Based on the concordances I have been able to locate,
it appears that music for court dances in England was almost always
newly composed, whereas in France some court dance tunes have been
identified as coming from contemporary operas. (However, more work on
the French dance music is needed before firm conclusions can be drawn.)

In an introductory chapter I discuss the dancing masters active in
London during this period, listing the contributions of each one
(treatises, dances, other publications). Although some of these men are
as significant to dance in England as Purcell and Handel are to the
music of the period; very little reliable biographical information about
them is available.

The existence of so much English dance material raises the
question of whether there is an "English style" of dance and, if so, how
it differs from the French style. Although a definitive answer to this
question is not yet possible (in part because the French style has not

yvet been adequately defined), I have been able to identify several
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characteristies which seem to be typical of English dances. These are
presented in the penultimate chapter of this study. A concluding
chapter suggests diréctions for further research.

I have assumed that readers will have a passing familiarity with
the terminology of French dance. Those without this knowledge should
consult Hilton's study mentioned above. Except in direct quotes
spellings of names, dance titles and dance steps have been standardized.
When discussing English dances I use the anglicized spelling of the
dance type (e.g.s rigadecon instead of rigaudon); likewise, I have
followed contemporary English practice and omitted the diacritical marks

in names such as L'Abbe and Roussau.
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Chapter I

ENGLISH COURT DANCE AND DANCING MASTERS, 1706-1740

The activities of the dancing masters provide much important
information about court dance in England. These versatile men not only
functioned as teachers but assumed many other roles: as choreographers,
performers, notators, theorists, translators, publishers, or even
composers. A recent study of the English dancing master by Jennifer
Martin concentrates on their activities in the spher=s of court,
society, and theatre.! Martin's concern is with the activities of the
dancing masters rather than with their writings or choreographies. She
confines her study to those dancing masters "who are known to have
taught dancing and/or choreographed,” pointing out that the term
"master" meant someone who had attained excellence in his field, and was
not necessarily a teacher.2 But since she was apparently unaware of a
number of sources which provide evidence of teaching or choreographing
activity, her list of dancing masters is too limited. My intent in this
chapter is to show how extensive the dancing master "industry" had
become in the early eighteenth century, as well as to provide
documentary evidence for the activities of the more important of these

men.

1. Jennifer Kaye Lowe Martin, The Engiish Dancing Master. 1660-1728:
His Role at Court, in Sociesty and on the Public Stage (Ph.D. diss-
ertation, University of Michigan, 1977; Ann Arbor, Mich.: University
Microfilms, 77-18074). Although much useful information is contained
in this study, the author's unfamiliarity with the primary sources
has led to a number of errors.

2. Ibid., 7-8.
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The large number of dancing masters.active in London at the end of

the seventeenth century was commented on by the satirist Tom Brown:

Dancing-masters are also as numerous in every street as posts in

Cheapside, there is no walking but we stumble upcn them; they

are held here but in very slight esteem, for the gentry call

them lez-livers, and the mob, for their nimbleness, call them

the devil's grasshoppers.3
The size of this group and the extent of their activities are another
reflection of the great increase in leisure pursuits among the nobility
and gentry in late seventeenth- and early eighteenth-century London.4
Whiie Plumb does not mention dance in his study, it is clear that the
same factors were operating here as in the leisure activities he does
discuss. These factors include the conscious imitation of the social
mores of the court, an economic structure which encouraged mobility, and
a tremendous increase in publications which prcmoted leisure activites.

Information about these dancing masters, vhile not abundantly

available, can be pieced together from a variety of sources. In
addition to references in contemperary literature (often satirical), the
names of dancing masters can be found in dance publications of various
sorts, in lists of subscribers to these dance publications, in newspaper
advertisements, diaries, and payment records. The information from
these sources has been compiled in Appendix A, a list of more than 150

daneing masters who were active in London or the provinces during

3. Tom Brown, "Letiers from the Dead to the Living: From Henry Purcell
te Dr. Blow," in Artnur L. Hayward, ed., Amusements Serious and
Comical (London: G. Routledge & Sons, 1927), 432-3.

k., For other examples of this phenomenon see J.H. Plumb, The

Commercialisation of Leisure in Eighteenth-century England (Reading,
England: University of Reading, 1973).
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the period 1706-1740.5
Publicatjons and &ML&&

A number of theoretical works on dance, both original and trans-
lations from French sources, were published in England between 1706 and
1738.6 The prefaces and dedications to these publications often-
include biographical information about the more prominent dancing
masters of the period. and even the body of the text sometimes contains
important information not found elsewhere. Also from the same time
period there are more than eighty-five dances written in the Beauchamp/
Feuillet system of notation.” A number of these dances or collections
of dances also include information about dancing masters.

Six dance treatises or collections of dances published in London
between 1706 and 1735 include subseribers' iists, in all but one
instance composed entirely of dancing masters. These lists are of great
interest for several reasons: they provide the names of many dancing

masters for whom no other documentation exists, and they help date the

careei's of a number of dancing masters. Furthermore, in the case of the

5. Very little reliable information about English dancing masters has
been published. Eight volumes (A to Keyse) of the Biographical
Dictionary have appeared to date. However, as I mentioneda.in the
Introduction, the articles on dancers and cancing masters are uneven.
It should also be noted that the majority of dancing masters in my
Appendix A had no documented theatrical connections, and are

therefore not included in the Biographical Dictionary.

6. The titles of these works are listed in the section of the
bibliography devoted to primary sources. A number of them will be
studied in more detail in subsequent chapters.

7. This notation system, apparently invented by Pierre Beauchamp in the
late seventeenth century and first published by Raoul Auger Feuillet
in his Chorégraphie (170C), was used throughout Europe. More than
320 dances have been preserved in this notation.
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L'Abbe collection the presence of ten illustrious continental dancing
masters' names on the list attests to tiie importance of this work.
The six publications, with the number of "Dancing-Master

Subseribers" in each; are listed below:

1706 Weaver {trans.), Qrchesography 39 names
1706 Isaac, A Collection of Ball Dances 47 names
1711  Pemberton, Ap Essay for the Further Improvement 58 names
1721 Weaver, Apnatomical and Mechanical Lectures 31 names
¢1725 L'Abbe, A New Collection of Dances 68 names
1735 Tomlinson, The Art of Danecing 22 names

This is a total of 265 names, but since a number of dancing masters
appear on more than one list the actual total, excluding duplicationé,
is 142 names. The lists of dancing masters in the two 1706 collections
are very similar: all of the Qrehesography subscribers are included on
the Collection list (with a few modified spellings and locations) and
eight new names appear. Of the fifty-eight names on Pemberton's list,
thirty-three are new, while twenty-five were on one or both of the 1706
lists. The five men who were listed as "Monsieur" in the 1706 lists
(L*Abbe, Camile, Cottin, D'Elisle, and L'Sac) have been anglicized to
"Mr." At least eleven of Pemberton's subscribers are from outside of
London, including one (Mr. Evans) of Virginia.

Weaver's 1721 list of subscribers contains fourteen new names
along with seventeen which had appeared on previous lists. The next
such list was in the undated collection of L'Abbe dances published by
Roussau. It contains thirty names which were on previous lists; twenty-
Six names of English dancing masters new to these lists; and twelve
foreign dancing masters, most of whom had well-established reputations

as dancers and/or choreographers.
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Tomlinson's list is the only one to include names other than
dancing masters {although Weaver's first 1706 list acknowledges the
"Subscriptions of several of the Nobility and Gentry"). Exactly half of
the twenty-two names on this list had zppeared previously, while the
other half are new.8

Additional information from a variety of sources will be incorpor -
ated in the following biographical sketches of the more important
dancing masters active in England during the years 1706-1740. I have
included in this section all tnose dar:zing masters who are represented
in print in some capacity; most of them also composed dances, of which

one or more examples survive,

Rancing Masters to the Royal Family

Although there is no documentation of an official court dancing
master during the Restoration, both Princess Mary (1662-94) and Princess
Anne (1665-1714), daughters of James II, received dancing lessons as
part of their education.? Anne's dancing master was Mr. Gorey. whom
she eczlled out of retirement to teach her son William.10 3
contemporary reference to a Mr. Goree¢ claims that "He had the Honour to

teach eight or nine Crown'd Heads . . . during the Minority of

8. Tomlinson's subseription list is studied in more detail in Chapter
III.

9. Edward Gregg, Queen Anne (London and Boston: Routledge and Kegan
Paul, 1980), 11. Gregg states that Anne had a harpsichord teacher
and a guitar teacher as well as a dancing master, but does not cite a
source for this information.

10. Hgster W. Chapman, Queen Apne's Son (London: Andre Deutsch, 1954),
7 .
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Mr. Isaac."!l Another candidate for dancing master to Mary and Anne
is the actress Peggy Fryar. A London Stage entry for 28 January 1723
quotes z theatre reference to the "celebrated Peggy Fryar, aged 71," and
goes on to menticn that she has "played but once since the days of King

Charles, and taught three Queens to Dance."12

Isaac

The dancing master and choreographer Isaac is one of the most
important figures in English dance of the early eightcenth century, yet
very little is known about his life, his nationality is in question, and
we do not even know his full name., John Essex, another dancing master,
wrote in 1728 that "the late Mr. Isaac, . . . had thc Honour to teach
and instruct our late most excellent and gracious Queen when a young
Princess."13 Since Anne was born in 1665, Isaac could have begun
teaching her as early as the 1670's which would not be inconsistent with
what little we know of his career. Essex also describes Isaac as "the
prime Master in Epgland for forty Years together: He . . . was justly
stiled the Qggn&,ﬂagging:ﬁgg;gn."‘u Because of this statement,
several recent studies have referred to Isaac as court dancing master to

Qreen Anne (r. 1702-1714).15 However, while Isaac may have been

11. E. Pemberton, An Essay for the Further Improvement of Dancing
(London, 1711), dedication to Part II.

12. Ihe London Stage, 1660-1800. A Calendar of Plays, Entertainments
and Afterpieces, 11 vols., ed. Emmett L. Avery, William van Lennep,

et al. (Carbondale, Ill.: Southern Illinois University Press,
1960-68), Part 2, vol. II, T07.

13. Jcohn Essex, The Dancins Master (London, 1728) xi.

14, Ibid.

15. Martin, Epglish Dancing Master, passim; Susan Bindig, "Early
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considered the unofficial court dancing master by virtue of his numerous
dances published in honor of Queen Anne's birthday, there is nc evidence
that such a title existed until the reign of Anne's successor George I
(r. 1715-1727). In the dedication to Isaac in John Weaver's
Orchesography (1706) there is no mention of such a position. And in the
1710 edition of Chamberlayne's Magnae Britanniae Notitia, a kind of
handbook of court officials and appointees, there is likewise no mention
of a dancing master., The lack of a formal appointment for Isaac may
have been due to the fact that there were no children at court for him
to teach. (Queen Anne's last surviving child, Prince William, died in
1700.)

A dancer ramed Isaac is mentioned in connection with the masque
Lalisto produced at court in 1675: he 1is the first of several English
dancers listed, and is paid £10, the other darcers (English and French)
receiving £5.16 Nothing is known of Isaac prior to this, although a
dancer by the name of Isaac performed in a number of ballets de cour in

Paris during 1670 and 1671.17 The diarist John Evelyn's daughter Mary

Eighteenth Century English Court Dance: An Interpretation of Three
Choreographies by M, Isaac for Queen Anne" (unpublished Master's
Thesis, University of Californiz at Los Angeles, 1978), 10ff; Wendy
Hilton, Dance of Court and Theater: The Fremch Noble Style
1690-1725 (Princeton: Princeton 300k Co., 1981), 51.

Unfortunately, the Biographical Dictionary article on Isaac relies
heavily on Martin's work, and perpetuates many of her factual errors
and unsupported hypotheses.

16. For a detailed account of this production see Eleanore Boswcll, The
Restoration Court Stags (Cambridge, Mass.: Harvard University
Press, 1932).

17. Marie Frangoise Christout, Le Ballet de cour de Louis XIV, 1643-72,
mises en scépe (Paris: A. et J. Picard, 1967). As Bindig has
pointed out, Jennifer Martin's statement that Isaac was an
apprentice to John Ogilby in 1631 is clearly in error, since this
would put his birthdate at 1617 or earlier (assuming apprenticeships
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began lessons with Isaac in 1682,18 and kis grandson followed suit in
1703.19 In 1684 an English dancing master by this name instructed the
French court in the manner of performing country dances, 20

Another of Isaac’s well-connected pupils was Katharine Booth
(later Howard) who came to London in 1688 at the age of seventeen to
study singing and to take dancing iessons.2! She became one of
Isaac's best pupils, and danced a solo at the Birthnight Ball at éourt,
November 4, 1689. An account of Katharine's success on this occasion
was sent to her mother by Lord Delamere, a cousin, Issac himself wrote
to Mrs. Booth on January 3, 1690, thanking her for the present she sent
him and describing how pleased the Princess [i.e., Anne] was with
Katharine's dancing.22

During the years 1706-1714 Isaac published a total of twenty

but one of them ball dances for a coupie. A number of these

H

dances, al
appear to have been composed prior to 1706, some in the 1690's or

earlier. The dances were notated by several other dancing mastecrs,

began at age fourteen). In turn, this would mean that he was at
least eighty-five when Queen Anne became queen, and still composing
dances in his nineties! Although such a prospect is not impossible,
none of the contemporary references to Isaac make any mention of his
advanced age.

18. John Evelyn, Djiary, 6 vols., ed. E.S. de Beer (London: Oxford
University Press, 1955), IV, 271, 423.

9. Samuel Pepys, Erivate Correspondence and Miscellaneous Papers of
Sapguel Pepvs, 1679-1703, 2 vols., ed. J.R. Tanner (New York:

Harcourt Brace, 1926), II, 300.

20, Jean-Michel Guilcher, La Contredanse et les renouvellements de la
danse francaise (Paris: Mouton, 1969), 16-17.

21. Mary Arnold-Forster, Basset Down: An 0ld Country House (London,
Country Life Ltd., 1950), 109.

22. Both letters are reproduced in Arnold-Forster, Bagset Down, 112-13.
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including Weaver, De la Garde, and Pemberton. After the death of Queen
Anne on 1 August 1714, Isaac continued to compose dances and teach, but
his connections with the court were apparently at an end. His last two
known dances, published in 1715 and 1716, are "for the Year 17 _" rather
than for the monarch's birthday. On 8 July 1717 he received payment for
teaching Rachel Baillie, the nineteen-year-old daughter of Grisell
Baillie.23 Isaac's death date is not known, but it may have been soon
after the payment recorded above. His name cdoes not appear on Wezver's
1721 subseribers' list; furthermore, in the second edition of
Orchesography the dedication to Isaac is omitted, and while the date of

this edition is uncertain, it was certainly before 1722.24

L'Abbe?>

The French dancer Anthony L'Abbe was first brought to London in
1698 by Thomas Betterton, manager of the Lincoln's Inn Fields
theater.26 During this visit L'Abbe also danced at court for King
William and the French Ambassador.27 L'Abbe was apparently the first

of what was to become a constant stream of foreign performers, and his

23. Robert Scott-Momcrieff, ed., The Household Book of Lady Grisell
Baillie, 1692-1733, Publications of the Scottish History Society,
New Series, vol. 1 (Edinburgh: University Press, 1911), 53.

24, Questions of dating of this and other sources are discussed in
subsequent chapters.

25. Throughout this study I have adopted eighteenth-century English
- spellings of French names or terms, in which the diacritical accents
are usually omitted.

26. Judith Milhous, Thomas Betterton and the Management of Lincoln's Inn
Flelds, 1695-1708 (Carbondale: Socuthern Illinois University FPress,

1979), 134.

27. A brief account of this performance is in the London Stage entry for
13 May 1698 (I, 495).
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dancing seems to have made a considerable impression on the theatre-
going public. The melodies for two of the dances he performed during
this visit were printed at the end of a collection of country dances
published in 1698, under the rubric "Spanish Entry and Sarabrand danc'd
by L'Abbe . . . ."28

L'Abbe returmed to England in 1700, having signed a three-year
contract to dance at the Lincoln's Inn Fields theater.29 On 29
December {702 he danced at the rival Drury Lane theatre with "Isaack's
scholar," and from ]703 to 1706 his name appears in connection with both
theatre companies. L'Abbe's career as a choreographer may have bhegun
soon after his arrival in England. The libretto for an undated
Divertissement donne 4 sa Majeste Britannigue i Kensington describes
L?Abbe as "un des meilleurs danseurs de France nouvellement arrive en
Angleterre qui a compose toute les Entrees de ce Ballet,."30

In an undated document included in the Lord Chamberlain's papers.
L'Abbe was named "Master to Compose and Teach™ =zt the Queen's Theatre

for a salary of £60 per season.3! A London Stage entry for 16 August

28. The Second Part >f the Dancing Master, 2nd ed. (London: John
Playford, 1698). The "Spanish Entry" is from Czmpra's L'Eupope
Galant, first performed and published ia Paris in 1697. A dance to
this music for male solo by the French choreographer Feuillet is
preserved in manuscript, but there is no way of knowing whether this
is the dance which L'Abbe performed.

29. Milhous, Betterton, 134.

30. A copy of this libretto is in the library of the Royal Academy of
Dance, London.

31. Allardyce Nicoll, A History of Early Eighteenth-Century Drama

(Cambridge: The University Press, 1925), 277. No mention of this
document appears in the London Stage.
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1710 refers to a La Bee "lately arrived from the Opera at Paris"; this
may mean that L'Abbe returned to France for a time. cr it may rafer to
another dancer altogether.

LtAbbat's carser as Royal Dancing Master began in late 1714 or
early 1715, with the accession of George I to the throne. His
appointment is better documented than was Isaac's (if indeed such an
appointment existed for Isaac), perhaps because he was in charge of
teaching the three young granddaughters of George I. L'Abbe's salary is
listed as £2U40 in the 1728 edition of Magnae Britanniae Notitia, the
first edition to include the household accounts of the princesses, and
this salary remains fixed until at least 1755. (Handel's salary as
music master to the princesses is only £200.) Like his predecessor, he
published a new dance every year, usually coinciding with the birthday
of one of the members of the royal family. His first dance, "The
Princess Royal," was in honor of "his Majesty's Birth-Day" {May 28) and
vas dedicated to Anne, the King's oldest granddaughter. Another dance
in the following year was also for the young princess, and ineludgd a
similar dedication. An additional eleven dances survive from the years
1717-33. The titles of most of these dances (eleven of thirteen) refer
to specific members of the royal family.

In the 1720's L'Abbe also published A New Collection of . . . Ball
and Stage Dances., a retrospective collection of thirtegn dances which
date back to his years as chdreographer at Drury Lane and Lincolns Inn
Fields. L'Abbe's title notwithstanding, these dances are for the most

part too demanding tachnically to be classed as "ball dances."

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

18



19

L'Abbe was held in high regard by his colleagues as a dancer,
choreographer, and teacher. Weaver singles bim out for praise in
several of his publications, stating in 1706: "whoever shall see the
admirable Compositions of Mons. L'Abbe in Ballet, and his Performance
« « » can hope to see nothing in this Art of greater Excellence,"
Tomlinson dedicated his 1721 dance "Passacaille Diana" to L'Abbe.32
Essex, in 1728, offered the following assessment of L'Abbe:

MONSIEUR L'Abbe, who came from France about the Year 1700,

succeeded [Isaac] at Court. He is an excellent Master, and was

a great Performer when upon the Stage: Nobody gave greater

Satisfaction to the Spectators than he did in his Performances.

His Talent chiefly lay in the grave Movement. and he excelled

all that ever appeared on the English Stage in that Character;

and what more eminently makes him shine, is Lis excellent

Instructions of those of the Royal Family whom he hath the

Heonour to teach, and who by their noble Presence, easy

Deportment, and graceful Carriage proclaim the Merit of their

Master.33 ‘
One of L'Abbe's pupils was the dancer and notator De la Garde, who
"maintained the genteel Part of Dancing upon the Stage many Years after
his Master . . . ."3u L'Abbe's approbation of the second edition of
Essex's Dancing Master parallels the approbation of the original French
treatise by the great French choreographer Pécour, and suggests the
great esteem in which the Englishman was held. This approbation, dated'
10 December 1731, lists his address as Great Broad-Street.

The exact date of L'Abbe's death is not known.35 His name

appears in Tomlinson's 1735 subscription list, and references to

32. Kellom Tomlinson, The Art of Dancing (London, 1735), fol. b. No
copy of the dance is known.

33. Essex, The Dancing Master, xii.
34, Ibid.
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performances of one of his ball dances on the stage in April and May

1737 suggest that he was still alive at that time.

Desnoyer

The French dancer Desnoyer (Denoyer) made his London debut at
Drury Lane on 11 January 1721, dancing there more than fifty times in
the next year and a half. During this time he performed three '
choreogr«=phies by L'Abbe which were published in the latter's collection
of theatrical dances. (Desnoyer was one of the subscribers to this
collection.) After the 1721-1722 season Desnoyer was sent to Hanover as
dancing master to Prince Frederick, the oldest of George I's grand-
children, who did not come to England in 1714 with the rest of his
family. Desnoyer's salary was said to be £500 per year, more than twice

what L'Abbe received.36

Glover

The dancing master and choreographer Leach Giover, a pupil of
Dumirail, began his career as a dancer at King's Theatre on 16 March
1717.37 After a trip to Paris [to study dance?] he again danced in
London at the King's Theatre on 12 February 1715. Many performances by
him are recorded during the years 1723-26, and his name continues to
appear sporadically in the rosters until 1741. Glover also was active

as a choreographer for London theatres. Entries in the London Stage

inelude a dance by him for five couples, "The Faithful Shepherd," first

35. Hilton gives his date of death as 1737, but cites no source (Dance,
22). .

36. Biographical Dictionary, IV, 332.
37. Biographical Dicticnary, VI, 234-35. The King's Theatre, Haymarket,

was known as the Queen's Theatre during Anne's reign.
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performed at Covent Garden on 22 February 1735, and a "Scotch Dance" at
the same theatre on 14 April 1735. At some date prior to 1741 (perhaps
after L'Abbe's death) he replaced L'Abbe as dancing master to the
princesses, receiving the same salary of £240 per annum.38 The
"princesses"™ at this time would have been Amelia, Caroline, and Mary.
Glover's only surviving choreography, "The Princess of Hease,™ is.in
honor of Mary, the fourth daughter of George II and Caroline, who
married Frederick, Landgrave of Hesse-Cassel, on 8 May 1740. Glover

died in 1763.
Qther Dancing Masters

John Weaver

The most versatile of the English dancing masters is undoubtedly
John Weaver (1673-1760).39 Although no notated dances by him survive,
he was active as a choreographer and dancer in the theatre for a number
of years. His numerous publications ineclude translations of two French
dance treatises, Feuillet's Chorégraphie and his short "Traité de la
Cadance,™ a collection of six Isaac dances (which Weaver notated), two
books on dance history, and a book on the physiology of dance. Weaver
is best known to dance historians today for his innovative "dramatick

Entertainments"™ in which the plot is unfolded through the movements of

38. According to the Biographical Dictionary Glover did not succeed
L'Abbe until after April of 1741, but since there were no editions

of Chamverlayne's Mazpae Britanniae Notitia btetween 1737 and 1741 it
is impossible to know exactly when Glover became dancing master to
the princesses,

39. See Selma Jeanne Cohen, "Theory and Practice of Theatrical Danclng,
in Famed for Dance: Essayvs on the Theory and Practice of Theatrical
Dancing in England, 1600-1740 (New York: The New York Public
Library, 1960), 35-48. The definitive work on Weaver's life and
works may well be Richard Ralph's forthecoming study.
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the dancers, thus foreshadowing the reforms of Noverre,40

Siris

A rival translation of Feuillet's Choprégraphie was published by
P. Siris, also in 1706. From his preface we learn that Siris had
studied with the Frenchman Beauchamp prior tc 1688. Although his
nationality is unknown, the fact that the Amsterdam-based publisher
Etienne Roger advertised a number of his works suggests that Siris was
originally from the continent. At least six of his dances were
published in England between 1708 and 1725: five of them survive, while
a sixth, a gavotte with the title "Princess Ann," is known only from a
reference in a contemporary treatise. The 1725 dance is attributed to
Mr. Siris Senior, from which we can infer that a son had entered the
profession by this date, Siris may have published other dances as well.
A 1716 Roger catalogue lists "Les dances de Monsieur Siris, fameux
maistre de dance A Londres et autheur de la Coiographie angloise.“u1
The price for the collection is f. 3.0. This collection, along with
Siris's 1708 dance "La Camilla®™ (also advertised in the 1716 catalogue),
appear in the 1737 catalog prepared by Roger's successor, Michel-Charles
Le Céne, "La Camilla" with a price of f. 1.10, the collection of dances

still at f. 3.0.42

40. One of the three surviving libretti for these works is reproduced in
Selma Jeanne Cohen, Dance as a Theatre Art: Source Readings in
Dance History from 1581 to the Present (New York: Harper & Row,
1974), 51.

#1. Frangois Lesure, Bibliographie des &ditions musicales publiées par

et Michel-Charles Le Céne (Amsterdam 1696-1743)

(Paris: ditions frangaise de musicologie, 1969), 80.

42. Ibid., page 16 of the catalogue facsimile.
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Siris was apparently still alive in 1735, for his name appears as
a dancing master on Tomlinson's list of subscribers. (Curiously, it is
absent from the other five subseribers'! lists.) Although there is no
record of Siris having danced professionally, at least one of his
students, a Miss Evans, danced on the stage from 1706 on. In that year
he had a house in Newport Street, and his address in 1708 was given as
"Rue St. Martins Lane."

Siris seems to have been something of an outsider in London
dancing master circles. Not only is his name absent from all the
subseribers! lists except Tomlinson's, but he is mentioned in only one
dance-related publication: T. Graham's The Use of the Art of Dancing
(1717). Perhaps Siris was ignored by his colleagues because his
translation of Feuillet's treatise made him a rival to the establishment

figure John Weaver.

John Essex

The most important contributions of the dancing master John Essex
are his translatioﬁs of French treatises. In 1710 he published a
translation of Feuillet®s 1706 treatise on country daneing, adding five
of his own country dances and omitting a number of the French ones. A
revised edition of this work (undated, but published in 1715 or later)
included Essex's only surviving notated court dance, as well as six
additional country dances recorded in the modified Féuillet system.
Essex also published a deportment manual, The Young Ladies Conduct: or,
Rules for Education (1722). Essex's most significant work is his 1728
translation of Rameau's Le Maitre 3 danser. The preface to this work is
of particular interest because of Essex's thumbnail sketches of a number

of his contemporaries.
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Essex had two sons who were alsc dancers: John Essex Jr., whose
name appears on the L'Abbe/Roussau subscriber's list along with that or
his father, first danced in public at Drury Lane in 1724. The other
son, William, is included on Weavesr's 1721 1list c¢f daucing masters, and

died in 1746, two years after his father.!3

Pemberton

Edward {or Edmund) Pemberton was important as a nctator and
publisher of the dances of others, but apparently did not compose any of
his cwn. On the title page of Isaac's 1705 "™Royal Pertuguez™ is the
following notice: "Any Masters or Gentlemen that are desireous to Learn
ye Characters of Dancing may be Instructed by Mr. Pemberten ~ho is
approv'd of Mr Isaac he will attend at his house next we fire Office in
St Martins Lane.™! Tyo years later Pemberton published an anthology
of eleven dances for one to twelve women under the somewhat misleading
title An Essay for the Further Improvement of Dancing. He may have
notated most of the dances in this collection himself; he also notated
the four Isaac dances published between 1713 and 1716, as well as
publishing the last one. In addition, Pemberton notated and published

L*Abbe's thirteen ball dances issued between 1715 and 1733.

43, The Bj.~raphical Dictionary includes entries for John and William
(V, $5-37: but seems unaware of the existence of John Jr. Because
of this, the authors assume that the two Essexes dancing on stage
from 1724 on were father and son, in spite of the fact that John
Sr. apparently had not danced professionally since the 1702-03
season.

44, In the British Library exemplar the word "next" has been crossed out
and replaced by "against.® The puzzling remark in Pemberton's 1711
collection, "it being by his [Isaac's] Approbation I first appear'd
in Print to instruct Masters in the Characters," may refer to the
advertisement on the 1709 dance. No other Pemberton publication
prior to the 1711 collection is known.
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Pemberton's name appears on all of the subseribers' lists (except
that of his own pook). but on the Tomlinson 1ist (where his first nzme
is given as Edmond)} a mark by his name indicates that he has died. This
puts his death date at around 1734.

Pemberton had several addresses: the St, Martins Lane address
listed above also appears on the title page of his 1711 anthology. From
1715 to 1717 he was at Mercer St. in Long-Acre; from 1718-31 his address
was at the "Iron Rails ye lower end of Oxindon St. near ye Hay=Market;"

and in 1733 e was back at the Mercer Street address.

Tomlinson

The dancing master Kellom Tomlinson is a central figure for the
study of English court dance. His 1735 publication, The Art of Dancing,
is the only major original English dance treatise and it provides
important information about the French style of dance in England as well
as information not inecluded in the French treatises. Since Tomlinson
was English by birth, and apparently never studied in France, his
treatise as well as his dances may reflect an English style of
performance. '

In the preface to his treatise Tomlinson includes a short
biographical sketch, from which we learn that he was apprenticed to
Mr. Caverley (see below] between the years 1707-14. From this we can
infer that he was born around 1693. No notice of his death is recorded,
but he was still alive in 1754 when an engraving of him was made by
F. Morelion la Cave.45 Although Tormlinson studied theatrical dancing

with the French dancer Cherrier, there is nc record of his haviang

45, The engraving is reproduced in the facsimile edition of Tomlinson's
treatise.
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performed professionally. He published seven dances between the years

1715 and 1721, the last one of which has not survived. His 1735

treatise, referred to above, is of major significance for the study of

English dance oi the period, and is examined in detail in Chapter III.
Tomlinson had several addresses during his career:

1715=-17 At Mr. Smiths a Coach~maker, the Corner of King's Gate
Street in Holbourn

1718 Southampton Street. the Fifth Door from Holbourn

1719-20 Devonshire Street, the last but one before Queens Square

1735 Red and Gold Flower Pot next Door to Edward's Coffee-House
in High Holbourne
1744 Great Ormond-Street, the End next Lamb's Conduit
Roussau

The dancing master F, Le Roussau was alco active as a choreo-
grapher and notator in London in the 1720%s, His address is given as
York Street near St. James's Square. Roussau's six surviving choren-
graphies are all contained in a manuscript anthology which he compiled
around 1720. Three other dances in the manuscript are by French
choreographers, and all but one of the nine dances are unique to this
source. The exception, Roussau's "Chacoon for a Harlequin,® was
subsequently published as a single dance, probably around 1729 or later.

Roussau's name suggests that he was of French extraction, and this
is reinforced not only by the presence of the other three dances by
French choreographers in the manuscript, but by his spellings
(Caracters, Entrée, arlequin) and by the occasional annotations in French
in the manuscript version of his harlequin dance. The latter may
represent corrections made by Roussau himselif preparatory to the

engraving,
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Roussau's name appears several times in the London Stage for the
years 1723 and 1724. On 31 January 1723 there is "Daneing by a2 Girl of
Six Years of Age, for her Diversion. Scholar to Mr. Roussau®; and other
pupils of his dance on March 14 and December 16 of the same yvear.
Roussau himself dances, along with two of his students, on 9 Mareh 1724.
And a benefit performance for the Aston family was held at Roussau's
Dancing School on 4 March 1724 (no address is given in the London Stage
entry).

Roussau's most significant contribution was his publication of the
collection of thirteen dances by L!'Abbe mentioned above. According te
the title page, they were "recollected, put in Characters, and engraved"
by Roussau himself (L!Abbe apparently did not notate any of his twenty-
six dances). We learn very little else about Roussau from the preface
to this collection, other than that the work was slow in appearing. The
subscribers' list is mcre revealing. It includes the names of a number
of the most famous continental dancers and dancing masters, e.g.s Jean
Balon, Blondy, Dupré, Dezais, and Pécour in Paris: Duruel in Dussel-
dorf; Gaudro [Gaudrau] in Madrid; and Hauetin and Jourdain in the Hague.
Such an illustrious list no doubt reflects an interest in L'Abbe's
theatrical dances, the only collection to rival those of Pé&cour
published in 1704 and ¢1713. The list may also indicate the extent of
Roussau's continental connections, since he would probably have been

responsible for soliciting subseribers.

Dancing masters in Pemberton's 1711 collection

Pemberton®*s 1711 collection of dances contains eleven dances "by

the most eminent masters." Three of them, Isaac, L'Abbe, and Pécour,
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each have a solo dance in the second part of the book. The eight
dancing masters represented in the first part of the book are for the
most part less well Known. Several of them ran boarding schools for
youag iadies, or dancing academies where classes were held. Very few of
them published any dances other than the one figure dance in this
collection, so that no assessment of their style can be made. The eight
dancing masters will be discussed in alphabetical order (the dances in

the collection are arranged by the number of participants-~from three to

twelve women).

Caverley

The esteem in which the dancing master Thomas Caverley was held by
his contemporaries is evidenced by the fact that four dance publications
were dedicated to him: the first part of Pemberton's 1711 collection of
dances, Weaver's 1712 Historv of Dancing and 1721 Anatomical and
Mechanical Lectures, and Tomlinson's 1715 dance, "Passepied Round-

0."#6 Born around 1648, he lived until 1745.47 Caverley's name
appears on five of the six subscribers' lists, missing only from the
collection of L'Abbe dances published by Roussau. In most of these
lists he is identified as "of Queen Square," and according to a 1749
reference cited by Fietcher, this was the address of his bearding school

for ladies.l48 However, several references to "Caverley's Academy in

46. Tomlinson refers to the dedication tc Caverley in the preface to his
treatise, but it is not preserved in the 1720 reissue of the dance.

47. "Mr, Caverley--and some others. English Dancing Masters of the
Eighteenth Century,® Dancing Times XXIII (December 1932), 293-6.

48. Ifan Kyrle Fletcher, Bibliographical Descriptions of Forty Rare
Dance Books (London: Dance Books Ltd., 1977), no. 19.
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Chancery Lane" as the location for concerts alsc appear during the years
1713=1718.49 Caverley receives high praise from his colleagues:
according to Pemberton (i711) he is "the most eminent of our Profession"

nA has L I

and us'd the best of Methods to arrive at a Ma

0

(Pemberton continues "You have been peculiarly Happy in the Conversation
of Mr. Isaac, who is so Great a Master that as he wants no Encomium, is
likewise above the Malice of petty Upstarts.” Could this apparent
reference to professional rivalries among dancing masters be directed
towards Siris?) In the following year Weaver describes Caverley as one
who has perfected the "Natural and Unaffected Manner™ of dancing.
Weaver's dedication in the 1721 treatise acknowledges that Caverley's
teaching was the inspiration for the lectures which make up the book.
And Tomlinson, in the preface to his 1735 treatise, describes his former
teacher as "that great Master." Only two dance notations by Caverley
are known: a figure dance for five women published by Pemberton in
1711, and an undated dance for a single woman, "Slow Minuet," also
published by Pemberton in the 1720's,

The name of Mr. Ant. Caverly also appears in the two 1706
subscripticn lists. This may be the "Mr. Caverly Junior™ listed in the

Pemberton 1711 subscribers. No further mention of this name occurs.

Louch

The name of Mr., Couch appears on the five subsecriber lists from

49, Michael Tilmouth, "A Calendar of References to Music in Newspapers
published in London and the Provinces, i660-1719," RMA Research
Chronicle I (1901), passim. See alsoc the entries in The London
Stage for 13 June 1715 and 21 March 1718.
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1706 to the 1720's. He was also one of thc six dancing masters singled
out for special praise by John Weaver in 1712: "happy Teachers of that
Natural and Unaffected Manner, which has been brought to so high a
Perfection by Isaack and Caverly."50 On 24 February 1710 a "consort
of music" was held at Couch's Daneing Room in Walbrook.51 Couch's
only known dance is the figure danse for nine women in Pemberton. The
entry in the Blographical Dictionary suggests that the dancing master
Couch was John Crouch, a court and theatre violinist of the period, but

-no evidence is offered for this conjecture,52

dJohn Groscort

Groscort's name appears in the subseribers' lists for 1706, 1711,
and the 1720's collection of L'Abbe dances. He is one of the six
dancing masters mentioned by Weaver in 1712 as "happy Teachers" (see
above). Of greater significance is the dedication to Groscort of The
Dancing Master (1728), John Essex's translation of Rameau's Le Maitre 3
Danser, suggesting that Groscort had attained the stature of a Caverley
or Issac. Essex praises Groscort for his excellence in the teaching of
"genteel Dancing," i.e., social rather than theatrical dancing. Only
cne dance by Groscort survives: "An Ecchoe,™" the first dance in the

Pemberton 1711 collection.

50. Weaver, History, fol. A 1'. The others were Firbank, Geary:
Groscort, Holt, and Lewis.

51. The advertisement in the Daily Courant, 20 February 1710, is cited
by Tilmouth, "Calendar,™ 213. The London Stage entry for this event
lists the location as "Corch's Drawing Room."

52. Biographical Dictionary, IV, 7. In another entry the authors
Justify the conflation of two names by claiming that at this time
all dancing masters were violinists. While this was true in the
mid-seventeenth century, it was no longer the case in the early
eighteenth century.
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Hickford
A Mr. Hickford is found in only one list of dancing master
subscribers, the same Pemberton 1711 collection in which his figure
dance for ten women appears.53 Hickford Jr. is one of the dancing
masters in the L'Abbe/Roussau subscribers list of the 1720's.
Hickford's Daneing School, on the corner of Panton and James
streets, was also used as a concert hall, the first such usage beiﬁg
advertised on 20 November 1697.5% Also referred to as "Hickrford!'s
Room," this was a very popular location for concerts throughout much of

the eighteenth century.

Holt

There were four or more dancing masters with the surname of Holt
active in the first three decades of the eighteenth century. At least
one of them was associated with Holt's Dancing Room in Bartholomew Lane
behind the Royal Exchange, where a concert was held on 4 March
1706.55 Richl[ard] Holt was a subseriber to the two 1706 publications
but nothing else is known of him. Two other Holts also subscribed to
this collection: Walter Sen. and Walter Jun. In the next three
subscribers® lists (1711, 1721, ¢1725) only one Walter Holt appears,
suggesting that either the father or the son had died. A William Holt

also appears in these three lists., Finally, a Mr. Holt Jr. (with no

53. In the Biographieal Dictionary article (VII, 284~5), Hickford's

first name is given as Thomas, although another source mentioned in
the article gives John as a Christian name.

54, The advertisement is quoted in full in the Bilographical Dictionarv
article.
55. Biographical Dictionary, VII, 395-96.
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given rame) is included in the last of these lists.

William Holt composed the danse 3 deux "Rigadon Renouvelle,"
published c¢1720. However, it is impossible to determine wiether he or
Walter was the author of the figure dance for four women in the
Pemberton collection. The "eminent master" responsible for this dance
was no doubt alsc the Holt to whom Weaver referred in 1712 as one of the

"happy Teachers" (see footnote 50 above).

Josias Priest

The dancer and choreographer Josias Priest was dancing profess-
ionally by 1667, continuing to dance on the stage until at least the
1690's. He is listed as "Mr Preist, Senior, of Chelsea"™ on Pemberton's
1711 1ist, but his name appears on none of the other five subscribers’
lists. He died in 1734.56 Priest choreographed the dances for
sevaral of Purcell¥s operas, and it was for Priestts boarding school for
ladies in Chelsea that Dido and Aeneas was composed and first
performed.57 Weaver praised Priest in 1712 as the greatest master of
grotesque dancing (by which he meant character dancing rather than
dancing in the "French noble style"), Only one dance by Priest
survives: a figured minuet for twelve women in the Pemberton

collection.

Prince

Prince's name first appears on the roster of dancers for the

56. For more information about Priest's career, see Cohen, "Theatrical
Dancing,” 22-33.

57. Priest's collaborations with Purcell are discussed by Robert

E. Moore, Henry Purcell and the Restoratjon Theatre (Cambridge,

Mass,: Harvard University Press, 1261).
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United Company in the 1693~94 season, and his career as a dancer

continued uncil his death in 1718. From 1710 on he is assocciated
exclusively with the Drury Lane theatre, and a benefit there in 1714 for
"Prinee, the Dancing-Master™ suggests that he may have choreographed for
the theatre as well. (A "Witche's Dance, compos'd by Mr Prince" was
performed there in 1714.) Prince's only surviving choreography is a
figure dance for eight women published in the Pemberton collection. The
third volume of the Dancing Master (1718%) contains a country dance, "™Mr
Prince's Scotch Dance." Music for three dances "by Mr. Prince" appears
in an undated collection of dance music at the British Library {shelf
mark K.5.b.32)., It is not clear from this rubric whether the dances

were composed by Prince or performed by him.

Richard Shirley

The dancing master Mr. Shirley appears on all of the subseriber
lists except for Tomlinson's. He does not seem to have been a profess-
ional dancer, as there is no record of such a name in contemporary
theatrical records. However, a student of his, Miss Lindar, made her
debut at Drury Lane in 1717.58 Shirley apparently also worked as a
notator. In 1715 he advertised his notated version of Balon's "Silvea"
("La Silvie," published in Paris in 1712), as well as Pecour's "Aimable
Vanquer, or The Louvre."59 Shirley's address is given as the corner
of Newport-Street, the upper end of St. Martin's-Lane; also mentioned in

the advertisement is his school at Mr. Dowsons in Barthalomew Close.

58. L@mm’ nmart 2/1, 468, 496.

59. The British Yeekly Mercury, March 5-12, 1715. No copies of either
of Shirley's notations are extant. Another English edition of the
Pecour dance, originally published in Paris in 1701, was included in
the second edition of Weaver's Orchesography, ¢1722.
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Shirley's only extant choreography is a figured minuet for six women in

Pemberton's 1711 collection.

Dancing Lessons and Balls

Dancing lessons were part of the education of children of the
royalty and nobility as well as the gentry and middle classes, Such
lessons were considered important not only for lecrning the specific
skills necessary to dance in public but also for teaching one to move
properly and gracefully.

Dancing masters also instructed adult students who had not learned
to dance as children, or who wished to improve their skills or learn new
dances. The irony of learning upper-class manners and deportment from a
social inferior (i.e., a dancing master) was not lost onm eighteenth-
centur§ writers,60 English ambivalence towards dancing masters is
also reflected in many Restoration and post-Restoraticn plays, in which
a "French dancing master" is often a stock comic charazter. Samuel
Pepys!s diary contains a number of references to his wife's dancing
lessons, as well as to his own abortive attempts to improve his dancing
skills.61 Similar accounts of dancing lessons appear in another diary
written more than a half century later by the young London law student
Dudley Ryder.62 Ryder also has ambivalent feelings towards his

daneing master Mr. Fernlcy, inviting him for a visit but worrying that

60. For an interesting discussion of this problem see the article by
C.J. Rawson, "Gentlemen and Dancing-Masters,®™ Eighteenth-Century
Studies I/2 (Dec. 1967), 127-158,

61. A number of these references are cited by Martin, passim.

62. William Matthews, ed., The Diary of Dudley Rvder, 1715-1716 (London:
Methuen & Co., [19391), passim.
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his friends might find out that he is socializing with an inferior. At

one point Ryder even expresses a desire to becume a danecing master
himself, although he realizes it would be considered an unworthy

profession.

Dancing lessons took place either at the pupil's home; at the
dancing master's residence, or in a dancing school or academy. In many
cases these dancing schools were also used for public concerts and

balls. There are references to more than twenty "dancing-rooms" or

N

academies in the first few decades of the eighteenth century.63

Several descriptions of English dancing schools, more often than

not satirical in nature, have come down to us.64 One such account, by
the satirist Ned Ward, describes a kind of recital by the young ladies

of a dancing school.

+ « « the pretty Female Foppets who were to Entertain the
(Company with some new French Figaries, and feats of Activity,
were Usher'd into Publick View . . . and droping their Honours
to the Assemble, mov'd cross the Room to their Places . . . .
[After dancing some branles and other dances] . . . we had as
many Changes given us upon Currant, Bory Minuet, and Jig, as
could be rung upon four Bells, now and then intermix'd with a
Figure-Dance. [At this point there was a brief intermission,
during which the dancing master changed his clothes, and the
mothers of the young ladies bragged about the accomplishments of
their offspring.] . . . and then the whole Entertainment to be
turn'd up in a few Country Dances, that the Ladies, I suppose
might Couple themselves at last with Partners, who at least
would be so Civil to see them safe Home . . . .65

63. See the List of Abbreviations in the front of the London Stage
volumes as well as the index in Tilmouth, "Calendar.®

64. The Budgell letter in the Jpectator no. 67 is perhaps the best known
of the satirical descriptions.

65. [Edward Wardl, The Dancing Scheol; or. The Adventures of the High
Hoiy Days (London, 1700), 3=T7.
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Fees for dancing lessons are of interest. An advertisement for a
Royal Academy which would offer dancing lessons as well as instruction
in other disciplines proposed the following rates for "Externs" (i.e.,
students who would not live at the Academy): three hour lessons, three
times a week would cost six pounds a year, which according to the
advertisement, was "less than one half what is commonly paid, to the
meanest masters."00 In March 1696 the dancing master William Cox
advertised lessons at 10s per month.67 In 1714 and 1715 the dancing
master Mr. Fert advertised lessons for one guinea per month at students!
houses.68 In November 1715 Dudley Ryder negotiated with his dancing
master Mr. Fernley to learn the rigadoon and perfect the minuet for a
fee of 2 1/2 guineas.69 Fees to Isaac varied from £2. 1l#s. 3d to
£3. 4s. 6d per month in 1715, and in 1717 he was paid £8. 2s for three
months, or £2. 14s per month.70 Nearly twenty years later Tomlimson
offered to teach dance notation for "no more than ye usual Prices for
Dancing only, viz at their own Houses ore Guinea and an half 12 Lessons:
and in Proportion if they . . . come to him."71

Dances were organized for all 1evéls of society. Balls at court,
infrequent during the last years of Anne's reign, were a regular feature

under the Hannoverians, with the Prince and Princess of Wéles sponsering

66. Michael Tilmouth, "The Royal Academies of 1695," Music and Letters
XXXVIII (1957), 327. The academy never materialized.

67. Tilmouth, "Calendar,™ note to second printing, March 1968.
68. Spectator, 29 October 1714; Daily Courant, 19 January 1715.
69. Matthews, ed., Diary, 138.

70. Scott-Moncrieff, Grisell Baillie, 32-53.

71. Tomlinson, Dancing, Plate 0.
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weekly balls at St. James's Court.72 Public assemblies, begun at Bath
by Beau Nash in 1705, were held at other watering places in the summer
and in London in the winter season, and continued to grow in popularity

during the e¢ighteenth century. The masquerade, an assembly in which the

Second dscade of ithe century. The smphnasis at the latter eventslwas
less on dancing and more on such amatory adventures as establishing an
adulterous liaison.73

Most public balls had an admission fee, and in addition one was
expected to tip the musicians, T4 Dudley Ryder reports being refused
admission to a dance because he was not known by the doc:keeper. On
another occasion he managed to bribe his way into a ball at court. Fees
for balls ranged from 3d. for a dance at Lambeth Wells to 3s. for a
dance at Mr. Fernley's dancing school (plus 1s for the "hautboy").
Ryder paid one guinea for three tickets to King Gecrge's birthday ball

on 28 May 1716, but this price included a buffet supper.

Summary

The study of court dance in England in the early eighteenth
century must begin with the dancing masters. As we have seen, many of
these men were involved in activities which extended far beyond the

teaching of dance. Their contributions as translators, theorists and

72. See John M. Beattie, The Enslish Court in the Reign of George 1
(Cambridge: Cambridge University Press, 1967), for accounts of some
of these balls. Additional information from other sources is in

Mo smde S o hﬁggjng Maatgn
2l Ldily as .

73. See Térry Castle, "Eros and Liberty at the English Masquerade, 1720-
1790," Eizhteenth-Century Studies XVII/2 (Winter 1983/84), 156-7¢.

T4. There are several references to this practice in Dudley Ryder's
diary.
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choreographers are the subjeect of the remainder of this study.
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Chapter II

ENGLISH TRANSLATIONS OF FRENCH DANCE TREATISES

The large number of Eunglish publications from the first half of
the eighteenth century which deal with some aspect of dance is evidence
of the importance of dance to the nobility and gentry. These
publications divide themselves into four groups: 1) theoretical works
on dance history, aesthetics, and physiology (all by John Weaver); 2)
deportment manuals intended for the proper upbringing of young women
which include sections on dance; 3) dance manuals or treatises which
offer specific instructions for steps and dances, usually including
notation; U4) notated dances, available both in collections and
individually. The theoretical works of John Weaver have been studied by
Selma Jeanne Cohen, Shirley Wynne, and more recently by Richard Ralph,
and will not be considered here.l Deportment manuals have alsc been
excluded from this study, since for the most part they provide very
little information on the actual performance of dance. The third
category, treatises on dance, is the subjeet of this and the following
chapter. Dance choreographies, both collections and individual works,
will be discussed in Chapter IV.

Table 1 is a short-title list of all the dance treatises published

in England between the years 1706 and 1738.2 They are for the most

!. See Chapter I, footnote 39; also Shirley Wynne, The Charms of

{(Ph. D. disseriation, Ohio State University, 1967; Ann Arbor, Mich.:
University Microfilms, 68~3093), chapters 4 and 5.

2. Complete titles are included in the bibliography.
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part translations of Freiich manuals; the only large-scale ‘original!

work is Tomlinson's The Art of Danecinz, 1735.

Yet. a fair amount of

information about English attitudes and tastes can be gleaned from a

careful comparison of the translations with the originals.

Table 1. Dance Treatises Published in England, i706-1738

Siris/Feuillet®
Weaver/Feuillet®
Weaver/Feuillet®
Essex/Feuillet#®
Pemberton
Essex/Rameau®
Tomlinson

Bickham

Ihe Art of Dancing
Orchesography

A Small Treatise

For the Further Improvement
An Essay

Ihe Dancing Master

Ihe Art of Dancing

An Easy Introduction

®indicates a translation from the French

1706
1706
1706
1710
1711
1723
1735
1738

(2/e1722)

(2/¢1715)

(2/1731)

(27174%)
(2/17512)

Ihe Siris and Weaver Translatjons of Feuillet's Chorégraphie3

The publication of Feuillet's Choprégraphie in 1700 was the single

most significant event in the history of Baroque dance, for it made

available to dancing masters, students, and others throughout Europe a

system of notation for recording and preserving ballroom and theatrical

dances.} Feuillet's treatise was translated or adapted for use in at

least five languages, including English, German, Italian. Spanish, and

3. Raoul Auger Feuillet, Chorégraphie {Paris, 1700).

A facsimile

edition of this work was published by Broude Brothers (1968), and of

the 1701 edition by Arnaldo Forni (Bologna. n.d.).

4. For more information on Feuillet and his other publications see
Meredith Ellis Little, "Feuillet, Racul-Auger." The New Grove

Dictionary of Music and Musicians, 20 vols., ed. Stanley Sadie
(London: Macmillan, 1980), VI, 514-5,
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Portugese. Three subsequent %"editions" of the treatise wers published:
the "Seconde edition, augmentée®™ (1701), actually a reissue of the 1700
publication with tbe addition cf a four-page "Supplément™ of step

symbols plus a few other changes; a 1709 edition in which the text has

been reset; nut whic

u ifty eugraved plates from
the first edition; and finally a 1713 reissue of the 1709 edition.>

In 1706 two different English translations of Chorégraphie were
published, one by John Weaver, the other by the dancing master
P. Siris.5 It is not known which version appeared first. Siris's
translation was advertised in the London Gazette on 28 March 1706,7
while Weaver's version was in print before May 1706, when it was
mentioned in an ad for another Weaver publication.8 Neither book

refers to the existence of the other, at least directly, although Weaver

twice mentions other unnared translators in disparaging terms.9

5. In this study I use the term "second edition™ to refer to a
publication in wnich more than half of the text has been reset or
reengraved. If only the title page is new the publication is
described as a reissue. See Philip Gaskell, A New Introduction fo
Bibiiography, (O0xfoo~d: The Clarendon Press, 1972), 313~6.

6. Weaver's translation was entitled Qrchesographv, Qr., the Art of
Dancing by Characters and Demonstrative Figurss. It was printed by

H. Meere at the Black Fryar, and was to be sold by the French
bookseller P. Valliant. Siris's translation, The Art of Dancing.,

Demonstrated by Characters and Figures, does not mention a printer or
bookseller. A facsimile edition of the Weaver translation was

published by Gregg International Publishers in 1971, from a copy in
the possession of Mrs. Raymond Lister. Al least six other copies
are extant: GB Cke; Cu; Lbl; Ob - US N¥p; R. The Siris
translation is not available in facsimile. Copies known to me
include: A Smi - E Mn -~ GB Lbl (inel.) - US CAh.

7. Tilmouth, "Calendar,” 65. According tc the ad, the book was
available from R. Meares and A. Livingston.

8. The Post-Man, 7-9 May. 1706. The ad was for A Small Treatise,

discussed later in this chapter.

9. Weaver, Orch hy, fol. A4r,
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Weaver alsc states ". . . had I not first undertaken to make Mons.
Feuillet speak English, this character had yet a longer while remain'd a
Secret to this Nation,"10 a remark that seems to disregard Siris
totally. In support of Siris's primacy is the claim in the deportment
manual by T. Graham that "Mr. Syris iwas] the first who communicated
that knowledge to the English Nation,"11

Both translations are good, although cach has minor defects that
will be discussed below.12 Siris is more original in layout and
format, and presents the material more efficiently; ke also includes two
notated dances at the end of the book, a practice which Weaver adopts in
his second edition. Yet Weaver's translation seems to have won out; it
was taken over by the publisher John Walsh in 1708, probably at the same
time Walsh began issuing Isaac's dances.13 This is not surprising,
since Weaver was already a well-known figure, and his translation had
the support of the court dancing master and choreographer Isaac,
Siris's publishing connections were with the Amsterdam-based firm of
Roger, Walsh's chief rival; the only subsequent advertisements I have

seen for Siris's version occur in one of Roger's catalogues.1u Both

10. Ibid., fol. a.
11. T. Graham, The Use of the Art of Dancing, London (1717), 33.

12. A detailed comparison of these three treatises was the subject of a
master's thesis by Shirley Ritcheson [Wynnel, "Feuillet's
Choreographie, [sic] and Its Implications in the Society of France
and England, 1700," Ohio State University, 1965.

13. Walsh's first known advertisement for Weaver's treatise appeared in
the Daily Courant on 22 October, 1708. See William C. Smith. A
Bibliography of the Musical Works Published by John Walsh During the
zegzssjﬁgs-]zzg (London: The Bibliographical Society, 1948),
no. 280.

14, See Chapter I, footnotes 41 and 42,
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Siris and Weaver worked from the 1701 edition of Chorégraphie since

their translations incorporate changes made by Feuillet in his second

edition,

Jitle Pages

Feuillet's title, "Chorégraphie," (literally, "dance writing") has
been changed to %Orchesography" by Weaver, while Siris omits the éord
entirely, beginning with Weaver's subtitle, "The Art of Dancing." The
remaincder of Weaver's title page is similar to Feuillet's, with two
additions: Weaver mentions "Rules for the Motions of the Arms" (not
included on either the Feuillet or Siris title pages; and he adds a
Latin quote from Virgil's Aeneid 6: "Pars pedibus plaudunt Choreas"
{(some with their feet are beating out the dance). Weaver omits
Feuillet's reference to dancing masters (which Siris renders as "a Work
very useful to all such as practise Dancing, especially Masters"), and
calls his treatise "An Exact and Just Translation." Siris's title page
follows the original French more closely, the only substantial change
being the mention of the two dances which are included at the end of the

treatise.

Dedication

It is interesting to note that all three books are dedicated teo
dancing masters rather than the customary patron or patronessi usually a
member of the royalty or nobility. Perhaps Siris and Weaver were merely
imitating Feuillet; in any case, subsequent publications, both French
and English, resume the more normal practice. Feuillet's treatise is
dedicated to "Monsieur Pécour," composer of ballets for the Paris Opera

and one of the best-known and most prolific choreographers of his
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time.15 Weaver Jedicates his transiation to "Mr., Isaa~z." refering to
his M"Excellence in the Art [of dancingl® and his ®admirable
Compozitions.” The Siris translation is dedicated "To the
Dancing-Masters of this City and Kingdom." This rather vague phrase
relieves hiu of the obligatory lines of praise: what follows is more in

the nature of a preface, and will be discussed below.

Preface

Feuillet's preface includes a very brief account of the history of
dance notation, mentioning what he considers to be the first work of
this kind, Arbeau's Qrchesographie of 1588 (which Feuillet, however, had
not seen).16 He goes on to claim that he has invented all the signs,
characters, and figures in the book. {In fact, the notation system
which Feuillet used was apparently invented by the dancing master and
choreographer Pierre Beauchamp, to whom Feuillet gives no credit.) 17
The book's usefulness is touted since, he says, it will enable everyone
to read dances as easily as they read music. At the end of the preface
he mentions the two collections of dances, one by Feuillet and one by
Pé&cour, which usually are bound with Chorégraphie. He also promises
the publication of some more dances.

Weaver's preface, although based in part on Feuillet's, is not a
trans;ation of it, but is directe& to his English readers. Weaver

begins by discussing the Arbeau treatise, which he was able to examine,

15. Meredith Ellis Little, "Pécocur, Louis Guillaume," New Grove, XIV,
325.

16. The standard translation is by Mary Stewart Evans, with additional
notes by Julia Sutton (New York: Dover Publications: 1967).

17. Meredith Ellis Little, "Beauchamp, Pierre," New Grove, II, 323.
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and comments that he is disappointed, ". . . For tho' it might perhaps
have given the Hint to Mr. Beauchamp; yet it is nothing but an imperfect
rough Draught . . . ."18 There follows more discussion of Beauchanmp's
role in the invention of the notation system, which was "perfected™ by
Feuillet., He claims that Feuillet's system is so good that he has
followed it exactly rather than invent his own. Other translators are
criticized for not understanding the meaning of the original, thus
rendering it unintelligible; is this, perhaps, aimed at Siris? Weaver
also claims to havs translated all the French terms into English; in
fact, he has only translated the less common ones.

The next paragraphs concern the "perfection of Dancing in
England." Weaver mentions some of the most imporiant dancers,
choreographers, and teachers in addition to Isaac: "Mons. L'Abbe in
Ballet" (both his compositions and his performance); and the dancing of
Desbargues, Du Ruel, and Cherrier. Finally, Weaver defends his decision
to "make Mons. Feuillet speak English" because it makes this treatise
available to all, whereas prior to this only those who had access to it
privately were profiting from it.

As mentioned earlier, Siris does not provide a separate preface,
but includes what is usually considered prefatory material in his
dedication. He covers a similar range of topics: the advantages to be
derived from dance notation; crediting the invention of the system to
Beauchamp; and praise for the English dancing masters. He also cites
two advantages to be derived from his translation: 1) it will lead to
uniformity among dance students, so that, regardless of whom they have

studied with, students of one master will be able to dance with students

18. Weaver, QOrchesography, fol. Ak4.
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of another at Assemblies and Balls; 2) access to works of "the most
expert Masters" will help the dancing masters "form a good Gout." Siris
promises further publications: a treatise cn the courante and the
minuets; and collections of dances by Reauchamp. Pédcour, and others.
Apparently none of these was ever published. The Beauchamp dances would
have been particularly interesting, since only one dance known to be by
him survives.!9 Siris further states that he learned this notation
system from Beauchamp "above eighteen years ago" (i.e., prior to 1688),
and adds "it must needs be no small concern to him to see that another
has all the Honour and Advantage of what cost him so much Study and
Labcur, 20

Siris twice refers to the improvements he has made over Feuillet's

treatise, once on the title page, "Done from the French . . . with many

fed

lterations on the Characters"; and again in the dedication/preface: "I
have‘Design'd them [the notation symbols] af'ter a Manner more proper
than He . . . ." It is not entirely clear what he means by this;
however, his notational symbols are, I think, easier to read,
particularly because of his use of a wedge-shaped foot symbol rather

than a thin line at the end of the step.

19. This dance, a sarabande for a man, was in the collection of
Friderica Derra de Moroda (now at the Musikwissenschaftliches
Institut der Universitlt, Salzburg). The first page of the
manuscript is repreduced in her article, "Chorégraphie: The Dance
Notation of the Eighteenth Century: Beauchamp or Feuillet?" The
Book Collector XVI/4 (Winter 1967), 465. Another manusecript
choreography, "Rigaudon de Mr bauchand," may also be by Beauchamp.
See Regine Astier, "Pierre Beauchamps and the Ballets de Collége,"
Dance Chronicie Vi/2 (1983), 138-63, and the addendum in the
subsequent issue.

20. Siris, Daneing, [iil.
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Text

Feuillet's treatise can be divided into three parts for the
purposes of this discussion: part one (pp. 1-46) is an explanation of
terms and symbols; part two (pp. 47-86) is a series of tables
illustrating the varieties of each step, with no additional verbai
explanation; part three (pp. 87-106) is a miscellanesus section
including a birief discussion ¢f the various meter signs used for the
dances, some subtleties of notation, the use of the arms. and an example
of castanet rhythms. Weaver's translation of part one adheres closely
to the original; the layout of the books is similar, both in terms of
the amount of material on one page and the placement of diagrams.

Siris organizes the material into sixteen chapters, cach chapter
heading corresponding to one of Feuillet's subject headings. This
results in widely-varying chapter lengths, from one paragraph (chapters
2 and 16) to eight pages (chapter 6). Siris also uses a different
layout: all of the diagrams and examples of notations are removed from
the text (which wa3 typeset) and appear on a series of engraved plates.
Sinece the plates were printed separately; they could bhe inserted by the
binder within the text, or bound together at the end of the book.
Neither system is wholly satisfactory for the reader; even when the
plates are bound into the text, a certain amount of page turning is
necessary.

In the second section of the treatise (the step tables), we find

that Weaver again follows Feuillet almost exactly.21 Each step in the

21. Unlike Feuillet, Weaver's pagination is not continuous. Instead,
the tables of steps begin azain with page 1, allowing them to be
sold separately. An advertisement for Weaver's "Tables of the Siens
used in Dancing, price stitcht 5s." appeared in the Post-Man, 7-9
May 1706.
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tables is labeled, so there is no need for explanatory material (see
illustration 1). Siris condenses the forty pages of Feuillet's tables
into sixteen pages (plates 10-25), with a separate page of type-set
explanatory material for each plate. His layout in this sescticn works
very well; since the explanations for each plate fit on one page, they

can e bound facing the diagrams (see illustration 2).
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Illustration 1. Weaver, Qrchesography (i706), plate 1.

In section three, Weaver continues to follow Feuillet (although

with considerably more alterations). Siris omits a great deal of
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Fguillet's material, condensing twenty pages in the original to two
chapters with a total of five pages (two of text, three of diagrams).
And what Siris does retain is considerably rearrangei. Tnese changes
will be considered in more detail later.

At the end of Chorégraphie Feuillet mentions two coilections of
dances, his own Recueil and another one by Pécour. Although both these
collecticns have separate title pages, in most extant issues of
Chorégraphie the three volumes are bound into one. Weaver translates
Feuillet's remark literally, even though there is no companion volume of
dances at the end of the treatise. However, a collection of dances by
Isaac, notated by Weaver, was issued in 1706, and perhaps Weaver
intended for the two books to be sold together.22

Siris again displays his independence from Feuillet by inecluding
two dances at the end of his translation. (The plate numbers are
continuous, so it is clear that these dances were part of the volume,
and not simply bound in later.) The two dances, one English and cne
French, are Isaac's "Rigaudon" and Pécour's "Lz Bretagne" (which Siris
calls "The French Bretagne"), the latter first published in Paris in
1704, Siris explains his choice of dances as follows: <cince everyone
knows the "Rigaudon" already, it is a good dance to use as an
introduction to notation; and he claims the French dange is "Short,
Gentile and Easy" and a good model for English choreographers.

It is also worth noting that the 1706 collection of Isaac dances
mentioned above includes a different version of this rigadoon, and that

the second edition of Weaver's translation (e¢1722) included not only

22. A Collection of Ball Dmnces (London, 1706). No publisher is named,
and since the dances were not included in the Post-Map ad mentioned

above, perhaps they did nct appear until later in the year.
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this dance and "La Bretagne" but also another French dance, Pécour's
"Aimable Vainquer® (17C1), one of his most popular dances.23

In his preface Weaver reflers to those translators who "pretending
to meddle with Books of Art, and not understanding the Terms of Art,
give us such an odd Jargon, that we can never understand it without the
Interpretation of a Master, or having Recourse to the Origimnal it self¥
(fol. A4'). This may be an oblique reference to Siris who is less
inclined to translate every French term; yet even Weaver leaves several
step names in French, suggesting that these terms were in common usage
in England at this time. Siris proves to be more useful, however, for
in almost every instance where a Freﬁch term is retained he provides an
explanation. Furthermore, preceding the step tables Siris describes
eight of the steps, something neither of the other treatises does. The
following table shows, first, some terms which are translated by Weaver
but not by Siris; and second, the terminology employed by the two
English translations in the tables of steps. The table shows clearly

the greater use of English terms by Weaver.

23. The different versions of these dances are compared in Chapter VI.
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Table 2. French Terms and Translations2¥

ille Siris Heaver
cmbodtté emboettd inclos'd
signe en l'air Mark en 1fair Mark for the Foot up
echappé ou saillie echapré starting step
Iable des Iable of Iable of
Tems de Courante et Steps in a Courante, Courant Movements
pas de Gaillarde Steps in a Gaillarde and Galliard Step
Demy Coupés Half-Coupés Half Coupees
Coupés Coupés Coupee's
Pas de Bourée, Bourrée-steps or Bouree steps or
ou Fleurets Fleurets Fleurets
Jettées Jettés Bounds, or Tacs
Contre-temps Contretemps Contretemps or compos'd
Hops
Chassées Chassés Chasses or Drives
Pas de Sissonne Steps in a Sissonne Sissonnes or
Cross-Leaps
Piroliettes Pirouettes Pirouettes
Cabrioles, et Capers Capers, and Half-Capers
demie Cabrioles
Entre-chats, et Entre=Chats, and Entre-chats, or Cross-
demy entre-chats Half-Entre=Chats Capers

In addition to the changes in organization detailed above, a
number of other kinds of changes have been made in one or both of the
English translations. For ease of comparison I have grouped them into
the following categories: errors (translation, notation of cdance or

music); omissions and condensations; and additions.

Errors
There are very few errors in either of the English translations of
the first part of Chorégraphie, and those that do exist are for the most

part not significant. Siris's choice of words is sometimes more

24, I have preserved the original spellings in this table (although they
are not always consistent even within a single source). Elsewhere

in this study spellings are standardized unless otherwise indicated.
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ambiguous than Weaver's: "right" for bonnes, where Weaver has "true";
"backwards®™ instead of "behind" for deprriere; and "simple and compound"
ior gimple et double. Both English authors have trouble with Feuillet's
bas droit en avant (a straight [i.e., plain, unembellished] step
forward); Siris translates this phrase as "The Right Step is when the
Foot moves in a Right Line," while Weaver offers "A straight step, is
when the Foot moves in a right Line . . . ."

Notation errors in this section are also infrequent - and usually
insignificant. Where there are mistakes in the original (I am aware of
only two in this section) they are usually left uncorrected. However,
in at least one case Weaver improves on Feuillet: on p. 15 of
Chorégraphie the sign for sauté is given as J; when it should be

‘f ; Weaver gives the correct sign, while Siris has what appears to
be 2 conflation of both signs, although the lower flags may have been
partially removed.

Errors in the second section are also rare, particularly consider-
ing the great number of symhols included (over 530 in Feuillet). Such
is not the case. however, with the third section, especially in Weaver's
translation. (Siris has condensed this section so much that the
probability of errors has been greatly reduced.) Weaver seems somewhat
unconmfortable with the terminology of music. Feuillet uses the term
mesure to mean both meter (trois sortes de Mesures) and bar (un Pas pour
chaque Mesure); and temps to mean beat (un soupir pour un temps). Siris
translates these terms as "measure" and "time" respectively, and uses
them in the same way. However, in Weaver the word "time"™ means both
meter and beat. and in the discussion of rests in dance notation he

translates the French terms literally: "un quart de temps"™ = "a quarter
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time," ete., rather than using the more idiomatie "semi-quaver," etc.,
used by Siris.

Hovever, it is in the notated examples. both dance and music, that
the most errors occur. Weaver's musical examples contain several pitch
and other notational errors, and the notated dance phrases on pages 48
and 51 omit at least twelve modifying symbols. Furthermobe. the diagram
on page 51, which is meant to show how the rhythm of the steps matches

the rhythm of the music, is so poorly done that it is useless.

Omissions and Condensations

Both Siris and Weaver condense Feuillet's tables for reasons that
are usually easy to surmise. The tables are exhaustively thorough,
showing every possible permutation or variant of a given sequence or
step, and then repeating the information starting with the opposite
foot. Weaver condenses some of this material, and Siris ruthlessly
prunes away much of the excess. For example, in part one, Feuillet
devotes four pages to tables showing the changing of the five basic
positions of the feet (e.g., first position to second). He gives every
possible permutation, a total of ninety-six examples., Weaver chooses
forty examples, ten from each page, while Siris edits more radically,
giving only nineteen examples on one page. His selection is carefully
made and offers a good represeatation of Feuillet's examples.

The second part of Feuillet's treatise consists of eleven tables
of step notations on forty pages (with an additional four pages in the
1701 issue). The number of variations given for each basic step ranges
from four in the case of the galliard step te 106 for the coupé. The
types of variation include: changes in direction (backwards or to

either side, or turning while making the step); leg gestures (circular

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



motions in the air, beating against the supporting leg); and a movement
to other than the normal finishing position for the step (s.g., to 3rd
rather than U4th position). Although the total number of variation
techniques which Feuillet uses is not overly large, the possible
permutations are vast. Furthermore, Feuillet gives two examples of each
variation, one starting with the left foot and one witik the right. The
foliowing table shows the number of examples of each step included ir
each treatise:

Table 3. Step Tables in Feuillet, Weaver and Siris:

Number of Examples in Each Table

Feuillet Weaver Siris

Courante 16 11 11
Galliard 4 3 3
Demi-coupd 58 58 36
Coupé 106 106 53
Bourrée 94 94 71
Jeté 34 34 8
Contretemps 70 70 25
Chassé 10 21% 18
Sissonne 12 12 12
Pirouette 24 24 28
Cabriole 22 22 22
Entrechat 10 10 10
Waving Steps - 14 -
Supplement 70 1688 -

#Includes 10 examples from Feuillet's "Supplément"
&#%¥Includes 6 examples not in Feuillet

Weaver adheres closely to Feuillet, both in terms of the number of
examples and of layout. uccasionaily he gives only one version (right
or left) of each step variation. Siris again condenses Feuillet,
sharply reducing the number of variants in the tables of demi-coupés,
coupés, bourrées, jetés, and contretemps. No important variants seem

to ve omitted; Siris is simply relying on the reader's ability te

extrapolate or synthesize information already presented. For example,
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rather than showing the same step with one=-quarter, one-=half, three-
guarter, full, and one and one-half turns, Siris may give only one or
two of these variants. Likewise, he does not always inciude both

forward and backward versions of the same step. He also gives only one

example for each variation:

You must observe, that each Square contains only one Simple or
Compound=-Step, and I have not thought fit to Mark any one in
particular belonging to the Right-Foot, or the Left, because,
over and above that there is no Body who does not know that to
be a good Dancer, one must perform 2ll sorts of Steps equally
well with both Legs, this would give Occasiun to every One to
attempt Marking, of himself, the Step of the contrary Foot to
that which should be mark‘d on the Plate. This means I have
made use of to acquire, with facility, the Writing and Reading

of any Dance.25
His severe editing of Feuillet®s table of jetés (he inciudes fewer than
one-fourth of the original examples) is justified as follows:

It would have been to little purpose to have describ'd the great
Number of Jettés, which might be made Forwards, Side-ways or

Turning, since you need only add the Springing=Mark to all the
Half-Coupés, and they will immediately become so many Jettés in

like manner as all the Coupés will by adding the same Sppringing-
Mark to them, and not subjoining the second Step. For this
reason I have only set down some of them for Example.
In the tables of more complicated and difficult steps (chassés,
sissonnes, pirouettes, cabrioles, and entrechats) Siris includes all of

Feuillet's examples, and, in the case of the pirouette, he adds two

steps not in Feuillet (example 1).

25. Siris, Danecing, 31.
26. Ibid. ] 40.
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E N
Example 1. Pirouette steps in Siris which are not in Feuillet.’

Both Siris and Weaver incorporate steps from Feuillet's "Supplément"
into other step tables, particularly the table of chassés, In fact,
after his "Table of Chasses or Drives® Yeaver inserts a "Table of
Chasses and Falling Steps" which contains ten steps from Feuillet!'s
"Supplément.”" He also inserts a "Table of Waving Steps" which includes
Tourteen steps from the same sourcé. All told, Weaver inciudes
thirty-six steps from Feuillet's "Supplément"” and adds six steps which
are not in Feuillet, while Siris includes thirteen "Supplément" sﬁeps.
adding the two new variations shown above. Both English treatises omit
the examples showing changes of weight-<bearing from toe to heel, etc.,
and they alsc leave out many of the waving steps, Siris including only
two. These notations seldom appear in court dances in any case. Siris
also does not include any of the six steps added by Weaver, in spite of
the fact that several of them are used in Isaac's "Rigadoon."™ His
decision not to include any minuet steps may have been because of his
announced intention to publish a treatise on that particular dance.
Omissions of text can usually be explained as follows:

1) Redundant material (e.g., Feuillet, pp. 38-40). After explaining
how to telli the right fcot from the left in reading the notation,
Feuillet repeats the information for the left foot.

2) References which night not be meaningful to an English audience.
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For example, in section three Feuiliet includes musical examples from
several French operas. The music is not identified by title in the
English translations. Three other musical examples in Feuillet (all
from Lully operas) are omitted entirely by both Weaver and Siris.

3) Material which Siris may have intended to publish separately is
omitted from his translation; this includes Feuillet's discussion of the
ccurante and minuet, and also the section on the use of arms.

Both Siris and Weaver omit Feuillet's discussion of the use of
castanets in dancing. This discussion is illustrated by a 16-bar
notated dance to the "Felia" melody in which both arz movements and
castanet rhythms are given for the dance.27 (Feuillet does not
indicate whetlier castanets cculd be used in dances other than the folia,
e.g.» the Spanish entree.) Since this example is one of the very few
dances which includes arm movements (and the only one with castanet
rhythms) its omission from both English translations is puzzling.
Castanets were used in England, at least in theatrical dances, in the
late seventeenth century.za and although no English folia
choreographies survive, Tomlinson mentions a "Follie D'Espaigne" by
L'Abbe.29 One might also argue that since the use of castanets was
reserved for theatrical dances, and since Siris and Weaver intended

their books for an audience interested in court dances, the inclusijion of

27. All of the extant "Folia" choreographies are set to the later
version of the melody (see Richard Hudson, "Folia," New Grove, VI,
691). This melody can be found in a number of late seventeenth-
century English publications with the titlie "Farrinel's Ground® or
"Joy to Great Caesar."

28. Examples of the use of castanets in Restoration plays can be found
in Curtis A. Price, Music in the Restoration Theatre (Ann Arbor:

UMI Research Press, 1979), passim.

29. Tomlinson, Dancing, 145.
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this section was thought to be inappropriate. Yet both men include

other material which was found only in stage dances: capers, entre-
chats, and waving steps, to name the most obvious. Perhaps it was a
matter of taste, the English preferring to separate totally the noble

style of dance fi-om the exotic or "grotesque."

Additions

Although there are very few additions of material or ideas in the
English translations, those that do occur are of special interest for
the light they may shed or English dance practices and traditions. 1In
part one, Feuillet's discussion of springing steps (sauté&) is hardly a
model of clarity. Weaver improves this passage by distinguishing
between two kinds of leaps: a bound is a leap from one foot to the
other, while a hop is a leap on the same foot. Siris follows Feuillet
by using one term for both kinds of leaps; but he alsc improves the
sense of the passage by designating which foot does which action. This
is particularly important, because the notation for hops seems illogical
at first sight. As Siris states: "when there is a Sppinging-Mark, and
afterwards a M@ng,gn,lLALn « « « Lfor] the Right Foot, it signifies one
must Spring [hop] with the Left Foot . . . ."30

Siris makes another important contribution: his Chapter i7,
except for the first paragraph, is new material. He defines eight of
the basic steps, omitting only the galliard step, bourrée and caper.
Since Siris's step descriptioqs are the only ones in English until the
Essex translation of Rameau in 1728, I include them here in their

entirety.

30. Siris, Dapcing. 11.
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Now, as the greatest Part of the Steps in a Dance have no
peculiar Terms to express them by exactly in English, and that
it is next to impossible to give them suchk as will properly suit
with them, I have, in many Places, retain*d the French Terms,
whereof a short Explanation follows.

A Step in ths Courante is made by Bending, and Stretching out
the two Knees, at the same time that one Foot passes aside of

the other, and afterwards Slides upon some one of the Positions.

A Half-Coupé is made Ly Bending the Lwo Knees, at the same time
that one Foot goes aside. of the other; and afterwards by
Stretching them out in Rising on the Toes of the same Foot, upon
some one of the Posjitions.

A Coupé is a Compound-Step, made out of the Half=Coupé we have
been speaking of, and another Step either Beaten or Sliding, &c.

A Contretemps is alsc a Compound-Step, and when you are to.
perform it with your Right-Foot you must Bend. then Stretch out
your two Knees, and afterwards Spring upon your Left-Foot, at
the same time that your Right shall pass aside to Walk upon some
one of the Positions; and last of all you must make a Step with
your Left=Foot either Beating or Sliding, &c.

The Jetté& is perform'd by Bending your two Knees, at the same
time, that your Right-Foot passes aside of the other, and you
extend them by Springing, upon the same Foot, to some cne of the
Positions.

We commonly call the Chassé, where one Foot being found plac'd
in the Second, Fourth or Fifth Position, after having taken its
Movement on the Ground, or en 1l'Air, goes and places it self
directly in the Room of the other, by beating it either
Forwards, Baclkwards or Side-ways.

A Sissonne-Step is commonly made by Bending the Left-Knee, at
the same time that the Right-Leg opens outwards to Spring either
forwards or backwards to the Third Position, upon the two Points
of the Toes, and at the same instant you must Bend your two
Knees to rebound upon One, or the other Foot, in the same Place.

As for {he common Enire-Chat, it is perform'’d in the same manner
with the Right Caper upon the Third Position, but in Springing
you must remember to Cross before and behind with your Legs en
1'Air, two, three or four Times from the Fifth Position to the
same again, wherefore we distinguish the Entre-Chats into 3, 4.
5, 6 and 8, because every time that you open your Legs in the 2d
Position, and Cross them in the 5th en 1'Air, it must be
reckon'd for two Beatings.31

31. Siris, Dancing, 31=3.
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Although in his list of steps Siris omits the pirouette, he does
define it in the explanatory notes to the tables: FOpening the Leg, and
Crossing it behind to Pirouetter, or Whirl about on the two Points of
the Toes half-round,"32

Six of the sixteen steps in Weaver's "Suplement of Steps" are not

found in Feuillet's step tables:

minuet step with a bound balancé ("to Ballance")
bourrée with a bound contretemps with a bound
sissonne with a contretemps contretemps with a slide

The first of these is used frequently in the minuvet section of Isaac's
"Chacone" for a solo woman, but to my knowledge is not found in French
or other English choreographies.33 The balancé is found frequent’y in
both French and English dances. Perhaps it was omitted by Feuillet
because it is comprised of two demi-coupés, usually requiring two bars
of music, and thus was considered as two separate steps rather than a
single step-unit. The remaining four steps are singled out by Weaver
because of their occurrence in Isaac!s "Rigadoon,™ where they

%, « « give a particular grace to ye dance, which ye common way of
performing them would not do; and it is to Mr Isaac we owe the so
frequent use of them here since they are seldom, or ever found, in any
other Dances whatsoever."3u The steps are indeed used in Isaac's
"Rigadoon," the first one in particular appearing twenty-four times.
Yet some of these steps were not unknown to the French; Weaver's

contr2temps with a bound is used in two of the theatrical dances in

32. Ibid., [u8].

33. This step-unit is the same as Feuillet's "menuet a la boémienne® but
with a jeté replacing the last step.

34, Weaver, Qrchesography, [88].
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Feuillet's 1700 collection, and the countretemps with a slide appears in
Pécour's "Bourrée d'Achille" of the same year,3%

In summary, Weaver adheres closely tc Feuillet with only a few
exceptions, namely: 1) he includes two additional tables incorporating
steps from Feuillet's 1701 "Supplément™; 2) his own supplement of steps
draws on Feuillet's supplement but also includes six steps not in'
Feuillet, some of which Weaver implies are unique to Isaac; 3) he omits
scme of Feuillet's theatrical steps. Weaver's translation is somewhat
more accurate than is Siris's, at least in parts one and two; hkowever,
his third part contains many errors, perhaps a result of hasty
preparation for the press.

Siris, on the other hand, condenses heavily, both in the tables in
part two and in the text of part three; he also expands the chassé
table, drawing on Feuillet's supplemeitt; and he includes the important
"Jetté sans sauter" wﬁich Weaver omits, Hcwever, he does not give a
supplement of steps, which means the minuet step is not included in his
treatise; also omitted are some of the theatrical steps which Weaver
does include. His decision to omit Feuillet's duplication of step
symbols for both right and left feet, as well as his omission of many of
the minor variants for the easier steps, suggest that Siris was
impatient with the pedantry of the French model. Yet this is a
thoughtful and at times original work which deserves more attention than

it has received, both in the eighteenth century and today.

35. Witherell does not comment on the use of this variant, which appears
only in the da capo section of the dance, mm. 3 and 7 (Pécour, 14).
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Zhe Second Edition of Weaver's Orchesography

A second, undated, edition of Weaver's translation was published
by John Walsh in late 1721 or earliy 1722.36 The title page of this
edition follows the layout of the 1706 edition, and is similar in other
respects except for some slight changes in punctuation and a greater use
of italic or secript style of letters. The Latin motto has been omitted,
and in its place the following note appears:

N:B:To this Edition is added, the Rigadoon, the Louver, & the
Brittagne, in Characters, with the Contents, or Index; tiie whole

Engraven: and likewise may be had where these are sold, 20
Dances in Characters by Mr. Isaac, in one Vollume.

The imprint reads:

London: Printed for, & Sold by In2 Walsh, Musick Printer, &

Instrument Maker to his Majesty, at the Harp, in Catherine

Street in the Strand; & In® Hare at the Viol, & Flute, in

Cornhill, near the Royal Exchange.
A number of changes have been made in the prefatory material. The
four-page dedication to Isaac has been omitted, and, in the preface, the
paragraphs referring to Isaac and other dancers and choreographers
activa in 1706 (more than a page of text) have been removed. The
subseriber's list has also been deieted, along with the list of errata

which was at the bottom of the page (although the errors have not been

corrected in the second edition). New to the second edition is a

36. This date comes from an ad in the Post-Boy for 10-13 February 1722
which describes the work as "Just publish'd." See William C. Smith
and Charles Humphries, A Bibljography of the Musical Works Published
by the Firm of John Walsh duping the Years 1721-1766 (London: The
Bibliographical Society, 1968), no. 617 {(which, however, omits the
phrase "just published"). At least five copies are known; some of
them may be of a later issue, discussed below: F Po - GB Les; Ob =
US CAh; Ws.
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two-page table of contents which follows the preface. The text of the
treatise follows the first edition almost exactly, although it, like the

prefatory material, has been engraved rather than typeset. Several

o

plates from the first edition are re-used {pages 29; 20, 33; and 28) and
the entire forty-two pages of plates illustrating the notation of the
vairious steps are also reprinted here unchanged except for being
numbered consecutively. Walsh does make one correction in the second
edition: the list of tables preceding the step notations {(page 45 in
the 1706 edition) now includes "0Of Chassees, and Falling Steps."

The three notated dances mentioned on the title page have been
added at the end of the treatise, bringing the total number of pages to
120. Two of these, Isaac's "Rigadoon® and Pécour's “"Bretagne," are the
same dances which appeared at the end of Siris's iranslation. The
"Louver" is Pécour's "Aimable Vainqueur" (1701), one of his best-loved
and most enduring dances. (Neither of the Pécour dances is identified
by choreographer.) Isaac's "Rigadoon" is printed from the same plates
that were used in the 1706 Collection of Ball Dances notated by Weaver.
The notation and engraving styles do not match that of the two French
dances. The latter adhere closely to the original French versions (much
more so than the Siris edition of the "Bretagne").37

At least two different engravers prepared the plates for the
Second edition. The vast majority of the plates (pages 6-i44 and 88-100)
use a script-like italic style in which the Roman and italic typefaces
of the first edition are reversed (illustration 3b). The prefatory
material {pages iii-vi) and pages 2-5 of the treatise follow the

typeface styles of the first edition, and the italic style is less

37. The editions are compared in Chapter VI.
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seript-like than in the subsequent pages (illustration 3a). On page 45
the engraving style matches that of the opening pages (ill. 3a), but the
typefaces are reversed as in 3b. One possible explanation for this
anomaly is that Walsh did in fact engrave the first edition at some
point after he took it over from Meere, using the reversed typeface
style found in most of the second edition. After Isaac's death Walsh

—~

decided to reissue the work, and for this he had the preliminary
material re-engraved, as well as the first five pages of the treatise
(perhaps to give it the appearance of a new edition?) He also corrected
the error on page 45 mentioned above. The three dances could have been
added at any time in this sequence of events. However, in the absence
of such an "interim" edition this hypothesis remains unprovable.
Walsh's second edition was reissued in 1730 or later with two
small alterations to the title page: John Hare's name and address have
been removed. and the Walsh catalogue number 160 has been added.38
According to Smith and Humphries, Walsh's collaboration with the Hares
had ended by about November 1730, and after this time their names were

usually erased from the p1ates.39 Catalogue numbers first began to be

added to Walsh publications sometime after 172740

38. Smith and Humphries, Bibliography, no. 618. At least four copies of
this issve are extant: E Mn - GB Lrad - US CAh (another example);
Wer. Copies listed in footnote 36 which I have not been able to
examine, and which therefore may be of this issue, include F Po - GB
Les - US Ws. The destroyed British Library copy was also a reissue,
and should be listed under Smith/Humphries no. 618, not 617.

39. _I_m.! Vii-Viii, XVi.

40, Smith, Bibliograchv, xxiii.
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Heaver: A Small Ireatise

In 1706, shortly after the publication of Qrchesography, John
Weaver also published A Small Treatise of Time anc Cadence in
Qggging.“1 This small 12-page booklet is a translation of Feuillet's
"Trajté de la Cadance [sicl,™ included as part of the introductory
naterial to his 1704 Recueil de dances, a collection of thirty—théee
theatrical dances by Pecour. Feuillet's text is three pages long.
followed by four pages of examples. Weaver spreads the text out over
8ixX pages, but follows the original layout for the examples.

No credit is given to Feuillet on Weaver's title page; however, in

an introductory paragraph he refers to Qrchesography and goes on to say

but having since met with a more correct and perfect Method of
Monsieur Feuillet's, . . . in which are several Rules and

Examples, for a more exact and nice Obszrvation of the Time,
LCadence, and Measure; . . . I thought a Pub;ication of this
latter would not prove unacceptable . . . .42
The remainder of the text is a straightforward translation from the
French. The musical and dance notation examples have been retained,
with the music being re-notated in treble clef.
Weaver's assessment of Feuillet's treatise is correct: one of the

most crucial aspects of dance reconstruction is, of course, the

relationship of the dance step to the music--what dancers refer to as

41. The Post-Man for May 7-9, 1706, contains the following ad: "This
day is published, A Treatise of Time and Cadence in Dancing

e o« « 38." The imprint is the same as for QOrchesography, except
that the French bookseller is now listed as Isaac Vaillant instead

of P, Valliant. The only known copy of this publication is at GB
Lbl. A facsimile is included in the Gregg Publishers/Dance Horizons
editicn of cgraphy.

42, Weaver. Small Treatise, 3.

G?ﬁ es
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'timing'. This aspect of notation was given only a minimal amount of
attention in Chorégraphie. and, as was mentioned earlier, Feuillet's
most important example was reproduced so poorly in Weaver as to render
it useless.

Feuillet's "Traité" begins with a discussion of rhythmic notation
showing that all meters can be reduced to duple or triple:

172 bar of C = 1bar of 2 1 bar of 6/4 = 2 bars of 3/4

1 bar of 12/8 = 4 bars of 3/8

He then discusses the ways in which dance steps are to be fitted to
measures of duple and triple meter music; this is followed by two pages
of examples (24 examples per page) showing a variety of combinations of
musical rhythms and dance notations. Each example contains one bar of
music with the beats numbered 7,2 or 1,2,3; the same dance step is shown
for both duple and triple meter examples. Numbers corresponding to
those in the music appear in the dance notations showing precisely where
the beats occur. While these tables do answer certain questions,
especially with regard to jumping and hopping steps as well as to some
of the elaborate theatrical steps involving leg gestures and pirouettes,
many questions of rhythmic interpretation arise in the choreographies
which are not resolved here.

Weaver's translation is accurate and clear. However, as in
Orchesography he translates temps as "time" rather than beat.
Feuillet's term pas double [two steps occurring in one beat] is omitted
by Weaver, but his explanation and notation is unambiguous. Accom-
panying the first dance couplet in Feuillet (set to an entrée from
Lully's Amadis) is an elaborate description which explains how to count

the beats and emphasizes the impeortance of counting "without
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interruption and equally [evenlyl] if it is possible.®™ A second dance
couplet, set to the "folia"™ meiody, illustrates the same principles in
triple meter. Weaver remcves the accompanying text from these dance
couplets, transfering it to ancther page. He also condenses it
considerably, suggesting that he nad greater confidence in the musical
abilities of his readers than did Feuillet.

Weaver'!s two pages of examples contain a great many errors Qf the
kind seen already in Qrchesography. Mistakes in the musical notaticn
are less serious, since they usually invclve wrong pitches rather than
rhythms. (Weaver omits all of the ornament signs in Feuillet's musical
examples.) There are several mistakes in the dance notation in the
second table, although again in most cases the proper execution can
often be deduced from the context, or by referring to the companion
example. More serioué, however, is the misplacement of the numbers
above the music to which the dance steps correspond. Since the correct
rhythmic alignment of step and beat is the primary purpose of this
treatise, Feuillet is very careful, both in the one-bar examples and in
the longer dance phrases, to align properly the beat numbers with the
music. Weaver'!s errors occur in measures with dotted rhythms, mostly in
triple meter examples. He consistently aligns his beat numbers with the
notes, rather than with the pulse:

F E ? instead of
or 1 2 instead of 1 2

P f Foor
It is not clear whether this error is a result of careless proofreading

on Weaver'’s part. or whether he misinterpreted Feuillet's examples,
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Surely Weaver understood the difference between meter and rhythm. But
one wonders how many provincial dancing masters were teaching their
students the disjointed version of the "Folla" which would result from a

literal interpretation of Weaver's example.

e —— —— Sp——————— S et e

Although the English country dance is outside the scope of this
study, the genre deserves some attention for the way in which it fits
into the picture of dance in England as a whole. The English country
dance of the sescond half of the seventeenth century was performed by
many couples at once, and for the most part did not use a rigidly
prescribed step vocabulary. By this time any direct connections with
the presumed rustic origins of the genre had long since disappeared, and
country dances were very much a part of couri{ balls, along with the more
formal minuets and other danses a deux. Accounts from the period
describe private balls and assemblies where country dancing lasted for
six hours, or even all n:x'.ght.l13 Country dances were introduced tc
France from England in the 1680's and, in somewhat Frenchified versions,
became extremely popular. These dances {and their successors the
cotillion and quadrille) eventually supplanted the danse & deux in
polite society, the minuet alone surviving this onslaught,44

The forwét of country dance publications in England remained the
{

43, Dudley Ryder's diary entry for 16 June 1715 describes a dance
lasting from 6 PM to midnight. In an anonymous treatise dated 1727
the autkor recommends dancing "from Dinner Time tiil Supper Time,

which will be about six Hours" (A Mechanical Essay on Singing,
Musick, and Dancing, 45).

B4, For more information on the history of this genre see Guilcher,

Contredanse.
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same from the first edition of Playford's Dancing Master in 1651
throughout the eighteenth century.u5 The music for the dance was

printed at the top of the page with a set of verbal instructions for the

dance underneath (see example 2).

(1)
Upona Summersday  Loxgmayesforfix ¢ ¢ &

& &
et e
ke XK -
Leade up alla D. ferwardsand back, fecand tumne  The men take all hands, and the womenands meer all 2 P,
S._=. Thatagaine 2, back agzine ; the firfk on each fide goe nnder theorhers sres
ontheir awne fide, and meet below _s_ Hands agayne.and the
nexe Cu as much 3 Hands againe , and the next Cu. as

Sidesall, fecand wrne fingle . Thacagaine 2 Ashefore -2

Armesall feandtume S = Thitagaine s Asbefore -2,

.. Example 2. The English Dancing Master, 1651.

The first known attempt to notate English country dances with
symbols was made by the French dancing master André Lcrin, using a
system which combined floor patterns and letters to represent step
names. Eleven contemporary English country dances notated im this
system are preserved in two French manuscripts from the 1680's.46

4 somevhat different approach to the notation of country dances is

45. See Margaret Dean-Smith, Playford's English D&ns.ing_._&tMa er 1651
(London, 1957), for a facsimile of the first edition and a study of

the subsequent history of the publication.

46. The manuscripts are discussed by Jean-Michel Guilcher, "André Lorin
et l'irvention de l'&criture chorégraphique,™ Revue d'histoire du

thedtre XXI (1969), 256.
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found in Feuillet's 1706 publication, Recueil de contredances.47 A
modified system of chorégraphje is used in which the floor patterns are
shown, along with occasional symbols for steps or other motions or
gestures (see example 3). Feuillet's treatise is dedicated to the
Duchesse of Maine. 1In his two-page preface he acknowledges that the
English were the inventors of the country dance; thus he has included a
number of their dances "engraved as they are danced in that country"

(gravées comme elles ont &té dansées dans le pais). He attributes five

17
es Manches Vertes puge. ¢
: _F,j //erc

q P

B

Exampie 3. Feuillet, Regueil de contredances, 1706.

47, A facsimile edition was published by Broude Brothers in 1968.
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of the dances in the collection to the French dancing master Voisin, and
Feuillet himself has contributed three.

The text of the treatise occupies the next twenty-six pages.
Included here are the basic principles of the notation system: <f{loor
patterns ard symbols for steps and gestures, as well as a detailed
explanation of the progressive figuresbeharacteristic of aimest all of
the country dances from this period. Symbols taken from court dance
notation include tae signs for bending. rising, Jjumping or springing,
and turning., Notation is given for the following steps or step-units:
jeté, saut contretemps (demi-contretemps), balancé, pas de rigaudon, and
reverence (honor).48 Surprisingly, Feuillet does not mention the
minuet step, although there are two minuet country dances in his
collection, "Menuet de la Reine" and "Menuet du Chevalier.”

Other notation symbols introduced by Feuillet include those for a
number of miming gestures which are not part of the court dance
tradition: stamping with the toe, heel, or flat foot one or more
times; the lunge or estocade used in fencing; clapping your own hands or
those of your partner; making a threatening or beckoning sign with the
index finger; turning one or both wrists "as when you wind thread."

The text ~<f the treatise is foilowed by thirty-two country dances
notated by Feuillet in his modified system of chorégraphie. At least
half of these dances are based on country dances in various editions of
Plzayford's Dancing Master, although in some cases the figures have been
considerably modified by Feuillet.

In 1710 the dancing master John Essex published an English

48. The notation for the pas de rigaudon differs from that in court
dance treatises: the "foot in the air" sign following the first hop

is omitted. This variant is used consistently in both the Feuillet
and Essex collections of country dances.
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translation of Feuillet's Recueil de contredances entitled For the
Further Improvement of Dancing.*S The complete title page reads as
follows:

For the Furthur Improvement of Dancing, A Treatis of Chorography

or ye Art of Dancing Country Dances after A New Character, In
which The Figures Steps, & Manner c¢f Performing are describ'd, &

nstrated in an Easiz Msthod zdanted te the Meanest

ws Pulas Domo:
E;p;;;:;.ug;;;;;i:;;; from the French of Monsr. Feuillet, and
Improv'd wth. many additions, all fairly Engrav®d on Copper
plates, and a new Collection of Country Dances describ'd in ye
same Character by John Essex Dancing Master.

Essex's title emphasizes the didactic material rather than the
collection of dances, no doubt a reflection of the fact that he has
included only ten dances in his publication (vs. Feuillet's thirty-two).
His statement, "Improv®d wth. many additions," is somewhat misleading;
since Essex adds nothing to Feuillet's text and omits several passages.
(Perhaps the additions are his own country dances which appear in place
of those printed by Feuillet.)

Essex dedicates his translation to the Duchess of Bolton, who was
Henrietta Crofts (c1682-1730), youngest natural daughter of James, Duke
of Monmouth and Eleanor Needham. He states that her illustrious name
will help protect his "Curious and Novel" undertaking. He also refers
to her excellence as a dancer, a common theme in dedications of this
sort.

The two-page preface is by Essex, not a translation of Feuillet's

preface. Essex first states that country dancing, ¥the Product of this

g, At least four copies of the Essex translation arc extant: GB Lbl;
Les; Lrad - US NYp. A facsimile edition of the British
Library exemplar, in which the plate size has been enlarged
approximately 25%, was published by Gregg International/Dance
Horizons in 1970.
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Nation," has spread throughout the courts of Europe, and is also found
in "Publick Assemblies."™ He credits Feuillet with inventing the
notation system, and Weaver with the "First Translation." (Here, Essex
is speaking of the 1700 Cherégraphie rather than the 1706 Recueil, but
he does not make this clear to his readers.} Finally, he mentions the
five French dances which he is ineluding, stating that "all the rest are
my own Composing."50
Essex's translation of Feuillet's treatise is surprisingly

faithful to the French text, considering that he was writing for an
audience which was already familiar with the mechanies of country
dancing. He does omit the last three pages of the original, Feuillet's
tedious explanation of how one fits the music (available in a separate
volume) to the dance. Of more significance is Essex's omission of a
passage in the section "Advice concerning ye steps that best sute with
Country Dances." In this section Feuillet makes some suggestions
concerning the choice of appropriate steps, since even in notated
country dances most of the steps are not specified. The Essex trans-
lation is given below; I have supplied in brackets the passage he
omitted.

The most ordinary steps in Country Dances (those excepted that

are upon Minuet Airs) are steps of Gavot, drive sidewaysl,]

Bouree step and some small Jumps forward of either Footft in a

hopping manner, or little hopps [similar to those which are used

in the "Cotillon.® where partners taks hands, which I will call

here demi contretemps;] in all round Figures as the preededing &

following are, one may make little hopps or Bouree steps but
little hopps are more in fashion.51

50. One of these five dances, "A Trip to the Jubilee,™ first appeared in
Playford's 1701 edition of the Dancing Master. None of the dances
in Playford's collections are attributed.

51. Essex, Improvement, 15-16. The original French reads "certains
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Feuillet is referring here to the anonymcus dance "Le Cotillom,"
published in 1705. The notation of this step in the dance is the same
as the "saut contretemps® in his treatise:

demys contretemps
or

saut contretemps
Essex may have omitted this passage because he did not understand the
reference, or because the dance was not known in England. Yet this
passage is significant for the light it sheds on the performance of a
court dance step, the contretemps de menuet or minuet hop, to be

discussed in Chapter III.

Subsequent Editions of Essex's Izggglg&ign.

The use of Feuillet notation to record country dances apparently
did rot become widespread in England; Playford's successora and their
competitors continued to publish country dances throughout the
eighteenth century using verbal descriptions. Nevertheless, Essex's
translation was apparently reissued several times: in the Jatler
no. 271 (January 1711) is an advertisement for a second editiorn with six
new country dances. And a third edition was advertised in March 1712 in
several issues of the Spectator, and again in January 1717 in the Post
Mgg.52 No copies of either are know: to have survived. However, the

work was reissued in folio format (with pages about four times the size

petits sauts en avant tant d'un pied que de l'autre en forme de
cloche pied semblables i ceux que l'on fait au Cotillon, aux

endroits cu l'on y donne la main, que j'appelleray ici des demys
contretenps.”

52. The last of these references is from Tilmouth, "Calendar," 96.
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of the 1710 publication) sometime after the death of Queen Anne in
August 1714.53 Tne terminus a guo is established both by the imprint,
in which Walsh is listed as "servant to his Majesty:"™ and by a new
dedication to "Her Royal Highness the Princess of Wales,™ King George's

daughter-in-law Caroline of Ansbach, wife of the future George II. No

terminus ad guem can be established, althougn it is reasonable to assume
that Essex would have wanted to curry favor at court as soon as was
decently possible after the mourning period for Queen Anne. Smith
suggests a date of 1715, but this is based on his mis-reading of a
notice on the 1716 L'Abbe ball dance, the "Princess Anna".54

The text of Essex's new title page is identical to the 1710
edition through the phrase "Engrav'd on Copper plates".55 It con-
tinues, "with a Collec:tion Of Country Dances, and a New French Dance
Call'd the Princess's Passpied Compos'd and Writt in Characters by John
Essex.™ At the end of the imprint Essex adds that at his house are
taught "all the Ball Dances of the English and French Court.® In his
new dedication Essex apolcgizes for approaching the Princess when her
thoughts are "Employ'd upon the Princely Education of your Illustrious
Issue."” He goes on to praise her example to her children and to the
Court, where she has M"retriv'd the English Gallantry., which for these
late Years has beeu Entirely Neglected." This is apparently a reference

to the court balls which the Prince and Princess of Wales held in the

53. The only known copy of the folio edition is at GB Lbl.

54. Smith, Bibljiography, no. 478. The notice in question, which appears
in Smith no. 494, reads "ye Art of Dancing Demonstrated by
Characters and Figures," and is almost certainly for Weaver's
translation of Chorégraphie rather than for the folio edition of
Essex.

55. The title page is reproduced in Smith, Bibliography, plate 23.
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beginning of the Hannoverian reign.56 In contrast. dances at court
were infrequent during the last yeérs of Queen Anne's reign, perhaps due
in part to her frequent attacks of gout. Essex speaks highly of
Caroline's dancing, and suggests that her patronage and encouragement
will raise the art of dancing to its "highest perfection. The preface
of the 1710 edition is omitted.

This issue contains the entire text and the ten dances included in
the 1710 edition, but with the origimal plates run off four to a page,
so that the eighty-eight pages of the original are reduced to twenty-
two. Essex adds five new country danc2s and the "new French dance"
mentioned above, his only known danse 3 deux. The original plates
appear to be unalteréd except for the spelling of the country dance
title "The Tost"™ which has been changed to "The Toast."

In 1711, a year after the Essex translation first appeared, Walsh
issued another dance publicaticn; E. Pemberton's An Essay for the
Further Improvement of Dancing. The similarity between the titles was
surely intentional and, like the Essex work, this one uses the modified
Feuillet notation to record dances for larger groups, in this case three
to twelve women. However, since the work has almost no explanatory text
or other didactic pretensions, it will be discussed in Chapter IV.

In the next sixteen years a large number of dance-related
publications appeared in England. These include two theoretical works
by John Weaver; deportment manuals by Graham, Essex, and an anonymous
author; and nearly fifty choreographies, *the bulk of the Znglish

repertoire. Yet in spite of all this activity the Weaver translation of

56. In addition to the Dudley Ryder diary and Beattie, George I, see
Spencer Cowper, ed., The Diary of Mary Countess Cow » (London:
John Murray, 1864), 47.
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Feuillet remained unchallenged as the guide to dancing. A new dance
treatise; the first wholly original one to appear in England, was
written in the 1720's by Xellom Tomlinson. but its publicaticn was

delayed by the appearance of another English translation.

Antroduction

The importance of Rameau's Le Maitre 3 Danser (1725) te our
understanding of Baroque dance style has been stated repeatediy by dance
historians.57 It provides the first comprehensive verbal descriptions
by a French dancing master of the various steps and step-units. as well
as detailed information about the arm motions which accompany the

steps.58 A companion volume, Abbrégé de la nouvelle methode, was

also published in late 1725 or early 1726. It offers Rameau's revisions
to Feuillet's notation system, particularly with regard to the timing of
certain steps, and updates certain of Feuillet'!s older steps with newer
versions.?® No English translation of the Abbrégé was published,

nor is it referred to in any of the subsequent English writings on
dance.

Le Maitre has been available to Engiish-speaking readers for over

57. Subsequent editions appeared in 1734 and 1748. A facsimile of the
first edition was published by Broude Brothers in 1967.

58. Gottfried Taubert's monumental (1176-page) :reatise, Rechtschaffener
Ianzmejster oder griindliche Erklirunz der Franzésischen Tanz-Kunst
(1717), includes similar information. See Angelika Gerbes,
Gottfried Taubert on Socjal and Theatrical Dance of the Early
Eighteenth Century, (Ph.D. disszrtation, Ohio State University,

1972; Ann Arbor, Mich.: University Microfilms, 73-200%).

59. Abbrégé was published in facsimile by Gregg International
Publishers, 1972.
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fifty years through Cyril Beaumont's generally excellent ftransla-
tion.80 However, the treatise was first translated into English and
published in 1728 by the dancing master John Essex, who had previously
translated Feuillet's 1706 country dance treatise into English in 1710.
As in his earlier translation, Essex adheres closely to the format and
anntents of the original, with a few important exceptions which will be
discussed beiow. His title page (transcribed in full below) is more
informative than Rameau's. Essex describes the contents in some detail,
including a referenc: tc the "™Minuet-Figurs." and recommends the werk
to, among others, "those which keep Boarding-Schools." Rameau's
illustrative plates were re-engraved for the Essex translation by
G. Alsop. Essex apparently published the work himself, although it was
also available from the bookseller J. Brotherton. No price is given on
the title page, but it is listed in a Walsh catalog (c1730) for
£1. 1s.61 At least seven copies of this edition are extant.62

The work was reissued in 1731 (Essex describes it as a second

edition, and for the sake of clarity in the following discussion I will

60. The Dancing Master (London., 1931), reprinted by Dance Horizons in
1970. The information in Beaumont!'s introduction continues to be
cited in the current literature (including the New Giove), in spite
of the fact that it contains a number of errors. Some of these
errors are corrected in my subsequent discussion of Essex's
transiation of Rameau.

61. Smith and Humphries, Bibliography, nc. 607. The authors erroneously
assume this publication to be Essex's 1710 translation (or the

subsequent folio reissue)} of Feuillet's contredanse treatise.

62. The RISM entry, much in need of revision, lists the following
copies: GB Ob; US SMh, Wer. To these should be added the
following: GB Les; Lrad (2 ex.); and a copy formerly in the Cole
collection. Catalogue of the Jack Cole Collection of Books and

Pictures on the Dance: Part I, Sotheby Parke Bernet auction
catalogue, 16=17 July 1979, no. U416.
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do likewise). There are minor changes to the title page, the addition
of approbations by Pécour and L’Abbe, and a new version of one of the
plates. All of the other plates are identical to those in the first
edition, and the remaining text appears not to have been reset.63
Another issue of this second edition, with the identical title page and
text, but with mostly new plates, was published in 1733 oi- later. This
issue will be considered in detail below.
ince the Essex translation is not available in faesimile, the

title page is transcribed here. Changes in the second edition are
indicated as follows: square brackets enclose text that has been
altered; within the brackets, text appearing before the slash is from
thie 1728 title page, after the slash, from the 1731 edition; a blank
space before or after a slash indicates that the text in question did
not appear in that version. Certain detalils of layout, capitalization,
and use of italics were also altered in the second edition, but no
attempt has been made to reproduce these here.

The Dancing-Master: or. The [Art/whole Art and Mysteryl of

Dancing Explained; [Wherein/And] the Manner of Performing all
Steps in Ball-Dancing [is made easy by a new and familiar
Method/made short and easyl]. In Two Parts. The First, Treating
of the proper Positions and different Attitudes for Men and
Women, from which all the Steps are [to be/ ] taken and
performed; adorned with instructive Figures: [With/And] a
Descripticn of the Minuet-Figure, shewing the beautiful Turns
[and graceful Motions/ 1 of the Body in that Dancel./: As
also the Manner how Men and Women ought to walk gracefully with
a genteel Behaviour upon all Occasions. Likewise the
Ceremonial, as used at the King's Great Ball, and of behaving
genteely at Regulated Balls.] The Second, Of the Use and
[graceful/agreeable] Motion[ /s] of the Arms [with the/and] Legs
in taking (thne/their] proper Movements[ /'] and forming the
[Contrasts, with/Contrast. Withl Figures for [the/their] better

63. RISM lists two copies of this edition at US R, but they are in fact
two different issues. Other copies, not in RISM, are at GB Lbl; US
CAh; and A Smi.
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Explanation[. The Whole containing Sixty Figures drawn from the
Life, and curiously Engraved on Copper Plates./; in Sixty
Draughts: done from the Life, and Engraved on Copper Plates.]
Done from the French of Monsieur Rameau, by J. Essex,
Dancing-Master. [ /The Second Edition.! London Printed, and
Sold by him at his House in Rood-Lane,; Fenchurch-street; and

Jd. Brotherton, Bookseller, at the Bible in Cornhill.
[M.DCC.XXVIII/M.DCC.XXXI,]

Although most of the changes in the second edition ssem minor, an
important addition is the sentence calling attention to "the Ceremonial,
as used at the King's Great Ball."

Facing the title page in the second edition is a page of "appro-
bations," the eighteenth-century equivalent of today's book-jacket
testimonials. The first of these, dated 1 January 1725, is by Pé&cour,
and is a translation of his approbation which appears in the French
original.5u The second approbation, dated 10 December 1731, is by
"Mr. Labee, Court-Master to the present Royal Family."

As in most Arts and Sciences, so in Dancing, there is a certain
Rule or Methed; as a Standard which all Masters may safely go
by; and I take this Book, entituled [sic] The Dancing-Master, to
have laid down those Rudiments by which all genteel Dancing may
be attained: I also advise all Masters to follow: these
Precepts, that Scholars, when they change their Master, may not
be put into a contrary Manner by such a Change.
The book is dedicated' to "Mr. Groscourt," author of "The Ecchoe,"

the first of the figure dances in Pemberton's 1711 collection.65 The

dedication identifies Groscourt as among the "[first] Masters of our

64. A translation by Beavmont is included in his introduction (Dancing
Master, [viil).

65. It is interesting to note that a number of English dance treatises
and collections are dedicated to dancing masters rather than members
of the royalty or nobility. This would seem to suggest that more
financial support was forthcoming from the dancing masters (and
perhaps their pupils) than from the traditional patrons.
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Profession." Essex says he has kaown Groscourt for many y-crs, and
praises his "easy Manner of Teaching" which has produced fine "Scholars
of both Sexes."56

A ten-page preface follows in which Essex credits the French with
a "peculiar Genius" for dancing, and praises the Rameau treatise. He
goes on to give short biographical sketches of a number of prominent
English dancers and dancing masters, in many cases the oaly such
biographical information we have about these figures. They are, in
order: Mr., Weaver, the late Mr. Isaue, Monsieur L'Abbe, Mr. D'la Garde,
Mr. Firbank, the late Mr. Shaw, Mr. Caverley, Mr. Ayiworth, and finally
Mrs. Booth [Hester Santlow]. Essex's preface is followed by his
translation of the original French preface.67 It is clear that Essex
has used the latter as a model. Rameau, after discussing the purpose of
the treatise and the value of dancing, goes on to mention some of the
most prominent French choreographers, dancers and composers. Essex does
not have a subseriber's list,

Rameau's treatise is divided into two parts, the first containing
forty-two chapters which cover the basic foot positions, bows, and
steps; and a second part with eighteen chapters on arm movements for the
various step~-units. (Only sixteen chapters for part two are listed in
Rameau's table of contents.) Essex follows this format exactly, except
for his division of Rameaut's last chapter into three separate chapters.

Since Essex's page size is somethat larger than the French publication

66. The implication here is that Grecscourt has taught primarily
amateurs, an impressiocn reinforced by the fact that no pupils of

his, either professional dancers or members of the nobility, are
menticned by name, either here or elsewhere.

67. For another English translation, see Beaumont, Dancing Master,
Xi=xv.
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he manages to fit the same material onto 160 pages, rather than 271 as
in the original.

Essex makes very few changes in Rameau's text, even whern it might
Seem reasonable for him to do so. (For example, Rameau's derogatory
remarks about country dancing in chapter twentv-five might understand-
ably have been omitted by the translator of a country dance treatise and
composer of a number of such danzes.) Essex is inconsistent in his use
of English vs. French terms fur step names, perhaps a reflection of
current practice in England. He retains the more common French terms
such as coupé, ccurante, bourrée, and rigaudon as did Siris and Weaver
in 1706.68 Essex also does not translate "sissonne™ (Weaver
translated this as cross-leap); but the step sequence for the pas de
gaillarde, (assemblé, pas marché, pas tomb&) is given as "a joined
step, a walk, and a falling step." Rameau's varying and confusing
terminology for the demi-jeté (translated by Essex as half-bound),
includes the terms jeté échappé and demi-coupé &chappé, the latter
appearing in Essex as "easy bound" and "tack or bound"”
respectively.69

Essex occasionally omits passages of Rameau's text. perhaps
because he thinks they will not be of interest to his English readers.
Tn the discussion of the ceremonial ball at court (ch. 16), Essex
deletes the sentence referring to "Monseigneur et Madame la Dauphine"

and other members of the French royalty; similarly, a reference in

68. Beaumont's translation retains the French step names throughout;
however, Rameau's "sur la pointe™ is silently altered to "sur la

demi~pointe."®

69. This puzzling step will be considered at greater length in Chapter
VI.
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chapter eleven to the Tuileries (as a place where one would be bowing in
publiiec) is omitted by Essex.

In the course of his treatise Rameau refers to ten French ball
dances, seven of them as illustrations of specific steps or as examples
of dances in which particular arm movements are appropriate. (The other
three dances are courantes, no longer a fashionable dance in Rameau's
time.) The seven non-courantes are all by Pécour, and were originally
published between 1700 and 1706. Five of them were renotated by Rameau
in the second part of his Abbrégé, and two, "La Bretagne" and "Aimable
Vainqueur," were also published in England by Siris and Weaver. Essex,
like Weaver, refers Lo the latter dance as the "Louvre." Essex retains
most of Rameau's references, but omits both mentions of "La Bacchante”
(1706), suggesting that this dance may not have been known in England.

In his translation of the text which accompanies the two plates
oritted from the English edition, Essex does not always make the
necessary adjustments. In chapter twelve, ¥0f Honours backwards;" the
numbers (1) and (2) refering to the accompanying [missing] figure have
been deleted from the text, but not the phrase "as the Figure
represents." Likewise, in the text accompanying the [missing] plate of
the King's Great Ball, Essex deletes a sentence describing the illustra-
tion, but neglects to remove a later reference, "as shewn by the Figures
(1) (2) (3) (4)."

Occasionally Essex corrects a mistake made by Rameau; the most
important of these occurs in the description of the minuet figure and
will be discussed later. Errors made by Essex include occasicnal
mistranslations, although the correct word is usually clear from the

context. Arabic numerals used in the text to refer to a specific arm or
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foot position in the plate under discussion are sometimes missing (from

either text or plate).

E1,L-_
Included in Rameau's Le Maitpre were a number of engraved plates

illustrating various aspects of the text. Most of these plates were
drawn by Rameau himself (they are signed F. Rameau fecit at the bottom)
although a few were by J. Denis. The plates inelude a frontispiece,
showing a dancing lesson in progress; the often reproduced "grand ball"
scene; six plates showing the floor patterns for the minuet; three
plates depicting the motions of the shoulders, elbows and wrists; and
forty-eight plates in which one or two dancers illustrate some aspect of
the dance-=-a total of fifty-nine plates.7° Some copies of each

edition of Rameau's treatise irneiude an extra plate numbered 74. This
plate, which I have labelled 7T4b, is very similar to 74[al, but is
labelled "Figure preste 4 faire le tems de Courante," a caption which
also appears on plate 215 with a different illustr'ation.71 The plates
for the first English edition were ergraved by G. Alsop; only twenty
five are signed (either G. Alsop Delin, or G. A. Delin), but all are in
the same style. For the most part they adhere rather closely to

Rameau's engravings, although they lack the charm and naivete of the

70. The plates in surviving copies may not always appear in the same
order, since they were printed separately from the text and the
entire book was usually sold unbound. The plates were numbered to
show the page opposite which they were to be bound.

71. Copies which contain this extra plate include the following: 1725
edition, US NYp; 1734 edition, US NYp; 1748 edition, GB Lrad - US
We; Library of the University of North Carolina at Greensboro (ne
RISM siglum), hereafter refered to as GN. (I have been unable te
inspect or find accurate bibliographical information on a number of

other copies.) In the GN exemplar plate 74[b] bears faint traces of
the circular inscriptions surrounding the arms in plate 215.
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latter. (As Witherell has pointed out, the value of drawings made by a
danecing master, no matter how unsophisticated artistically, should not
be overlooked.)72

Essex may have been working from a Rameau copy with the extra
plate mentioned above, since his title page promises "Sixty Figures.®
Nevertheless;, only fifty-seven plates are inecluded in the first edition
of the English translation. And although the title page of the second
edition again promises "Sixty Draughts™ and includes a specific
reference to the "Ceremonial 2s used at the King's Great Ball,™ neither
this scene nor the other plate omitted in the first edition is
included.”3 One change was made, however: plate no. 7 (%The first
positon”") has be2n re-engraved. Although the figures are similar, in
the second version the heels seem to be slightly closer together, the
dancer's shadow is to his right, and the hands are moved closer in to
the center of the bedy.

Another issue of this second edition appeared in 1733 or after.
Although the title page and text are identical to the second edition
Jjust discussed, only seven diagrammatic plates (four minuet plates, and
the three plates illustrating wrist and arm motions) have been retained.

Fifty new plates, most of them signed by G. Bickham Jr. and dated 1732

72. Anne Witherell, "Pierre Rameau's French Menuet," (Master's project,
Stanford University, 1973), 67.

73. Beaumont accepted Essex's claim and apparently did not count the
plates, for he states that the edition contains sixty plates
(Dancing Mastep, viii). Fletcher tries to justify this diserepancy
by claiming that because three of the plates contain two people
rather than one, there are in fact sixty "figures," i.e., people.
But this reasoning does not hold up, 8ince there are nine diagram-
matic plates with no people, and thus only a total of fifty-~one
figures (Forty Books, no. 30).
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or 173_, replace the Alsop plates.74 In addition, the two plates

which Alsop did not engrave, the "first movement of the bow forwards"
and the grand ball scene (dated 1733), appear in the English translation
for the first time. Only three copies of this issue are known to have
survived: the copy used by Beaumont in 1931 for his edition {present
wherabouts unknown); a copy in the Sibley Library, Eastman School of
Music; and a copy in Jackson Library,; University of North Carolina at
Greensboro.

Even a super{icial comparison of the Alsop and Bickham piates
supports the conclusion reached by Beaumont, Witherell, and others, that
the latter are far superior artistically to Alsop's, whose dancer seems
overweight and clumay. with disproportionately large arms and hands,

And since Bickham's plates are anatomically more accurate, such crucial
information as correct foot positions and arm placements can more easily
be observed. However, Bickham's plates go beyond artistic superiority
and anatomical accuracy: they introduce a new element of variety not
found in Rameau's plates, and only occasionally in those by Alsop. In
the Le Maitre plates we see the same dancer, whose wig, overcoat, shoes,
and facial expression remzin unchanged. In the Bickham plates, however,
the artist seems to be deliberately introducing as much variety as
possible. Wig length and style varies from plate to plate; sometimes
there is a curl which comes over the right or left shoulder. HNeck bows,
gloves, sleeve ruffles, and patterned stockings appear and disappear
unexpectedly. And the male dancer's coat has a disconcerting way of

opening and closing in the middle of a sequence of steps (see, e.g8.»

74. The existence of this other version of the second edition was first
pointed out by Beaumont; he was unaware of the other two copies
discussed below.
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ex. 9a-5d below).

Angther important detail in which Bickham's drawings differ from
those of Alsop is in the hand position. The hands in Rameau's plates
are usually slightly open and relaxed; and he twice cautions the reader,
"if the Thumb was to press one of the Fingers, that would shew a
determined Motion. which would cause the upper Joints to look stiff, and
prevent that easy Motion which the Arms ought to have,"75 Alsop's
hands are similar to Rameau's. However, in Bickham's plates the thumb
and index finger are frequently touching, resulting in a more closed
hand position (although it is still possible to be relaxed), but with
the little finger often separated and pointing away from the rest of the
hand (see the examples below). This hand position, used consistently by
Bickham, may well represent an English style distinet from the
French.76

A comparison cf the Rameau and Bickham grand ball engravings is
also of interest (examples 4a and 4b). It is clear that Bickham has
copied the French version, although a number of details have been
simplified. The ornate wall and ceiling decorations have disappeared,
there is much less detail in the faces and clothing of the courtiers,
and the corchestra has been reduced from =zighteen to thirteen players.

Otherwise the illustrations are very similar, and there is no reason to

75. Essex, Dancing Master, 56. On page 116 is a similar warning. "if
the Thumb was to touch one of the Fingers, it would make the Motion

more stiff."

76. This hypothesis is supported by the plates in Tomlinson's Art of
Dancing (1735). A similar conclusion was reached by Shirley Wynne,
"Reconstruction of a Dance from 1700," Dance History Research:
Perspectives from Related Arts and Disciplines, Proceedings of the

Second Conference on Research in Dance (New York: CORD, 1970),
31=3.
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assume that Bickham's engraving was meant to represent a typical English
court ball, Indeed, in Essex's translation the reference to "the end of
the room . . . which is near the musicians" ("qui est du cdte de
170rchestre"), has been changed to "which is by the Musick Rccm," from
which we can infer that the position of the musicians in the engraving
does not reflect English practice.’’

Essex corrects two errors in Raicau's description of the figures
of the minuet.78 However, a mistake in the plate "The fifth Figure of
presenting the Right Hands" was overlooked in the Alscp engraving. In
his text, and in the diagram in plate 88 (example 5a), Rameau states
that the couple should make one turn ("en faisant un tour entier®"). Yet
the floor pattern shows them turning sae and 2 half times around, which
will put them on the wrong sides of the room tc begin the left hand turn
as it is described in the following plate. In other words, the position
of the dancers at the beginning of the left hand turn should be as

follows:79 NEQ

o>

This error is not fatal to the dance, since the partners can make
less than a full turn in the following figure, or they can reverse their
positions later in the dance. The Alsop diagram is almost identical to
that of Rameau, and Essex makes no comment in his translation about the

problem; it is only in the Bickham engraving that the error is finally

77. Rameau, Le¢ Maitre, 50; Essex, Dancing Master, 29.

78. Some differences between Rameau's description of the minuet and
Essex's translation are pointed out by Hilton, Dance, 308.

79. Hilton .oces not comment on this discrepancy, and has followed the
floor pattern rather than the text, showing the left hand turn
beginning with the dancers reversed (Dance, 304).
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Example 4b. Essex, Dancing Master (173?), copy B2

(1725)
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corrected (ex. 5b).80

A careful comparison of the three sets of Bickham plates reveals
that three different states are represented. Alterations were made on
at least twelve of the plates, alterations which are not found in all
three copies; and one plate has been completely re-engraved. For the
purposes of this discussion the three copies are identified as follows:
B1, Sibley Library, Eastman; B2, Jackson Library, UNC-G; B3, copy used
by Beaumont, present whereabouts unknown. All three copies include the
seven plates taken from the first Essex edition mentioned above. B1 and
B2 each contain fifty-nine plates, but four of the plates in B2 differ
from their counterparts in B1. (The plates in question are 50[bl,
50{cl, 108[c], and 127[bl.) Beaumont's copy, B3, was apparently missing
five plates; of the remaining fifty-four plates; ten differ from both Bl
and B2, and three differ from B1.81

Several types of changes are found, ranging from the relatively
insignificant addition of a hat or removal of a shadow to the more
important alteration of the position of one or both arms. In order to

evaluate these changes it was necessary to determine which copy was the

80. Tomlinson's fleoor pattern for this figure shcws that the turn is to
be done once around only, and in his chapter "Of the Mistakes in
Dancing of a Minuet" he reminds his readers that in the right- and
left-hand circling figures the dancers must return to their original
positions (Dameinz, 138).

81. The plates lacking in Beaumont's copy are as follows: the
frontispiece, "The First Position" (Beaumont's Fig. 2), "The Second
Attitude of the Bow Backwards" (Fig. 16), the grand ball scene
(Fig. 20), and "A Man and Woman making their Honours to Dance" (one
of two such plates, the second of which is Beaumoat's Fig. 22).
Figures 2 and 16 were reconstructed for Beaumont's edition; however,
the plate which should precede Fig. 22 was not included, and
Beaumont altered the text so that its omission would not be
noticeable.
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original and in what order the revisioﬁs were made. The answer was
provided LUy copy B2. A closc cxamination of two of the plates which it
has in common with B3 but not with B1 (108c and 127b) reveals faint but
unmistakable traces of the original arm positions as they exist in copy
B1. These traces occurred because the plate was not completely hammered
out when the revisions were made. Thus this copy represents an
intermediate step between B1 and B3 and establishes the chronology
B1->B2->B3. Table U4 summarizes the changes which have been made.

The first version of plate U2b {reproduced as the lower figure in
Hilton, page 167) i3 signed simply "G. Bickham Sculp.™ The plate in the
Beaumont copy is also signed "G. Bickham Invt Sculp." The absence of
the "jun" from both copies may indicate that they were engraved by the
senior George Bickham, 82 Perhaps it is significant that it was this
plate that was engraved twice in some of the Rameau copies. There
appear to be no substantive differences between the two engravings,
although in B3 the hands are rotated slightly towards the front.

Plate 50b is the only one which exists in three different states:
a large numeral "4" has been added near the words "Step Aside" in both
B2 and B3, engraved in the former and either re-engraved or added by
hand in B3. (The numbers are not as carefully formed in the latter
copy.) A full explanation of this anomaly, which seems to suggest that
the B2 plate postdates the B3 plate, will not be possible until the
Beaumont exemplar is located; or a fourth copy with Bickham plates is
discovered.

The omission of the hat in plate 50c was clearly an oversight,

82. According to Witherell, the two Bickhams were careful to distinguish
their respective engravings ("Minuet," 67, fn. 4).
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since it appears in the Rameau and Alsop plates (and in order to present
both hands one has to do something with one's hat!). In plates 56b and
57 the shadows have been altered to show more clearly which foot bears
the weight of the body.

In the eight remaining plates listed in Table 4 alterations have
been made to one or both arms. The importance of the arms in Barogue
dance should not be underestimated; according to Rameau, ". . . how well
soever a Dancer may perf'orm with his Feet, if Lkis Arms are not easy and
graceful, his Dancing willvappear heavy and dull, and by consequence
will have the same Effect as a Picture without its Frame."83 Thus
these changes may be significant either as examnles of an English style
of dancing, or as illustrations of a refinement of the French style
which was inadequately depicted in previous plates. I have chosen five
examples which are representative of the types of changes which were
made. In addition to the reproductions of the plates (examples 6-10) I
have quoted Rameau's instructions for the arms where appropriate.

Exampies 6a-6d show the four versions of the "Second attitude
after the Spring" (Essex 99b). Except for the varying placement of the
shadow 2aud the lowering of Rameau's right toe, ihs position of the feet
and body is similar in all four plates. Alsop’s righl arm secus
slightly more bent than Rameau's, and his right hand position is also
more open. In the first version of the Bickham plate (6c), both the
left arm and hand are considerably more rounded, while the right hand
adopts the characteristic Bickham hand position described above. In the

revised version of this plate (6d), the left arm has been opened out and

83. Essex, Dancing Master, 114.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



raised, agreeing more closely with the Rameau plate, although the focus
has not been altered. The left hand position now matches the right.
The same step is shown in plate 152c¢ (the only step for which Ramean
provides two sets of plates) and the alterations made to the latter are
very similar to ths ones in S9b.

The types of alterations made in plate 105 show a similar
consistency. Although a different step»is being illustrated, the arms
in this plate are almost identical to those in 99b, and again the
alterations in B3 are very similar.

Examples 7a-7d show the four versions of the plate "The Second
Attitude of the Chassée in the Babet." Here again the arms are not
dissimilar to those in example 6 (although the step is different).
Rameau's description of this arm position is translated by Essex as

follows:

They [the chassées] are also made sideways, as I have observed
in the first Part. of which there are two Figures which express
the Movements [plates 105 amd 106]. It's enough in this Step to
have the Arms extended: For Example; if you take it returning
to the left Side, the right Leg ought to rise more than the left
Arm and Shoulder, though both are extended, because the Arms in
this Step serve for a Ballance; but nevertheless there should
be a little Acticn of the Wrists at the first Movement to
prevent a Stiffness that would appear without some .84

In Alsop's plate both arms are somewhat more bent than in Rameau, while
in B1 and B2 the same left arm rounding and changes in both hand
pesitions can be seen. The alterations tc this plate in B3 (ex. 7d)
consist of straightening out the left arm aund altering the left hand

position (along with shortening the glove). It seems clear that only

1 & - - ~ - 3 v
the interference of the edge of the plate kept this arm from

84, Essex, Dancing Master, 158.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

97



qnleld
|“|||‘l0|! .

L

18

The vecond (ltitrede afér‘ the J}J(‘t)y )

(™

(")
=

had
£

3

2

s

&
E"\ﬂ

Deuxizme attitude ayant Saute

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

Example 6b, Essex, Dancing Master (1728)

Example 6a. Rameau, Le Maftre (1725)



99

“(3y8Ta) €4 pue (1Jo9T) 29/19 sotdoo ut aeadde Aayy se souandty sues syjz :p9 pue 09 sardurexy

JOIT ayz usgfr aumpsog, puossg  6¢ -Suf

ety

&
N

TS
11\

AN
\S

S ISSSONNTT

\\\\‘1‘\

.\m«»h\\« 2y .\.&\“ .\\Q\\.\\\N.\ Jrees sy .»N(C..

ﬁ pronpeta s

TPRERRE P H U] fere

ey

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



100

(8cll) ISISER SUTOUE] ‘Xessy *q/ osyduwexy

Al

A .

— Mool

anp,

wor

(G2LL) 8I3Fe 3 ‘neewrey °e/ orduexy

2qvq D) 2
2550y TP aM&MNNN\QQ \Bmw.&%amd

‘1 1N 2 vLNVIWD

TSN B! R WA

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



101

Fig 41. Second Posture of the {hassé in La Babette

|

r4 b Bmapboy

the same figures as they appear in copies B1/B2 (left) and B3 (right).

Ty focond (itade of the Chgliée i the Sabet.

Examples 7c and 7d
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corresponding more closely to Rameau's drawing.

Examples B8a-8c show the three figures £ the saillies or é&chappé
(in performance, the first figure or position returns before the third,
S0 that the actual sequence would be 8a, 8b, 8a, 8e¢). Alsop's plates
adhere closely to Rameau'’s, and are not reproduced here. Although in
the Rameau pliates the arms do not seem to move throughout the sequence,
two different arm positions are shown in the Bickham plates
(exs. 9a=9d). 1In the original Bickham copy (B1), all three figures show
the bent arms and close hand position seen in 9a and 9b. In copy B2,
the first and second figures have bent arms, but they are straightened
in the third figure (the sequence is 9a, b, d). Note that in the last
plate the little finger haa been curved in. And in the third exemplar,
B3, the sequence of plates is 9a, ¢, d; the bent arms of the first plate
have been lowered in the second (9¢) and perhaps curved slightly
forward.

Rameau's description of the arms for this step, again from the

Essex translation:

. « . When you begin, having the Feet in the fourth Position,
and by consequence one Arm in Contrast, that Arm must then
extend turning downwards, and the other come upwards; but no
Change must be made at the second Hop: Afterwards in making the
Third wg%ch is a closed Step, let both Arms fall by your Side

While this description is not entirely clear, it does seem to suggest
that once the arms are in opposition for the first hop (8a or 9a) there

is no movement of the arms until the final assembl& (not shown by

85. Essex, Dancing Master, 159.
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Rameau). Thus the changes introduced by Bickham would secem to be in
error, Yet Rameau's own plates also seem not to adhere to his
description, as they certainly do not represent opposition.

According to Rameau the arms in plate 127b should be unchanged
from the previous plate, except for the opening of the hands. In the
first version of the Bickham plate (B1), the arms are bent upwards,
similar to the arm position in exs. 9a and 9b., The revised plate, in
copies BZ and B3, straightens the arms in accordance with Rameau's text.

One of the most dramatic changes in the Bickham plates is seen in
examples 10a=-10d, showing the opposition of the right arm to the left
foot. Alsop, as usual, follows Rameau's drawing closely, although his
right arm is a bit higher than Rameau's, and the dancer's focus seems
less directed towards the opposing arm (10b). In the first Bickham
version (10c), the right arm has opened to the side, the focus is now
away from this arm, and the left arm has lowered, with the left thumb
and forefinger touching. 1In tﬁe revised version (10d), all semblance of
a rounded opposing arm has been dropped. The right arm appears to be
extended backwards with the hand closed and the little finger extended.

Rameau's description of the opposition of the arms is as follows:
", . . the right Arm (6) is opposed to the left Foot (7) which is placed
before; the right [i.e.; left] irm (8) extended and drawn back as well
as the Shoulder, which makes the Opposition just and according to
Rule.™ 1Is it possible that the translation error in Essex [Rameau
correctly describes the arm numbered (8) as "gauche®™] is responsible for
the drastic alteratiocons made in the Bickham plate? Certainly the right
arm of example i0d could be described as "extended and drawn back"; and

this would explain why the altered Bickham plate deviates so greatly
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from the others. (No such radical change has been made to plate
126/Fig. 50, the mirror image of this plate.)

The alteraticas which have been made on the Bickham plates can be
summarized as follows: when both arms are invoived, the bent elbows are
straightened out, resulting in a lowering of the forearms. When only
one arm is involved, the change is from a rounded to a straighter, more
extended shape, in most cases bringing the engraving closer in line with
Rameau's original drawing. In every case, Rameau's relaxed hand
position has been replaced by the tighter and more artificial shape
described above.

The existence of the Bickham plates raises a number of questions.
First, of course, is why Essex thought it necessary to have a completely
new set of plates made. Beaumont suggested that “dancing had grown more
sedate, and hence the exaggerated gestures and positions represented in
some of the older plates had adversely affected the sales of the
book."86 But Bickham's plates are no more sedate than Alsop's;
furthermore, neither Ramezu nor Tomlinson saw fit to alter their plates
in subsequent editions published anywhere from nine to twenty-three
years after the original.

An even more puzzling question is why no reference to these new
plates appears on the title page. It is possible that Essex intended to
include the Bickham plates in his second edition (hence the new title
page calling attention to the grand ball ceremony), but that for some
reason he decided to release the second edition before the Bickham

plates were completed, and thus was forced to re-use the Alsop plates.

86. Beaumont, Dancing Master, ix.
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L'Abbe's approbation, with its recommendation that all dancing masters
follow this treatise for the sake of uniformity, would certainly have
meant a great deal to Essex; and perhaps he was afraid of delaying
publication of the second edition for fear that L'Abbe might change his
mind.

There is one event which might explain Essex's actiens (his
apparent haste to publish the ™unimproved" second edition, his
recommissioning of a better set of plates, and the variety to be found
in these plates): the impending publication of Kellom Tomlinson's JThe
Az;,gg.ﬁgng;gg. Although this treatise did not appear until 1735, the
work was apparently completed in the mid-1720's and publication was only
held up due to lack of subscription funds.87 Essex would surely have
been aware of the fact that Tomlinson had commiszsioned a series of
elegant plates to illustrate his treatise from some of the finest
engravers active in London. This knowledge may have been responsible
for Essex's decision to have the plates in his transiaticn re-done for
the second edition. Furthermore, the threat of a competing dance
treatise may explain why the Bickham plates were revised: Essex was
concerned not only that his publication be as accurate as possible, but
that it reflect the "English stylie," which Tomlinson's was sure to do.
This hypothesis implies that Essexfs concern for accuracy was motivated
by commercial rather than artistic goals; yei regardless of the

motivation the results are no less valuable.

87. The fomlinson treatise is studied in detail in Chapter III.
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Chapter III

THE ENGLISH DANCE TREATISES

Although England was the only country outside of France to publish
a sizable number of notated choreograpaies, almost all of the English
dance manuals during this period were translations of French works. It
was not until 173% that an original English treatise on dancing
appeared, Tomlinson's The Art of Dancing. This was followed in 1738 by
Bickham's An Easy Intrcduetion to Dancing, a short treatise on the
minuet. This chapter will focus primarily on the first of these two

works because of its significant contributions to our understanding of

English dance style.

Tomlinson: IThe Art of Dancing (1735)

Introduction

Tomlinson's treatise is the only comprehensive dancing manual
written by an Englishman, and is thus of great value, not only for its
information regarding dance in England in the first third of the
eighteenth century, but for information which supplements that given by
Rameau, particularly with regard to the timing of the steps.l The

book was published in 1735, although.the text may have been written ten

1. This assessment of Tomlinson's significance is shared by a number of
dance historians. Yet Tomlinson may not have been as important a
figure as we would like to think. His lack of court connections and
professional performing experience. the omission of his name from
prefaces to other dance publications, and his inability to attract
more than twenty-two dancing master subseribers may be indications
that he was not well regarded by his contemporaries, Thus it is
possible that the differences between Tomlinson and the French
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Years earlier; a second edition, essentially unaltered, appeared in
1744.,2 In the following discussion I will compare the treatise with
the Rameau/Essex volume discussed in the previous chapter, paying
particular attention to differences between the two works which may
illuminate aspects of English baroque dance style. I will alsoc propose
that the thirty plates of dancers, which make this work the most -
attractive of all the eighteenth-century dance treatises, were not part
of the original design of the book, but were added by Tomlinson in an
effort to compete with the Essex translation.

What little we know about Tomlinson is provided in the preface to
his treatise. He began his apprenticeship with Mr. Caverley in 1707,
finishing in 1714, which would establish his birthdate at ¢1693. Duriug
this time he also studied theatrical dance with tg;‘¥;ench dancer René
Cherrier, a frequent performer on the London stage (¢1699-1708) who was
cited by Weaver in 1706 as one of the four best performers in England.
However, there is no evidence that Tomlinson himself had a carcer as a
performer, as his name appears in none of the records associated with
the London stage. Between 1715 and 1721 he composed and published seven
ball dances, one each year, and the first six of these were reprinted as
a collection in 1720. Tomlinson changed lodgings frequently during the

early years of his career: the title pages of the six dances give three

treatises (particularly Rameau) represent an individual rather than
a national style. Furthermore, Tomlinson's impact on the subsequent
history of court dance in England is difficult to assess, since only
one choreography published after 1735 has survived.

2. At least seven copies of the first edition survive: GB Lbl; Ob; RAD -
NL DHgm - US CAh; NYp; Wem. There are three copies of the second
edition: E Mn - GB HAdel - US LAc. A facsimile edition of the
British Library exemplar was published by Gregg International/Dance
Horizons in 1970.
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addresses, and each edition of the treatise has a new address as well.
Tomlinson's biographical sketch also mentions his twe scholars,
John Topham and Miss Frances, the latter performing the "Pazsacaille de
Scilla, consisting of above a thousand Measures or Steps:; without making
the least Mistake."™3 His 1717 ball dance, "The Submission," was one
of the dances performed by the twc Sallé children during their engage-
ment at Lincolns Inn Fields that year.u Tomlinson ends his preface
with a short history of his name: he was originally known as
"™™Mr. Kellom," a corruption of his true first name Kenelm, but following
his apprenticeship he was called by some "Mr. Tomlinson." Hence, to
avoid confusion, he wishes to be known by both first and last names.
Although Tomlinson's treatise was not published until 1735, he
claims on the title page that it was "the ORIGINAL WORK/First Design'd
in the YEAR 1724"; and he includes the testimony of various witnesses
that the work was completed well before the publication date. At the
front of the book is a statement datsd 12 February 1728 by Joseph
Sandys, Gent., and Henry Carey, Master of Music, that the treatise was
"design'd and composed . . . in the Year 1725 . . . we having seen the
said Work in the Year above mentioned, . . . [it was] intended for the

Press as soon as his Subscription was full . . . ." Similar statements

3. Tomlinson, Dapg¢ing, fol. b. According to the London Stage, a Miss
Francis danced a new passacaille at Lincolns Inn Fields on March 19,
1719 and again on April 27 of the same year. The only extant
choreography with this title is a Pécour solo for a woman published
in his 1704 Recueil ». 20, a dance which Tomlinson cites three times
in his treatise., However, since this dance is only 219 measures
long, Tomlinson was either referring to avother dance or exaggerating

the talents of his pupil.

4, For more information on this event, see the London Stage entries for
this period, and Emmett Avery, "Two Children on the English Stage,

1716-1719," Philological Quarterly XIII/1 (Jan. 1934), 78.-82.
Neither source was aware of the existence of the Tomlinson dance.
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appear at the end of each of the two books of the treatise by the
dancing masters Alex. and Joseph Jackson, who claim that they examined
the work on 27 January 1727/8 and found it to be the same as the
published form. The reascn for these testimonials is made clear in the
preface: in an advertisement in Mist's Journal: 13 January 1728,
Tomlinson first learned of the impending publication of Essex's

translation of Le Maitre i danser.

This gave me no small Surprize, having never before heard of
either any such Book, or Author. Had it been my Fortune to have
kaown, either before, or after I undertook to write on this Art,
that such a Book was extant, my Curiosity would certainly have
led me to have consulted it; and had I approved it, 'tis highly
probable, I should have given the World a Translation of it:
with some additional Observations of my own.5
As further proof that his book was completed prior to 1728,
Tomlinson cites his first advertisement in Bepington's Evening Post, 15
October 1726, "two Years and three Months, before ever the Translation
of Monsieur Rameau's Book was advertised . . . "; and he mentions six
more advertisements placed in various newspapers during the next twelve
months. Tomlinson's response to this unsettling news was two-fold: he
immediately secured the testimonies of the four men cited above, znd he
placed another advertisement in the Mist's Journal of 27 January 1728,
accusing the rival publication of plagarism.
Tomlinson's text may well have been completed before 1726, and
internal evidence supports this statement. However, it seems likely
that of the thirty-five plates in the published version of the treatise

only the five lettered plates (A4, E, I, 0, and U) were completed prior

to 1726. As I mentioned above, the thirty numbered plates depicting

5. Tomlinson, Daneing, fol. B3'-Bi.
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dancers were added by Tomlinson after 1728 in an effort to compete with
the translation of the Rameau treatise. Furthermore, the first set of
plates is preceded by an explanatory page dated June 26, 1735, and the

date 1735 also appears on the first page of text under the coat of arms.

Ihe Treatise

Dedication. The treatise is dedicated "To the Right Honourable
Catherine Viscountess Fauconberg," one of Tomlinson's former students
whom he taught "for some Time." Catherine, whose maiden name was
Betham, married Thomas Belasyse, the fourth Viscount Fauconberg, on 5
August 1726.6 The names of both Catherine and her husband appear in
Tomlinson's list of subscribers, and plate XI (Book II) is dedicated to
her and their daughter, "the Honourable Miss Belasyse."7 The
Fauconberg coat of arms (engraved by G. Bickham and dated 1735) appears
on the first page of the dedication; the motto, "Benne et belle assez,"
is a clever pun on the family name of Belasyse.

This same motto is used as the title of a dance, shown in the
portrait of Tomlinson bound into the British Library copy.8 Only the
title page is shown in the engraving; it reads "Bonne et Belle Assez, A
New Grand Dance By Mr. Kellom Tomlinson 1753." No such choreography
appears to have survived. Also in the engraving {on the table by

Tomlinson's elbow), are fragments of music and Feuillet notation. The

6. Cokayne, Peerage, V, 266. Thomas was twenty-seven years old;
Catherine's age is not given, but she died in 176G.

7. The "Honourable Mr. Belasyse" to whom the plate is also dedicated
would seem to be Thomas's first cousin, Anthony Belasyse (1714-1754).
Information on other dedicatees appears later in this chapter.

8. The portrait is reproduced in the Dance Horizons facsimile. It was

engraved by F. Morellon la Cave in 175%, based on a 1716 painting by
Rd. V. Bleeck.
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dance, two measures of which are shown, iz a theatrical solo for a man;

and the music, also two bars long, is in 3/4 and could be a minuet. It
is unlikely that the dance fragment is the "grand dance" refered to
above, since this term usually implied a choreography for several
dancers.

Subseribers. In his dedication Tomlinson makes the expecte&
complimentary remarks about Catherine's skill as a dancer, saying that
she "perform'd in a Manner no less elegant than uncommon." He also
commends her "wonderful Genius and exquisite Taste for Music, which is
one of the greatest Helps to a perfect Performance in Daneing.® This is
surely a sincere compliment, since Tomlinsen's concern for dancing in
time to the music is manifested throughout his treatise, not only in his
instructions for the timing of each step but in his cautions about the
possible mistakes in dancing.

In the nine years between the first advertisement and the publica-
tion of the treatise, Tomlinson managed to acquire 179 subscribers,
nearly three times more than any of the previously published dance
treatises or collections of dances. One reason for the much greater
length of Tomlinscn's list is that, unlike his predecessors, his
subscription list is not restricted to dancing masters. Instead, this
list presents a cross-section of the upper and middle classes of British
society, ranging from Dukes to Gentlemen and including a variety of
professions and cecupaticons. making it a fascinating document in its own
right. However, Tomlinson was less successful in recruiting subscrip-
tions from dancing masters, perhaps because of the ccmpetition of the
Essex/Rameau treatise, or because he was an Englishman trying toc teach

what was still considered a French art. Whatever the reason, his list
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includes only twenty-two dancing masters, compared to the sixty-eight
names in the L'Abbe collection of dances published by Roussau ¢1725, and
mzny of these are new names not seen on previous lists,

In addition to the dancing masters and dancers, several other

professions and occupations are represented, and are listed below:

Engraver 5 Paintress 1
Physician (M.D.) % Music Master 1
Bookseller 2 Printer 1

Theatre Master 1

Some of these subscribers have additional connections with Tomlinson's

treatise: one of the engravers, John Clark, contributed a plate to the
work; and the music master Henry Carey was one of Tomlinson's witnesses
to the date of origin of the treatise. The majority of the subscribers
are members of the nobility (thirty-three names) or gentry (107 names).

The numbers for each rank are as follows:?

Nobility (Peers)

Duke 3 Duchess 1
Marquis - Marquess 1
Earl 2 Countess 5
Viscount 1 Viscountess 1
Baron 3 Baroness 6
Gentry

Baronet 11  Lady 8
Hon. Esqg. 2 Hon. Mrs, 4
Esquire 38 Mrs. 24
Gentleman 1

Mr. 3 Miss 3

9. Forms of address for the first four ranks of the nobility include the
person's title, e.g., "His Grace Edward Duke of Norfolk." The form of
address for a baron or baroness is "The Right Honorable the Lord
{Lady) _____." The Baronet (Bar:.) is the lowest hereditary British
rank, followed by the ranks of Knight, Esquire, and Gentleman
(entitled to a coat of arms). The wife of a Baronet is addressed as
"The Lady ." Some of the younger titled subscribers were
children of others on the list.

-
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Among the nobility, women subscribers considerably outnumber men,
but the ratio is nearly reversed among the gentry (67 vs, 40). Twenty

of the subscribers, over 10%, died before the work was finally

published.

Another point of interest regarding Tomlinson's subscripticn list
is the wide geographical distribution of his subscribers. Many of

Tomlinson's subscribers who lived considerable distances from London
probably maintained households in the city, and the same is no doubt
true of his pupils who were not subseribers. Of particular interest is
the presence of the large number of names from the county of Derby: at
least fourteen subscribers are so identified, six of whom also have
plates dedicated to them or members of their families.

Preface. The subscription list is followed by the preface, which
contains, in addition to the material already discussed (biographical
information about Tomlinson anq his attack on the Essex tranrslation), an
explanation of his purpose in writing the treatise. He begins by
claiming that it it the first of its kind: Feuillet's Chorégraphie
included primarily dc... notation, and was thcrafore of use only to
dancing masters, whereas his treatise offers descriptions of the steps
as well as illustrations ("Figures representing Persons"). His aim is
not to formulate new "Laws for Dancing," but to present a collection of
principles and rules of the art. The plates with figures enable the
reader to be aware of three things at once: the music, the order of the
steps, and the position of the feet and body at the step shown.10

Tomlinson goes on to say that the "Figures in each Plate are designed

10. Tomlinson makes the same points in the inscriptions accompanying
three of the Book I plates,
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only to shew the Postures proper in Dancing, but not to bear the least
Resemblance to any Person to whom the Plate is inseribed . . . ."11
Finallys; Tomlinson apologizes for not being able to keep up with the
"oontinual Change of the Fashion,"™ adding that the figures have been
deliberately drawn without gloves so that the beautiful shape of the
hands can be more readily observed.12

Plates. There are three sets of plates in Tomlinson's treatise:
five lettered plates (A, E, I, 0, Uj), siiteen plates accompanying the
text of Book I (labelled I-XVI), and fourteen plates accompanying Book
II {labelled I-XTV). 1In addition, separate froantispisces were engraved
for both sets of plates. The lettered plates are very concise; Plates
A-0 provide a summary of the Feuillet notation system; while Plate U
contains a complete minuet. The numbered plates, which show one or two
dancers performing a step notated on the flocr (see Example 3 below),
have a different purpose. The notation in these plates is rarely
referred to in the text, but they are cited frequently in discussions of
the performance of a particular step. The Book II plates also
illustrate a minuet, similar to that showr in Plate U, but in a more

leisurely fashion with the addition of the opening honors or bows, and

with some of the details altered. The ordered sequence of the Book II
plates is in sharp contrast to Book I, where the plates appear in random
fashion with no relationship to the organization of the text.

In Le Maltre, and in the two versions of Essex's translation, all

11. Fletcher mistakenly claims that the figures in the plates "are
probably pupils of Tomlinson . . . the only portraits of them that
exist® (Forty Books, no. 33). ‘

12. Perhaps Tomlinson is referring here to some of the Biciktham plates in
the Dancing Master where the glove obscures the angle of the wrist.
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or almost all of the plates are by one engraver: Rameau himseif, Alsop,
or Bickham. In the Art of Danciniz the lettered plates and the intro-
ductery pages to ths Lws books of numbered plates were engraved by

R. W. Seale, but for the numbered plates themselves Tomlinson adopted a
different approach, enlisting the talents of at least eight well-known
London engravers. Eight of the thirty numbered plates are signed by Van
de Gucht, five plates by H., Fletcher, three each by G. Vertue and

G. Bickham (the father or uncle of the Essex Bickham), two by the team
of Arnoldus Vanhaecken and G. King, and one each by John Clark and

J. Smith, There are seven unsigned plates, although plate 8 in Book II
can safely be assigned o Van de Gucht on stylistic grounds, giving him
a total of nine. Despite this diversity of engravers, the plates are
surprisingly similar, perhaps because they were all designed by
Tomlinson.,

Also of interest are the names of people to whom Tomlinson
dedicated his numbered plates. Twenty-seven of the thirty plates are
inscribed to his students, former students ("once honoured scholar®"), or
to children of his subsecribers., (Plates 1, 5, and 7 in Book I have no
dedications.) Often, a plate is dedicated to two or more children in a
family, only one of whom is a student. As was mentioned earlier, a high
percentage of these pilates is dedicated to the higher ran%s (baronet and
above). Although Tomlinson writes in his preface that the plates
represent a "small Testimony of my Gratitude to some honourable
Persons," surely the gratitude is for extra financial support which was
contributed towards the publication of the book. If so, Tomlinson stood
to benefit from these plates in several ways: first, a "dedication feem

was no doubt more than enough to offset the engraving cost; second, the
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inclusion of a number of plates allowed him to charge a higher price for
the work as a whole, since people were accustomed to paying considerably
more for engraved plates than for typesetting; third, Tomlinson stood to
make additional profits from the separate sale of the plates=--they are
advertised on the frontispiece to Book I of plates as "The Price of the
CUTS . . . without ye Printed Part is Two Guineas [£2. 2s,]"--and he
further encourages the sale of these plates by stressing their
decorative qualities: "proper Furniture for a Room or Closet, being of
inemselves an intire and independant Work, for if put in Frames with
Glasses, they will not only shew the various Positions or Postures at’
one View, but be very agreable & instructive Furniture." A similar
notice appears in the forward to the second book of plates. And
finally, the presence of so many high-born names, with Tomlinson listed
as the teacher of their children, would surely have been helpful to his

career as well as to the sales of his book.

A Comparison of Tomlinson Book I wWith Rameau

L comparisen of the two treatises supports Tomlinson's contention
that he was unaware of Rameau's work until after his own was completed.
There are certain obvious similarities between the works: both are
divided into two books, but in Rameau the second book is devoted to a
discussion of arm movements, whereas in Tomlinson it is devoted
primarily to the minuet. The order in which the steps are discussed is
also similar in both works, but this order is also more or less the sanme
as that followed by Feuillet. Differences between the treatises are
perhaps nore revealing: Rameau's introductory material, including
information on how to stand, walk, andé bow (the latter meriting seven

chapters), &s well as the five basic positions, requires a total of
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nineteen chapters or ssveniy pages. over 25% of the book*s total.
Tomlinson, in contrast, devoles only four chapters or twenty-two pages
(representing 14% of his book) to the same material. A major difference
between the two works is that Tomiinson includes notation examples for
the steps he describes, whereas Rameau's notation is in a separate
publication. |

These preliminaries are followed in both treatises by descriptions
of specific step-units. Tomlinson devotes thirty-five chapters to this
information compared to only twenty-one for Rameau. Part of this
difference can be accounted for by the fact that Tomlinson often has
separate chapters for steps which are discussed in one chapter in Le
Maitre., Tomlinson also includes a nuwber of theatrical steps at the end
of Beok I which are not in Rameau. The following table lists the step-
units described by Tomlinson as well as their corresponding location in
the Essex translation of Rameau. (I have preserved the original

spellings from the tables of contents of the two treatises.)

Table 1. Step=-units included in Tomlinson and Rameau/Essex

Jomlinson u/Esse
Book I
Ch. 5: Coupee of one Step Ch. 20: Half Coupees
or Half Coupee
Ch. 6: Coupee Ch. 29: Coupees of different Manners
Ch. 7: Coupee with Ch. 30: Coupees of Mction
two Movements
h. 8: Bouree-Step Ch. 28: Boree Step and Fleuret
or Fleuret
Ch. 9: Bouree with [see Ch, 28]
two Movements
Ch. 10: Pasgrave or March Ch. 27: Courant Step or March
Ch. 11: Point and March [see Ch. 27, "Pointings®]
Ch. 12: Spring or Bound Ch. 36: Bounds or half Capess

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Ch, 13: Close or dJump

Ch. 14: Spring or Leap

Ch. 15: Rigadoon-Step of
one Spring

Ch. 16: Rigadoon-Step of
two Springs or Sissonne

Ca. 17: Galliard and
Falling Step

Ch. 18: Bouree with a
Bound

Ch. 19: Slip before and
then behind, etc.

Ch. 20: Hop or Contretemp

Ch. 21: Chassee or Driving
Step

Ch, 22: Chassee or . . «
Bounding Coupees

Ch. 23: Beaten Coupee or Hop

Ch. 24%: Chassee . . . of thre=
Springs in the same Place

Ch., 25: Flying Chassee or
Driving Step backwards

Ch. 26: Hop of two Movements

Ch. 27: Chaconne or
Passacaille Step
Ch. 28: Hop and two Chassees

Ch. 29: Fall, Spring . . .
and Coupee to a Measure
Ch. 30: Close beating before

« « o upright Spring . . .
and Coupee to a Measure
Ch. 37: Pirouette

Ch. 32: Pirouette intro~
duced by a Coupee

Ch. 33: Bouree before arnd
behind . . . advancing in a
whole Turn

RBook I
Ch. 1: Minuet Step
Ch. 2: Hop in the Minuet

Ch. 3: Double Bouree upon
the same Place

123

[see Ch. 311

[not included]

Ch. 35: Rigaudon Step

Ch. 34: Sissonne Step

Ch. 31: Falling Step and Gaillard
[see Ch. 28]

[see Ch. 29]

Ch. 37: Contretems of the Gavotte

Ch. 38: Several sorts of Contretems
sideways

Ch. 39: Of Chasses of different

Manners
[see Ch. 39]
[see Ch. 29, 42]
[see Ch. 39]
[see Ch. 361
[not included]
[not included]
[not included]
[not included]

[not included]

Ch. 32: Pirouetts
[see Ch. 411

[not included]

Ch. 21: Menuet Step
Ch. 25: Contretems. or Composed Hop

[see Ch. 28, "open Boree"]
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Ch. 4: Balance Ch. 32: Ballances
Ch. 5: Two Coulees or Marches [not included]

Ch. 6: Slip behind and Half [see Ch. 28]
Coupee forwards

Steps in Rameau which are not in Tomlinson:
Ch. 23: Of the Graces that may be made in the Minuet [temps d=

courante plus demi-jeté]
Ch. 26: A Discourse on the Courant in general [includes pas de

courante]
Ch. 40: Of Sallies or Starting Steps of the Feet
Ch. ii: Opening of the Leg

Ch. 42: Beats after different Manners

A comparison of the step descriptions in the two treatises reveals
a fair number of differences, not only in the way the information is
presented but in the actual performance of the steps; asg well 2s in the
timing. In the discussion which follows I will consider some of the
more important of these differences, as well as those steps which are
unique to Tomlinson's treatise. Less significant differences., such as
the position from which a step begins, or the addition of a slide to a
gsideways step, will not be considered here unless they affect some other
aspect of the performance of the step.

Demi~coupé. The detail with which Rameau treats the introductory
material of his treatise extends into his initial chapters on the steps,

Thus we rind a lengthy and thorough discussion of how Eo perform the

A

demi-coupé, along with a series of four plates dapisting the variou:
elements_qf the step, in comparison to which Tomlinson's chapter seems
totally inadegquate. Since this is the basic step for Baroque dance
technique, such a cavalier treatment on Tomlinson's part seems puzzling.

However, in his defense it should be added that much of the information
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in Rameau's description is scattered throughout the next several
chapters in Tomlinson. And in later chapters it is Tomlinson who
provides more detail (sometimes to the point of redundancy), while
Rameau gives only the basic description of a step. However, Tomlinson
seems to allow for two 3lightly different performances of the demi-
coupé, at least when it is the first element of a composite step. In
chapter VII he describes the step as follows: "the Rise [is madel,
after the Foot has moved" (p. 27), but later in the same chapter we read
"to sink, before the Foot moves, and rise in moving, or immediately
after it has moved" (p. 28--emphasis added). Only the first of these
versions is illustrated in Tomlinson's table of steps; the second would
presumably be notated as follows: . This symbol is found in a
number of English choreographies.

Coupé, Tomlinson, iike Rameau, devotes two chapters to the
coupé. Chapter six describes the coupé of one movement, which can
either be performed plain or with a slide on the second step. (Rameau
only mentions the latter version, the coupé soutenue.) In his next
chapter Tomlinson describes two ways of performing the coupé of two
movements: "smooth upon the Floor . . . [or] bounding off."™ Both
versions have a bend axnd risz in the middle of the second step, but only
the first is included in Temlinson's step tables.

In addition to the coupé soutenue, Rameau describes his preferred
way of performing the coupé, in which there is an additional bend after

the demi-coup&.13 Rameau describes only cne way of performing the

& of twc movements (translated by Essex as "coupé of motion"):

13. See Hilton, Dance, 176-7 for a more detailed explanation of Rameau's
coupé.
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with a demi-jeté as the second step.i4
Fleuret. In his chapter on the fleuret or pas de bourrée Rameau

begins by differentiating between the "true" pas de bourrée, in which
the final step is replaced by 2 demi-jeté, and the fleuret, the latter
step being the same as the one described by Tomlinson (who makes no
distinction between the two terms). According tc Rameau the difficulty
of perfdrming the pas de bourrée correctly has led to its replacement

by the fleuret.

In addition to his chapter on the bourrée or fleuret, Tomlinson
includes separate chapters on the bourrée of two movements and the
bourrée with a bound. He describes the bourrée of two movements
(chapter IX) as a coupé plus a demi-coupé, adding that (as in the
coupé of two movements), the last step may be done "with a Spring from
the Ground, which is what we call a Bound . . . ."™ The second version
of the step (ex. 1b) is shown in his notation table, while the first
version (ex. 1a) appears only in Plate I, measure 8. Tomlinson's
distinction between the bourrée with a bound and the bourrée with two
movements, the latter withcut a leap, seems clezr enough, but he
confuses the issue by calling Chapter XVIII "Of the Bouree with a

Bound," a more accurate title for which would be "0f the Bouree plus a

Bound” (ex. 1¢).15

1Y4. Rameau specifies the use of the demi-jeté in a number of other
step-units as well. No such ster is deseribed or notated by
Tomlinson, and it is my contention that this was a subtlety of the
French style of performance and should not be applied indiscrimin-
ateiy to English dances. This question will be discussed at greater

length in Chapter VI,

15. Hilton conflates the two steps shown in ex. 1b and le, and assumes
they were both performed with a demi-jeté (Dance, 183).
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Example 1a. Bourrée Example 1b. Bourrée Example 1c. Bourrée
with two movements with a bound with a bound (Ch.
{P1. I m. 8) (Ch. IX; Table 3/8) XVIII; Pl. I m. 6)
Another difference between the two treatises concerns the timing
of a fleuret variant which Tomlinson calls "twice behind," Rameau's
fleuret emboit&é. According to the latter, the first two steps are made
more quickly than in other fleurets; however, Tomlinson makes no mention
of this timing, which leads me to suspect it was not known in
England. 16
Mapch. In the next chapter, Tomlinson calls the French temps de
courante a "march," also referring to it as a "coulee" in Book II,
Chapter V. The French pas marché is rendered by Tomlinson as a walk or
a straight step. His avoidance of the term "courante™ may be a
- reflection of the fact that, while the step continued to be used by
choreographers, the dance in its original form was no longer
performed.17 Tomlinson also omits any mention of Rameau's "pas de
courante” (a demi-jecé followed by a coupé), described in chapter XXVI
of Le Maitre.
Rigadoon steps. Tomlinson's description of the rigadoon (of one

spring) varies slightly from Rameau's in that it can be performed on

16. See Hilton, Dance, 187, for a description of this step.

17. According to Rameau (1725) "Formerly the Courante was much in
fashion . . . ." An English country dance first published ¢1709

("Lady Mary's Courant") states "to be done with the Courant Step if
the Company can do it."
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the ground or off (thes Frencn treatise only describes the latter ver-
sion). The step can also be performed using third as well as first
position.18 His "rigadoon step of two springs" (which the French
treatises refer to only as a sissonne) is more problematic. Tomlinson's
seemingly contradictory descriptions of the step and its timing can be
understood when one realizes that there are two different versions of
the step, as seen in his Table 9. Rameau's sissonne is comprised of two
leaps or springs, the first of which closes in third position on both
feet, the second going to third position on one foot. Tomlinson's
notation for this version (which agrees with the French treatises) is
shown in example 2a. (For ease of comparison I have shown the step
moving forward instead of backward.) His other version of the step

(ex. 2b) is similar to Weaver's "sissonne with a contretemps," one of
the steps in his 1706 "Suplement" which is nct found in French treatises

(example 2¢).

[=4
Example 2a. Example 2b. Example 2c.
Tomlinson, Tomlinson, Weaver, Pl., 42
Table 9 ex. 2 Table 9 ex, 1

Tomlinson describes the step shown in example 2b as follows: the
first spring, rather than closing in third position, "advances or
retires, about the Length of a March"; he continues, if the first spring

is on the left foot, the right "at the same Instant, moves directly the

18. See Plate E, Table 8, exs. 2~5. A variant of this version is used
by Siris in his 1708 rigadoon, "La Camilla."
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same Way, as in the March, except that the March is performed on the
Ground . . . but this off . . . ." The second part of the step makes it
clear that the feet are in fourth rather than third or fifth position:
n, . . the second [springl is made from the aforesaid Position divided;
that is to say, the right Foot is, near the Length of a Step in Dancing,
before the left." This description is followec by instructions for
timing, bdut Tomlinson fails to indicate that he is now discussing the
first version of the step rather than the second. A timing for the
second version is not given in this chapter, but is alluded to in the
chapter on the minuet hop (Book II) which, 23 Tomlinson points out, is
the same as the rigadoon hop [second version] plus a jeté. He
describes the timing of the minuet hop as follows: "the Spring is made
in like Manner upon the first Note; but, instead of the right or
advanced Foot's being set down upon the second Note {as in the rigadoon

step of two springsl], it is now put down to the third . . . ." (p. 114).

This gives us the following timing for the "English step":

4l

hop step hop from bend

left right/ both feet

bend to one foot
Hop or contretemps. Tomlinson describes two ways of performing

the hop or contretemps, both of which are different from the French
description. In the first version the step begins from third pcsition,
and, assuming the hop is on the left fcoi; the right moves to the side
as in the point and march, and then moves forward. Tomlinson refers to
plates VI and XV in this description, both of which clearly illustrate
the free foot extended to the side (see example 3). Siris's description
of this step seems to correspond with Tomlinson's: "Spring [hopl upon

your Left-Foot, at the same time that your Right shall pass aside to
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Walk upoa some one of the Pesition:."19

The other version begins from fourth position, and is similar to
the step as described by Rameau: if the hop is on the left foot, the
right foot makes "a plain Walk or Step forwards . . . after which the
left Foot is advanced, the Length of a Step . . . (p. 63)." Tomlinson
makes it elear that the hop is made from fourth rather than first
position, an impoftant distinction which we will return to later.20
Tomlinson also describes and notates two other variations of this step:
the “Hop, Step, and Bound™ and the "Hcp, Step, and Draw behind
Sidewzys," both of which are included in Weave,is 1706 "Suplement™ but

not in Feuillet.

.

Chagsé. Tomlinson devotes five chapters to the chassé or driving

e

step, either alone or in combination with other steps, and here again
there are differences between his description and that of Rameau.
Tomlinson's first version (chapter 21) is done on the ground, as is
clear from his notated examples, if not always from his text (example
4a). He gometimes refers to the "chassee or hop," but his notation
table for this step shows a driving step with no hop. and in the
following chapter he refers back to this step with the phrase, the

"Movement made upoun the Ground." For Tomlinson thz dGistinctive feature

19. Siris, Dancing, 32. Hilton does not mention this method of perfor-
mance, although I find it very attractive (and more difficult).
Instead, she states that the initial hop is performed in the same
marner as the opening hop of the contretemps ballonné (Lange, 219)
when in fact both the notations and descriptions of these steps
differ.

20. Hilton describes the hop in first position and does not mention
Tomlinson's version of the step (Dance, 212j. However, this
omission (and others mentioned elsewhere in this study) is
understandable in view of Hilton's focus on French dance as
described by Rameau, rather than on regional or national variants.
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Example 3. Tomlinson, The Art of Dancing, Book I, Plate VI.
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of this step (which he goes to great lengths to describe) is the
preparation in the previous measure consisting of an:“easy Stamp or
Kick" with the heel of the free foot. No special notation sign is
provided for the stamp other than the élide which leads into it.

Tomlinson's "Chassee, or Drivins Step of two Movements or Bounding
Coupees™ (chapter 22), is the same as the first chassé step described
by Rameau. According to the English treatise the step is usually"
introduced by a beaten coupé or hop, ending in an open position (second
or fourth). The beaten coupé is the subject of the next chapter, but
halfway through the chapter he returns to the "flying chassee" of
chapter 22, Tomlinson's timing for this step is as fcllows:21

JJ ) I

bound step bend bound step bend
right left right left

Tomlinson's Chapter 24, "0Of the Chassee or Driving Step, of three
Springs in the same Place, from the third Position," has a slightly
misleading title, since chassés of two springs are a’so discussed. This
step is the same as the first version of Rameau's jeté chassé&, the
only difference in performance being that Tomlinson begins the step from
third position instead of fourth, resulting in an initial leg gesture

somewhat similar tc that of the sissonne (see example 4b).22

21. Hilton's timing, J JJ J Ij (Dance, p. 231), may be a misprint.
Not only is this a misreading of Tomlinsou, but it does not agree
with Rameau's description of the step quoted by Hilton on the facing
page: ". . . the left Leg is placed quickly in the second Position,
which makes it appear as if a Person lighted on both Feet."

22. Hilton does not clearly differentiate between Rameau's first chassé
type, which he says is made with a2 "half spring or Hop . . .
slipping on the ground," and his "Bounds en chasez." which are done
with a more pronounced spring. Furthermore, her statement that the
jeté chassé does not travel does not agree with Rameau.
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Example 4a. Chassé Example 4b. Chassé
on the ground. of two springs.
(Plate I, Table 13/1) {Table 15/1)

Chapters 25-30 describe composite steps which are more properly
part of the theatrical step vocabulary. None of them are in Rameau, and
their presence in the English treatise is puzzling. since Tomlinson
claims that his book is a treatise on social dancing. Furthermore, he
makes noe attempt to give a comprenensive study of theatrical dance
steps, omitting not only the échappé (which Rameau includes) but many
other steps such as the capers, entrechats, and waving steps which were
in Feuillet and Weaver. In each of these chapters, as well as in some
others, Tomlinson mentions one or two choreographies which include the
step in questionr. It is interesting that almost all of the dances used
as sxamples by Tomlinson are from Pécour's 1704 collection of thea-
trical dances, suggesting that at least some of the dances from this
collection were being studied and performed in England in the 1720's and
1730's. Since Tomlinson's citations are not always complete I have

listed them below arranged by step type.

Step-unit Dance Title and Location in 1704 Recueil
Beaten coupé (Ch. 23) "Chaconne de Phaeton™ (p. 10)
"Passacaille de Scilla"”
(p. 20)
Chaconne (Ch. 27) "Passacaille de Scilla"

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



134

Hop aad two Chassés (Ch. 28) "Chaconne de Fhaeton"

Fall, Spring and Coupé (Ch. 29) "Passacaille de Scilla"

Close, beating before, etc. (Ch. 30) "Entrée gg?r deux hommes"
"Enégée1Espagnolle" (p. 74)

Pirouette (Ch. 31) "Sarabande pour un homme"
(p. 210)

Tomlinson also mentions two English dances which contain some of
these steps. In Chapter 25 he refers to L'Abbe's fPassacaille," the
only theatrical dance published in England before the 1720's.23 The
other English dance, his own (lost) "Passacaille Diana," is mentioned in
Chapter 28, The relatively large number of references to both French

and English solo dances for women may indicate that Tomlinson's women

pupils were technically more proficient than his men students,

Book Il

Minuet steps. In the first six chapters of Book II Tomiinson
describes the minuet step and other steps used in this dance "by way of
Embroidery or farther Grace.” His chapter on the minuet step begins by
stating that all such steps are "composed of four plain straight Steps
or Walks," the various types being differentiated by the placement of

marks (i.e., bend and rise signs). He lists the folluwing types: 1)

23. Pemberton, An Essay (1711). Tomlinson's citation is in error: he
says the step in question occurs in the sixth bar, when in fact it

occurs only in the sixty-seventh bar of L'Abbe's dance. He
specifically mentions the solo ratheir than the duet version of the
dance; the latter was included in a collection of L'Abbe dances
published ¢1725. This sugg:sts that Tomlinson did not have access
to the L'Abbe collection, perhaps because he completed his treatise
before it was published.
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the "English Minuet Step" {a fleuret plus a demi~coupé); 2) the same
with a bound in place of the demi-coupé; 2) "One and a Fleuret" (also
called the "French Step" or the "New Minuet Step"); U4) the "Minuet Step
of three Movements" or "New Step." He dismisses the first two types
*because they are rarely, if ever, practised amongst Persons of the
first Rank,™ and also because their movements have been discussed in
chapter XVIII, "Of the Bouree with a Bound." Both steps are in Weaver's
"Suplement®; the first is also in Feuillet, labelled "menuet a la
bo#mienne." The second, "with a Bound," is is not found in French
Sources, 24

Tomlinson's third minuet step also has two movements, but they are
arranged as a demi-coupé follcwed by a fleuret. This step is shown in
his Table 2 moving in three diff=srent directions: forward, to the right
on a diagonal path, and to the left. No example of a backwards minuet
step is given. Tomlinson describes the minuet step of three movements,
his fourth and last type, as having another movement (bend and rise)
added to the last_step of the previous version. He describes the step
both moving forwards and to the left, but only gives notated examples
moving to the left (Table 2, ex. U4-~5), perhaps because it only océurs in
this direction in his two minuet choreographies. The most important

difference between the two steps is in the timing, seen in example 5.

24, Hilton interprets the bound as a demi-jeté, and says that
Tomlinscn's first two types appear frequently in English
choreographies {Dance, 195). However, I have found only one
example: the minuet section of Isaac's "Chaccne" (1711), which
contains seven of the latter steps.
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D L L I I P Iy

step bend step step step step bend step step bend step

right left right left/ right left right left/
bend bend
Example 5. Minuet step of Minuet step of
two movements three movements

Rameau's timing for the minuet step of three movements is the samé as
Tomlinson's, but in his minuet step of two movements the bends are on
beats 2 and 5 rather than 3 and 6.

An important detail in Tomlinson's version of the minuet step
sideways is that after the second open step in moving to the right (and
the first open step moving to the left), the free foot remains pointed

to the side, and then is drawp behind the other foot (rather than moving

without a slide). This notation is shown in only one example (Table 2,
ex. 5) but the description occurs several times in the text.25

As was pointed out earlier in this chapter, Tomlinson's
explanation of the minuet hop (Chapter 2) refers the reader back to thg‘
rigadoon hop of two springs (Book I, chapter 20). since the steps are

the same except for the difference in timing and the addition of a bound

in the former. Tomlinson's timing for the minuet hop is as follows:

d J ) J

hop step hop bend bound
left right/ right left
bend
Rameau's timing for this step, as presented in the Abbrége, is more
ambiguous, with the possibility that the step following the first hop

oceurs on the second rather than the third beat of the measure.26

25. This detail is omitted by Hilton from her quotation of Tomiiason's
description (Dance, 194).

26. For a more detailed discussion of the Rameau version of this step
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deseribed by Tomlinson as beginning in third position as opposed to

Rameau's first position. Rameau has a special term for this initial
hop, not used elsewhere in his treatise: "sauter a cloche pied." A
similar phrase was used by Feuillet in 1706 to describe the demi-
contretemps {see Chapter II of this study). Essex translated this (in
1710) as "small jumps . . . in a hopping mznner," and in his 1728.
translation of Rameau he used the phrase "hop on one leg." Iet it would
seem that a term as descriptive as "bell-leg" or "bell-foot™ might have
a more specific meaning. A clue to this meaning can be found, I
propose. in Tomlinson's second version of the contretemps de gavotte
(discussed earlier in this chapter) in which the free leg moves from
fourth position rear to fourth position front. This swinging motion is
also found in a late sixteenth-century Italian step, the campanella. and
although the terminology did not survive in England, it would seem that
the step did.27 If this hypothesis is correct, the implications for
performance are as follows: 1) In Feuillet's 1706 Contredanses the
demi-contretemps should be performed with the swinging motion suggested

by the term Wcloche pied" i.e., starting from 4th rather than 1st

see Hilton, Dance, 216. It is not ciear from her description that
in Tomlinson the bend on beat three occurs with the step rather than
before it.

27. Such links between otherwise disparate dance styles are notoriously
difficult to establish and should be viewed with a considerable
amount of skepticism. However, having suggested one such link I
would like to propose ancther: an unnamed step variant which occurs
frequently in English dances as a replacement for the demi-~
contretemps (see Chapter VI. exs. 8 & 9) may have its origin in the
late sixteenth-century Italian fioretto. In a similar vein, Shirley
Wynne has suggested that some of the Barcque theatrical steps can be
traced to late Renaissance dances ("Ball)i in Italian Baroque Opera,"
a paper presented at the American Musicological Society Annual
Meeting, 28 October 1983). ‘
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position. {The step may have been imported from England, along with the

dances.) 2) By 1725, the date of Rameau’s treatise, the term was still
known, but the performance of the step had been modified, starting in
first position rather than fourth. 3) In England no special terminology
existed for this version of the demi-contretemps, and the choice of
which one to use was apparently up to the dancer.

Tomlinson's chapter III, "Of the Double Bouree upon the same
Place," aiso describes the "Bouree running or flying along the Room."
The steps are shown in Plate O, Table 3, exs. 3-4., Rameau includes the
first of these steps in chapter 28, where it is called an "open bouree,”
but he dces not mention the minuet in connection with it. He describes
the first step as onto a flat foot (right). the left foot following in
first position, whereas Tomlinson specifies the step is to made on the
instep or toe, with the left foot remaining in place with the toe
pointed; thus Rameau's second step into second position is replaced in
Tomlinson by a simple weight change onto the heel »f the left foot. The
subsequent rise prior to the third beat slide is also omitted in the
English version. Tomlinson's running or flying bourrée (two f{leurets
in succession in place of one minuet step) is not mentioned by Rameau.

The balancé, Tomlinson's next minuet "grace," is found frequently
in dances other than the minuet (although he does not mention this
fact). The step is described (and notated--Table 3, ex. 5) as a side-
to~-side movement, with no mention of Rameaufs preferred forward and back
motion (chapter 33). Tomlinson describes two ways of performing the

step, but only one notation is given.28

28. An explanation of the two methods of performance is in Hilton,

Dance, 198-9.
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Tomlinson's next chapter, "Of the two Coulees or marches" (temps
de courante) is suitably brief, since the performance is the same as for
a single march. The term "coulee" (Fr. coulé = slide) is not used
elsewhere to my knowledge. Although this step is not included in
Rameau, a similar step is inecluded in his chapter on minuet graces.

The final minuet step variant in the English treatise bears the
awkward title "the Slip behind and Half Coupee forwards to the right and
left Hands, each to a Minuet Step," but it is simply another of the
flaupret variants included in chapter 28 of Le Maltre. One difference in
performance between the two treatises is that the slide on the second

' gtep in Tomlinson cccurs on the third step in Rameau. Tomlinson's two
notated examples (Table 3, exs. 7-8) show two different timings for the
step, the first of which takes six beats (equal to one minuet step) for
each side. The same step-unit can be done in three (or four) beats, as
shown in the second example. According to Tomlinson the slow version is
used in the minuet, while both slow and fast versions are used in other
dances.

The one stcp described in Rameau's chapter on the "graces™ in the
minuet, a temps de courante followed by a jeté &chappé, is not included
in Tomlinson's text. However, in the margin of the introduction page to
the Book II plates there are two notated minuet phrases, the second of
which begins with a step similar to Rameau's. This step also appeargd
in Weaver's "Suplement of Steps,” so it had been known in England since

1706, and Tomlinson's omission may have been an oversight. The

notations are shown in example §.
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boob

Weaver, QOrchesography Rameau, Abbrégé Tomlinson

Example 6. Three versions of a minuet "grace" step.

According to Rameau (ch. 25) this step should be used by tall people in

place of the minuet hop.

Tomlinson's Minuet
The "menuet ordinaire® differed from the notated choreographies of

the period because it allowed the dancers a great deal of flexibility.

The framework of this dance, described by Rameau, Tomlinson, and later

However, within this basic framework the dancers had latitude in the

following areas: the length of the dance. the shape of the floor
patterns (within certain limits), the steps used, and the relationship
of the dance phrases to the music phrases. Some idea of the possible
variants can be seen by comparing the two versions of the minuet in
Tomlinson's treatise with each other and with Rameau.
This basic framework consisted of five floor patterns performed in

a nrescribed order. 'These floor patterns are illustrated in Tomlinson's
Plate U (example 7), where they are described as follows:

The Introduction

The S reversed or common form of the Minuet

The Presenting of the right Arm

The Presenting of the Left Arm

The S reversed or commcn form o
]
AW

f the Mi
The Presenting of both Arms ar onc
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Example 7. Tomlinson, The Art of Dancing, Plate U
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Although the order of these patterms is fixed, the dancers may lengthen
the dance by repeating each of the reversed S divisions one or more
times. According to Tomlinson two or thrae repeats of each S are
permissible, but the same number of repeats must be taken both times the
pattern occurs (p. 140). Rameau is more flexible, allowing for as many
as five or six repeats of the principal figure the first time it occurs,
and three or four repeats zfter the presenting of the arms.

The shapc of the floor patterns is apparently also flexible, to
judge from the surviving examples of the dance (neither Rameau nor
Tomlinson comment on this acspect). Tomlinson gives two versions of the
minuet, one in his Plate U and one in the numbered plates. Since the
order of the dance is not always apparent in the latter series
{Tomlinson re-uses certain plates and provides optional plates), the
correct order in relationship to the six "divisions" of Piate U is shown
below. (Optional plates are enclosed in parentheses).

Divisions (Plate U) Book II Plates Musigzg

Introduction Iv,v A

S Reversed VI, VII (XIII) B

Right Arm VIIi, IX A

Left Arm p:¢ B

S Reversed VIII,XI (XIV) A

Both arms, VI, XII B
conclusion

Floor patterns. The opening floor patterns of Tomlinson's two

29. The order of the music as shown here assumes no additional repeats
of the S figure. If the first S were repeated once the following

figure would be danced to "B"™ music.
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minuets are almost identical, as are the closing figures; however, both
differ somewhat from Rameau. The main differences between Tomlinson's
two floor patterns occur in the "S reversed" figure, which in the
numbered plates is more like the Z of Raueau's minuet. Example 8 shows

the flocr patterns of these versicns:

b Tt o Yy
v )
(& & (—
=" - ol
Tomlinson, Tomlinson, Tomlinson, Rameau,
Plate U Plates VI, VII Plate XIII Plate 87

Example 8. Floor patterns for the reversed S or Z figure.

The opening step of this figure zz shown in Plate VI (in which the
dancers move cne minuet step away from each other on the diagonal) is
also found in the remaining four patterns of the numbered plate version
of Tomlinson's minuet.30

A bar-by~bar comparison of the French and English floor patterns
is not possible because, unlike Tomlinson's regular eight-bar dJdance
patterns, Rameau’s are of irregular iengths or, as in the case of the
eirecling figures, of undefined length. However, some comparisons and

observations can be made. (In this discussion I am speaking of 6-beat

rather than 3-beat measures.) In Rameau's opening seven-bar pattern the

30. According to Rameau {ch. 22) the principal figure was originally an
S shape and was changed to a Z by Pécour. Thus, Tomlinson's use of
an S figure in Plate U and a more Z-like figure in the numbered
plates supports my hypothesis (presented later in this chapter) that
the latter were added to the treatise after 1728 and represent
Tomlinson's attempts to compete with the Essex translation of
Rameau.
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dancers move towards each other and then up the room facing the Presence
for three bars, after which they move to opposite corners, dropping
hands two bars before the end of the phrase (example 9a).31 Tomlin-
son's opening pattern:. eight bars long, is less symmetrical, and the
two-bar addressing of the Presence has been replaced by a curving
pattern in which the dancers' focus is on each other. The dancers take
hands after four bars, dropping them only one bar before the end of the
pattern, which leaves them closer to each other than in the French

version (example 9b). This closeness may be the reason for the movement

away from each other at the start of the next figure.

Example 9a. Rameau Example 9b. Tomlinson

The problems with Rameaufs right-hand floor pattern were discussed
in the previous chapter. Both of Tomlinson's circling patterns show the
dancers making a full turn, ending in the same position from which they
began, as seen in example 10.

Lo~

Example 10. Right- and left-hand cireling patterns in Teomlinson.

31, The diagram of the second half of this pattern in Hilton (Dance,
297) has been printed upside down.
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Steps. In the first column of Tahle 2 are listed the step
sequences for Tcmlinson's minuet as given in Piate U, his earlier
version of the "menuet ordinaire." Any changes which occur in his
second version (Plates IV-XIV) are listed in the next column, Other
variations, particularly ateps which may be substituted for the minuet
steps, are listed in the third column. As can be seen from this table,
the step sequences of Tomlinson's two minuet vsrsions are almost
identical. The one consistent change is 2 substitution of a minuet step
to the right for one to the left, to accommodate the change in the floor
pattern at the beginning of divisions 2, 3, 5, and 6. The final step

sequence also differs slightly in each version.

Table 2: Steps in Tomlinson's Minuet

Plate U Plates Other Possible Steps
BII/IV=-XIV (deseribed in Tomlin-
son's text)
1st Div. 1. minuet r
Intro. 2. minuet 1%
3. minuet 1#
4. minuet fwd
5. minuet r/fwd minuet fwd (man)
6. minuet r/fwd slip
7. minuet r/iwd
8. minuet r balance; or minuet fwd
(lady)
ngn pe- 1, minuet i## minuet r minuet fwd
versed 2. minuet 1 minuet r
3. minuet 1 minuet r
4, minuet 1 minuet r; or double bouree
5. minuet fwd minuet X (VII)
6. minuet fwd minuet r
7. minuet fwd minuet r; or 2 marches
8. minuet fwd minuet r (XIII)
R. arm minuet r

1. minuet

2. minuet

3. minuet

4, minuet

5., minuet fwd
6. minuet fwd
7. minuet fwd
8. minuet r
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L. arm 1. minuet fwd
2. minuet hop 2 marches
3. minuet fwd
4, minuet fwd
5. minuet fwd
6. minuet r

7. minuet r slip, etce.
slip; or double bouree

8. minuet r
ns" re- 1. minuet 1 minuet r
versed 2. minuet 1
3. minuet 1
4., minuet 1
5. minuet fwd minuet 1
6. minuet fwd
7. minuet fwd 2 marches
8. minuet r minuet fwd
Both 1. minuet 1 minuet r
arms 2. minuet 1
3. minuet 1
4, minuet fwd minuet 1
5. minuet hop minuet fwd
6. minuet fwd minuet hop minuet hop or slip?
7. minuet r/fwd minuet fwd minuet tkd/fwd
8. final step final step

Hrinuet step of three movements
#minuet step of three movements, with slide on third step

(all minuet left steps from here to the end)

Music. Both of Tomlinson's minuets are set to binary tunes, each
strain of which is eight bars long. Since each minuet step requires two
bars of music, e€ach "division" of the minuet corfesponds to a repeated
strain of musie. Such correspondence is by no means desirable,
according to Tomlinson, but it is safer if the dancers do not have a
good ear. (Rameau'’s irregular dance phrases have already been noted
above. He makes no comments about the correspondence with the music.)

Tomlinson's choice of music for his two minuets is of interest:
in Plate U the musiec is straightforward, with a slight variation
(actually a simplifieation) of the melody in the last repeat of the B

strain. A nuch more elaborate musical structure is found in the minuet
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plates IV-XIV (example 11). Unlike the music in plate U, all of the
repeats are written out, and each repeat presents a different
ornamentation of the melody; furthermore, the two halves of the A strain
are almest identical. with each of these four-bar phrases being
ornamented differently. Although Tomlinson does not comment on the
ornamention, it may have been his own (we know he composed at least one
dance melody). In any case, this piece provides us with a model for

ornamenting other often-repeated dance melodies.,

Dance Types

In Chapter 13, "Of Time or some Account of what Time is,"
Tomlinson discusses the metrical organization of most of the dance
types, giving examples of choreographies for many of them. Since he
does not always identify the examples clearly (particularly the French

dances) I have summarized this information in the following table.

Table 3. Examples of Dance Types Cited by Tomlinson.

Dance Type Dance Titles hor e Date
Gavot Princess Royal LtAbbe 1715
Princess Ann Siris lost

Prince Eugene Tomlinson 1718

Galliard Royal Galliard Isaac 1710
Quadruple Entrée d'Apolon Pécour 1704
time Godolphin Isaac 1714
Courante La Bourgogne Pécour 1700
Brawl of Audenarde Siris 1709

Sarabande, Princess Ann L'Abbe 1716
Passacaille Follie D'Espaigne L'Abbe lost
Passacaille L*Abbe 1711
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Chaconne Princess Ann's L'Abbe 1719
Chaconne

Passepied Royal George L'Abbe 1717
Bretagne Pécour 1705

Passepied Round O Tomlinson 1715

Louvre or Entrée Espagnol Pécour 1704
slow Jig Pastoral Isaac 1713

Union Isaac 1707

Jigs or Princess Amelia L¥Abbe 1718
Forlanas Forlana Pécour 1704

Shepherdess Tomlinson 1716

Canary Royal Galliard Isaac 1710
Hornpipe Uniorn Isaac 1707
Richmond Isaac 1706

The dances are discussed by metrical type, starting with duple,
and then triple and compound duple meters. Omitted from the duple-meter
group is the bourrée, a dance type which Tomlinson may have considered
to be out of favor by the 1720's, although L'Abbe composed two bourrée
sections, one in 1716 and one in 1724. More surprising is Tomlinson's
omission of the rigadoon, clearly a very popular dance, to judge by the
amount of surviving music in the various annual collections. Not only
did he choreograph three rigadoon sections himself (two in one dance)
but he cites Isaac's well-known rigadoon three times in Book I as an
example of certain steps. Perhaps Tomlinson was puzzled by the
conflicting metrical signs: contemporary rigadoons not associated with
a specific choreography were usually in 6/4 or 6/8 meter, whereas the

choreographed dances were in 2 (see Chapter V of this study).

The Dating of Tomlinson's Treatise

I have fourn’ no evidence to dispuie Tomlinson's claim that his
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treatise was completed before he knew of the Rameau treatise or its
English translation. While there are obvious points of similarity
between the two works, there are enough differences, both in the step
notations and performance and also in the manner of presentation, to
indicate that Tomlinson was working independently of Rameau. Tomlin=-
son's short chapter on the use of the arms (less than four pages,
compared to Rameau's eighteen chapters) and his inclusion of timings for
most of the steps and discussion of tempo and dance types {none of which
are in Rameau) support this view. Furthermore, the absence of
references in the treatise to any dances published after 1719 (other
than Tomlinson's own 1721 dance), in particular the collection of L'Able
dances published by Roussau c¢1725, suggests that Tomlinson may have
written this work early in the decade.

However, I suspect that Tomlinson did copy one idea from Rameau,

sicn of plates showing one or two dancers performing a

—wae wa

namely, his inelu

particular step. My hypothesis is as follows: the original version of

the Art of Dancing contained only the five plates lettered A, E, I, C,

U; these plates, while compact, contain 1 the illustrations necessary
for Tomlinson's treatise. It was not until 1728, after Tomlinson knew
of the Essex translation, that he decided to include additional plates
similar to those in the latter wcrk in his treatise. This hypothesis
would help explain the long delay between the publication of the Essex
translation {when, according to Tomlinson's preface, his work was
zlready complete) and the appearance of the work in 1735; he would have

needed the extra time to design thirty plates, locate sponscrs for each,

and commission the engravings.
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My hypothesis is supported by three types of evidence: 1) the
organization of the Book I plates, as well as the contents of both sets
of plates; 2) the labeling of the footnotes in the text which refer to
these plates; 3) the ages of the dedicatees.

As was pointed out in the previous discussion of Tomlinson's
minuet, the plates in book II are for ths most part a repetition of the
diagrams and steps shown in Plate U. The only new material is the first
honour, the alternate version of the reversed "S;" the elaborate new
music, and, of course, the figures of the dancers. But Tomlinson's text
is not dependent on any of these features to make sense, and all

references to the numbered plates could be omitted with no loss of

clarity.
The plates in Bock II, for 21l their redundancy. at least proceed

in 2 more or less orderly sequence through the minuet patterns. Such is
not the case with the Book I plates, which appear tc have been assembled
in no particular order, either with respéct to the chapters of the text,
the dance types which they purpocrtedly illustrate, or with any internal
logic. Thus, there are two plates depicting the five basic oot
positions of Baroque dance, one of which (no. VIII) occurs after several
plates which inelude difficult theatrical steps. In other words,
material from the first lesson is mixed in indiscriminately with steps
for only the most advanced students. Another curious feature of this
group of plates: nos. 1-15 depict only male dancers, yet only a few of
the step sequences in the illustrations are clearly theatrical in
character, the others being more appropriate for a couple.32 Perhaps

Tomlinson's use of men in these plates reflects the almost 2xclusive use

32. Since the men in these plates are always mirror-image "twins"
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of male dancers by Rameau. There is a2lso ne apparent relationship
between these fifteen plates and the last one in Book I, "A Single Daiace
for a Young Lady." Although much shorter than the average dance of this
time, it is musically complete {(two 8-bar strains, unrepeated), and

could conceivably end with the addition of honours (the final step would

normally move backwards rather than forwards).

Anyone who works seriously with the Tomlinson treatise must soon
become exasperated with his overuse of footnotes which refer the reader
to the plates at the end of the book. Rather than a few well-chosen
examples, there are literally hundreds, if not thousands, of these
citations, many of them to the same plate again and again, and some of
them marginally applicable to the text., For example, in the fifteen
pages 59-73, there are fifty-four such footnotes. Many of these refer
to information such as the basic foot positions or other material
already covered in previous chapters.

Tomlinson's system of labelling footnotes seems at first glance to
be haphazard, but on closer analysis provides further evidence for my
hypothesis. Three kinds of footnote designations are used: lower-case
letters (a), which are usually used consecutively with no regard for the
beginnings of chapters; arabic numerals (1), used in Book II only (again
consecutively); and a variety of printers' symbols such as *, #, and &
which do not follow a regular pattern.

There is no apparent reason for the use of both symbnls and
letters in the first three chapters of Book I, since there is no

difference in content between the two (see example 12). However, in

performing a mirror-image dance sequence, it is possible that the
composition of the plates was influenced more by artistic
considerations of symmetry than by a realistic depiction of 2 male

pas de deux.
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the Poife refts upon one Foot, the other being inclofed or placed
before the Ancle of that Foot by which the Weight is fupported (c).
Fourthly, when the inclofed Foot is advanced upon a right Line,
about the Length of a Step in Walking (d). And, Fifthly, when
the Heel of the advanced Foot is fo croffed: and placed before the
Toe of that Foot on which the Body refts, as that the Tusming
may be made, and yet one Feot not, in the leaft, interrupt the
other (¢). Having briefly defcribed the moft agreeable Poftures of
Standmg in Converfation, and lid down the Rudiments of the
whoie At of Dancing, 1 fhall now proceed to treat on Motion,
the Refult of Pofition, and firft begin with #ulking.

CHAP IL
of W ALKING.

ALKING confifts of Motion and a Change of Place, by trans-
ferring theWeight or Poife of the Body from one Foot to the
other, by ftepping oradvancing the difengaged Foot (whichfoeverit
) from the firit Poiition + to the fourth advanced|j, and fo alter-
nately, concluding as at firft, but always on the contrary Foot. In
order to walk grazefully, it is to be obferved, that, durmg the
Step or Motion made by the difengaged Foat, as above]|, the

® Sce Plaee VIIL  (a, Sce Plite 11 (b} See Mate UL 7o) See Plie [V, (1, See
Pl IX. e, S Plate XL 1 See Plat: L0 Sce Plue X .
B2 wholo

Example 12. Tomliinson, The Art of Danecing, 5.

Chapter IV the first nineteen footnotes, (a) to (s), all refer to Plate
A, and these footnotes interrupt the sequence of letters begun in
chapter II. The sequence is resumed again (with letter v) after this
interruption. One explanation which makes some sense of this fcotnote
chaos is that the footnotes were added in three stages. In the original
version of the treatise (17247) the only footnotes were to the lettered
plates since the others had not yet been added. Some of these survive
with their labels unaltered, notably the nincteen footnotes just
mentioned as well as footnotes {(a) to (f) in chapters V-VIII, all

referring to Plate E. When the numbered plates were added to the

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



treatise, references to them were inserted, alsc using lower-case
letters. Examples are the footnotes (a) ‘to (u) in chapters II and III,
and {v) onwards in Chapter IV. To avoid confusion between the two
series of letters, the old footnotes were apparently re-labelled after
page thirty. Still more footnotes were added at a later stage using the
printers' symbols described earlier, These begin in Chapter I and
appear frequently until page forty-one, after which they almost
disappear until Beok II.

The final evidence for my hypothesis that the numbered plates were
not part of Tomlinson's original treatise comes from the plate dedica-
tions: several of the children to whom the plates are dedicatéd were
not yet born when Tomlinson claims to have i'inished the treatise, and
some of his pupils were probably just learning to walk.33 In the
following table I have listeG those children for whom I have been atle

to find birthdates, and who would have been less than four years old in

1726 .34
Name Date of Birth Plate
James Aston# | 1723 I/4
Assheton Curzon#* Feb. 1730 I/6
Peter Giffard 1728 or later I/12
Thomas Giffard 1729 or later I/12

33. One could argue that Tomlinson designed the plates prior to finding
donors willing to subsidize the engraving, but in view of the other
evidence presented here this seems unlikely. He would surely have
come up with a more rational way to integrate the plates into the

text if they had been part of his original plan for the book.

34. Dates are from Georde Edward Cokayne, The Complete Peerage, new ed.,
12 vols., ({(London: The St. Catherine Press, 1910-1959); and Burke's
Peerage and Baronetage, 105th ed., (London: Burke's Peerage Ltd.,
n.d. [19701).
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Elizabeth Fauconberg 1727 or later II/11
Mary Elizabeth de Courcy 1726 II/12

#Tomlinson's students

A comparison of the Book I and Book II dedications also suggests
that the Book II plates were commissioned first. All of the highest
ranking families are represented in Book II, although some of these
families also have plates in Book I. However, the latter are dedicated
to the younger children in the family rather than the "sca and heir."
(See, for example, the Aston family plates, I/4 and II/4; also the
Talbots, I/8 and II/7.) Furthermore, when these names are excluded from
the Book I dedicatees, the remaining names are baromets or esquires,
with no members of the nobility.

If the Book II piates were in fact desigred first, and if I am
correct in assuming that the plates were a money-making proposition,
then the "grab-bag" character of the Book I plates makes sense:
Tomlinson continued to add plates to the collection until he had

exhausted his supply of patrons.

The plates ancompanying Books I and II are especially useful to us
today as illustrations of arm and hand positions, and of the carriage of.
the body. In the discussion of the Bickham plates in the previous
chapter I mentioned the possibility that some of the alterations might
have been made to bring them in line with the "English style" plates
being prepared for Tomlinson's treatise. If Tomlinson's plates are
representative of such a style, as distinct from Rameau‘s illustrations
in the original edition of Le Maitre, this style can be summarized as
follows: 1) the hand position consistently shows the thumb and index

finger touching or nearly touching, while the other fingers are opened
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out somewhat (plate I/2) or curved in (I/15); 2) when the arms are in
opposition, the hand of the arm opposing the forward foot is curved in
rather sharply at the wrist (plates I/12-13); 3, for certain steps there
is a considerable amount of shading of the upper torso (turning to the
side and/or tilting away frem the vertical--I/7, 15, I1/12).

It has been amply demonstrated in this chapter that Tomlinson's
treatise is no mere imitation of Rameau's, but an independent work which
differs in many respects from the French counterparts. These
differences~-in the notation and performance of steps, in the step
patterns and figures of the minuet, and in the illustrations--are

important clues in cur efforts tc define an English style of dance.

Bickham: An Easy Introduction to Dapeing

In 1738 a short treatise on the minuet was published by George

Bickham Jr., the same man who supplied the second set of plates for the
Essex translation of Rameau. The title page describes the contents in

detail:

An Easy Introduction to Dancing: or The Movements in the Minuet
fully Explained. Adorn'd witn Twelve Figures Drawn from the
Life, Representing the Different Attitudes of young Gentlemen

ldd OF AUpLCoTiivaas o v LR 242830

and Ladies . . . . With an Additional Plate, Representing the
Form or Figure of the Said Dance. As also Six New Minuets and

Rigadoons, likewise their Proper Basses, for the Harpsichord,
Spinnet, Violin &c. . . . Printed for T. Cooper.35
The work consists of five pages of explanatory text, followed by
seven engraved plates. Each plate has a title referring to some aspect
of the minuet figure ("The first Honour," "Presenting Hands," etc.) and

they are all dated 1 October 1738. Another undated edition of the work

has a different imprint: "London, Printed and sold in May's buildings,

35, Copies are at GB Lecs and US NYp.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



near Covent Garden."36 In this edition the title page and five pages

of text have been reset with minor changes, but the plates are identical
to the first edition. The sixth page, which was blank in the first
edition. here includes advertisements for various books printed for
George Bickham (at the same address as was on the imprint). One of
these is a 1752 publication, se this particular copy, at least, dates
from after that year.

A3 inne Withecrell has pointed out, Bickham's work draws heavily on
the Essex translation of Rameau, both for the descriptions of the minuet
and the illustrations.37 Thus, while it contributes little of
significance to our understanding of English dance, it would seem to
indicate that a market existed for the "French" version of the minuet.
Bickham begins with a desecription "0Of the Movements in General,™" and
discusses the instep, knee, hips and arms. The hand position is that
described by Rameau: neither open nor shut, and the thumb should not

";ress one of the fingers. Only the minuet step of two movements is
included (the description is tzken almost verbatim from Essex, p. 44),
and none of the other steps used in the minuet are included.

All of the first six plates depict a dancing couple {the "twelve
figures" referred to on the title page). Underneath each of these
couples appear two short dance movements, a minuet and a rigadoon. The
dances are in binary form, with short phrases: mostly eight bars long
in the minuets and four and six bars respectively in the rigadoons. The
latter are all in 6/8 meter. The last plate, "The Compleat Figure of

the Minuet," illustrates some hand positions as well as four of the five

36. A copy of this edition is at GB Lbl.

37. Withereil, "Minuet," 4.
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minuet patterns (all but the final figure). An amusing innovation is

the additioa of footprints (rounded toes for the man, pointed toes for
the woman) which outliine two of the floor patterns of the dance.
One can only wonder who might have purchased this book, since the

information about the minuet is insufficient for someone to learn the
dance without a teacher. On the other hand, the plates are nicely done,

and the music, while uninspired, does include bass lines. But it was

most likely the price of Bickham's work which was attractive: one
shilling for the 1738 edition compared to one guinea for the Essex

translation and two guineas and a half for Tomlinson.
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Chapter IV

SCURCES FOR ENGLISH CHOREOGRAPHIES

There has been no reliable biblicgraphic information to date about
the English dances; previous studies in this field have had to rely ou
library catalogues, book sellers' catalogues, and other secondary
sources, most of which were unreliable, at least {rom a bibliographic
point or view.! The inclusion in RISM of some (but not all} of the
English choreographies has only made matters worse, since the entries
are drawn from the same secondary sources mentioned above, rather than
from first-hand examination of the dances. In this chapter I will
consider the following questions: publication or manuseript dates;
dates of composition (if these differ significantly from publication
dates; and various editions or issues of the dances.2

There are a total of eighty~five extant "Engiish" choreographies
from the years 1706-1740. They are listed by choreographer and type cf
dance in Table 1. Included in this table are four dances by French
chcreographers; these dances survive cnly in English sources, or were

first published in England.

1. Hence, the recent studies by Jennifer Martin, Susan Bindig, and Wendy
Hilten (among others) contain incorrect dates for some English
dances.

2. Library locations for all of the published dances are included in
Appendix B, as are corrections for the RISM dance entries.
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Table 1. Inventory of English Chcreographies

Choreographer Jotal No, Coupt Theatrical Dances for One
of Dances Dances  Dances® or More Women¥

L'Abbe 27 13 13 1
Isaac 22 21 1
Tomlinson 8 7 1
Roussau 6 4 2
Siris 5 5
Caverley 2 2
Holt 2 1 1
Balon 1 1
Couch 1 1
D'Angeville 1 1
Essex 1 1
Glover 1 1
Groscort 1 1
Hickford 1 1
Marcelle 1 i
Pecour 1 1
Priest 1 1
Prince 1 ’ 1
Shirley 1 1
Anon. 1 1
TOTALS 85 54 ) 18 13

#These catagories are not mutually execlusive: for example,
three of L'Abbe's theatrical dances are for women. Dances in the
last column include the eight figure dances for women in the
Pemberton collection and several solos for women which do nct demand

theatrical technique.
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Of these eighty~five dances. at least seventy-seven were
published, the remaining eight dances surviving only in manuscript.
(Manuscript versions of several of the published dances also are extant
and will be discussed in Chapter VI.) These dances will be considered
by choreographer, starting with Isaac and L'Abbe, and then proceeding

chronologically with the other choreographers.

Publication dates

Isaac published a total of twenty-two dances, all but one of which
are ballroom or court dances for a couple. Original publication dates
for seventeen of these dances are known: a collection of six dances
published in 1706, eight dances for the Queen's birthday (one per year,
1707-14), two dances "for the Year 17__" published in 1715 and 1716, and
the dance for a single woman published in the 1711 Pemberton collection.

The titles of these dances are listed below in chronological order.3

1706  The Richmond
The Roandeau
The Rigadoon
The Favorite
The Spanheim
The Britannia
1707 The Union
1708 The Saltarella
1709 The Royal Portuguez
1710 The Royal Galliarde
1711 The Rigadoon Royal
Chacone for a Woman
1712 The Royal Ann
1713 The Pastoral
1714  The Godolphin
1715 The Friendship
1716  The Morris

3. I have standardized the spellings of dance titles throughout this
chapter.
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n.d. The Princess
The Gloucester

The Marlborough
The Royal
The Northumberland

The five undated dances were apparently published beftween 1709 and 1711,
judging from the title pages of the dances for these three years. On
the title page of the MRoyal Portuguez® (1709) is a list of the eight
previcusly published Isaac dances. On the title page of the 1710 dance
this list has been increased to twelve dances; the three new titles (at
the end of the list) are "The Princess,"™ "The Gloster™ [sicl, and "The
Marlbrough™ [sicl. Two more rew titles are inserted on the title page
of the 1711 dance: "The Royal" and "The Northumberland." It should be
noted that these publication dates do not necessarily represent the date
of composition of the dances; as I will show later in this chapter, at
least eleven of Isaac's dances existed prior to their publication dates.
The first six dances by Isaac to be published appeared in the

following collection:

A Collection of Ball=Dances perform'd at Court: Viz, The

Richmond, The Roundeau, The Rigadoon, The Favourite, The

Spanheim, and The Britannia. All Compos'd by Mr. Isaac, and

Writ down in Characters, By John Weaver, Dancing-Master.
London: Printed for the Author, and seld by F, Vaillant.

aryng

Bookseller in the Strand. 1706.%

Although no publisher is named, similarities between this work and

Weaver's Qrchesograph in terms of type styles, layout of the title

4. Only two copies of this collection are known: US We; and a copy
advertised by the antiquarian bookseller Richard MacNutt (Tunbridge
Wells, England) in 1975, the present whereabouts of which is
unknown. In the Library of Congress exemplar, the order of dances
as listed on the title page has been altered, so that the "Rigadoon"
comes first, and the "Richmond" is third.
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pages and prefatory materials, and the lists of subscribers suggest that
it may also have been published by H. Meere. The ccllection was a
retrospective one in the sense that all of the dances had been composed
anywhere from several months to many years prior to publication. It may
have been inspired by the Pécour Recueil of 1700, the first French
collection of danses. 3 deux, which was a companion volume to Feuillet's
Chorégranhje. Characteristics of the Pécour collection which are also
found in the Isaac dances include: the diversity of dance types; the
inclusion of several dance "suites" (multimovement dances); and the wide
range of difficulty of the dances (from the metrically and choreo-
graphically straightforward "Rigadoon®™ to the complex "Richmond").5
Another parallel between the two collections is that Feuillet notated
Fécour's dances, while Weaver, Feuillet's translator, notated Isaac's
dances,

The collection is dedicated by Weaver to the Duke of Richmond,
Charles Lennox (1672-1723), after whom the first dance is named.6 The
Duke was an illegitimate son of Charles II by the Duchess of Portsmouth.
His abilities as a dancer are praised; according to Weaver he has
performed "all, or most"™ of the dances in the collection. Weaver also
acknowledges the Duke's encouragement in publishing this collection.

The subscribers! list of forty-seven dancing masters includes all
thirty-nine names from the Orchesography list plus eight new names.

Several of the dances in the Library of Congress exemplar have two

5. These characteristics in the Pécour dances are summarized by Anne
Witherell, Pécocur, chapter 10.

6. Fletcher's statement that the dance was written for Sarah, 2nd
Duchess of Richmond and Lennox, is im error, since she did not assume
this title until her marriage in 1719 (Forty Books, note to entry
ro. 30).
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sets of paga numbers, suggesting that the dances were also available
singly in 1765, However, it is not known whether this in fact occurred.
All six dances were taken over by Walsh and reissued (using the same
plates) at least twice in the next decade.

No publisher is given for Isaac's 1707 dance, the "Union." John
Weaver is again identified as the notator, and H. Hulsbergh is listed as
the cngraver. From 1706 to 1715 the publisher John Walsh held a virtual
monopoly cn the publication and/or distribution of English dances. The
"Saltarella," Isaac's birthday dance for 1708, was advertised by him in
the February 11 issue of the Egilx,gggzgn§.7 At this point Walsh was
still only acting as an agent (both the advertisement and the dance read
"Sold by" rather than "Printed for"™). However, within the next six
months Walsh had apparently acquired the publishing rights (and the
original plates) for all of Isaac's previous dances (as well as for
Weaver's Orchesography). These dances were advertised by Walsh on
Cetober 22, again in the Dajily Cgurggt.a

The use of a stock or passe-partout title page for printing items
in a series was a common practice of Walsh and his contemporaries.9
Walsh used two different stock title pages when reissuing Isaac's
dances. This practice is responsible for much of the confusion and

misinformation in the standard bibliographic sources mentioned

7. Smith, Bibliography, nc. 270. This seems tc be Walsh's first
advertisement for a dance choreography. I can find no evidence for
the issue of the "Britannia" listed in Smith as no. 207, and assume
it is a bibliographic ghost.

8. Ibid., no. 280.

9. For a discussion of this practice see Smith, Bibliography, xx-xxii.
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earlier.10 The first of these, which I have labeled "Title Page A,"
is shown in illustration 1. It is modeled closely after the title pags
of the 1707 birthday dance, "The Union," both in terms of content and
layout, the only important change being the addition of Walsh's imprint.
The wording of this imprint, "Printed for J. Walsh . . . J. Hare
. « « and P, Randal,"™ establishes the date of the stock title page (and
therefore of Walsh's takeover of the plates) as before Octcber 4, 1708,
since from that date on beth Walsh and Randall's names appear together
at the same address.!l Title Page A was used until about 1711, both
for the reprints of the 1706 dances and for four of the five Isaac
dances published between 1709 and 1711,12 a total of ten dances. The
original version of the plate was engraved with the title "Britannia®™;
in some of the other dances a new title has been pasted over this
one.13 At some point this title was removed and the space left blank.
For the birthday dances from 1708-1711 Walsh engraved individual
title pages which were considerably more elaborate than the "Union"
title page (see illustration 2). Not only does he identify the cowposer
of the music ("Mr. Paisible") and the notator ("Mr. De La Garde"), but
beginning in 1709 he includes a list of other Isaac dances already

published, as well as an advertisement for Weaver's translation of

10, As in Chapter II, I am using the term "reissue' to refer to dances
in which the same plates are used, but with the addition of a
different title page, rcserving the term "another edition" for those
dances in which the plates have been re-engraved. This distinction
is not preserved by Smith or the editsrs of RISM,

11. Smith, Bibliography, 87.

12. The fifth dance, "The Northumberland," was most likely first issued
with this title page, but no copies have survived.

13. Smith, Bibliographv, no.375. Most of the Isaac dances in GB Ge have
title pzges with a pasted-in strip.
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Tllustration 1. Title Page A: "Rondeau' has been pasted in
over "Britannia
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Chorégraphie which Walsh had also taken over in 1708.

The remaining three birthday dances {1712-1714) have similar
title pages; the list of dances is increased each time, and the notator
changes to Pemberton in 1713 (no notator is listed in 1712). After the
death of Queen Anne cn August 1, 1714, Isaac's court connections were
Severed, and L'Abbe was named Dancing Master tu the Princesses. Isaac
composed two more dances, %The Friendship . . . for the Year 1715" and
"The Morsis . . . for the Year 1716." The first of these was published
by Walsh, with a title page following those of the previous birthday
dances; curiously, at the end of the list of dances by Mr. Isaac appears
the title "The Princess Royal," L'Abbe!s first birthday dance composed
in his new position, surely a tactless error on the part of Walsh.
Isaac's last~known dance was published by Pemberton.

A second passe-paprtout title page, "Title Page B," was based on
that of the 1712 dance "The Royal Ann" (see illustration 3). Walsh
reprinted at least eleven Isaac dances using this title page during the
years 1712-1714.14 These included all of the dances printed with
Titie Page A (except "The Marlborough®; plus "The Union"™ and "The
Northumberland."” The new title was added by hand in the blank space
where the original title had been. Changes or corrections to the plates
are rare in the reissues of Isaac's dances; however, corrections are

often added by hand to individual copies.15

14, The imprint identifies Walsh as "servant in ordinary to her
Majesty," indicating that the reprints appeared before August 1714.
According to Smith, Walsh was very careful to change the pronoun
when there was a change in monarchs.

15. &n exception is the Glasgow exemplar of the "Britannia," where

several errors (both in the music and in the dance notation) have
been corrected in the plates.
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Isaac's dances continued to be reissued and sold by Walsh long
"after he ceased to publish new dance choreographies of any sort.
Walsh's Catalogue 18. dating from around 1730. lists "20 Books of Figure
Dances by Mr. Issacc" as well as "All the Dances that are Printed in
Characters."16 This collection of twenty Iszac dances was also
advertised by Walsh on the title page of the second edition of
QOrchesography (¢1722). The twenty dances probably included all of
Isaac's dances except for the solo "Chacone" and the 1716 "™Morris,"
since the latter was not published by Walsh. Ne such collection is
known to exist; howeyer, there is a compilation of nineteen dances in
the British Library (h.993) containing all of Isaac's dances listed on
the title page of "The Friendship," and in the same order. Missing from
the list (and from this compilation) is the 1709 dance, "The Royal
Portuguez.™ Although Isaac may well have composed many more dances than
the twenty-two that have come down to us, there is no evidence that

additional dances were notated or published.

Dates of Composition

The previous discussion has established probable publication dates
for Isaac's twenty-two dances. Yet there is strong evidence that at
ieast eleven of these dances were actuzally composed before 1706, the
earliest publication date of his or any other English choreography.
Since any attempt at an analysis of Isaae's style derends in part on an
accurate chronology of his dances, I have attempted to determine the
date of composition for as many of these as possible. There is no

reason to doubt that the birthday dances, one each year from 1707

16. Smith and Humphries, Bibliography, nos. 531 & 532.
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through 1714, and the two dances for the years 1715 and 1716 were
composed shortly before publication. Those in question, then, are the
six dances in the 1706 Collection and the five non-birthday dances
published between 1709 and 1711.

Evidence for the composition dates of these dances is of three
types: 1) the name or title of the dance, often refer%ing to a specific
person, usually a member of the royalty or nobility;17 2) the
publication date of the music for the dance; 3) references to the dance
in contemporary sources. Naming dances after members of the royalty or
nobility is a practice that goes back to at least the mid-fifteenth
century; examples can be fouud in the basse-danse repertoire, and in the
late sixzteenth-century dances of Caroso and Negri. At least eleven of
Isaac's dance titles fall into this catagory. The following list,
alphabetically arranged, identifies each of the personages in question.

The Favorite The subtitle, "A Chaconne Danc'd by her
Majesty," refers to Anne (according to Pemberton, 1711).

The Gloucester This was Anne's son William, Duke of
Cloucester, who died Julv 30, 1700 at the age of 11.18

The Marlborough Jonn Churchill, Duke of Marlborough, a member
of Queen Anne's cabinet; for an additional political reference,
see below.

The Northumberland This may refer to George Fitzroy, Duke of
Northumberland (1665-1716), or possibly his wife Catherine. The
Duke, an illegitimate son of Charles II, held various positions
at court from 1686 until Anne's death.

17. For example, "The Goldolphin" (1714) is dedicated to Lady Harriot
Godolphin, one of the ladies of the bedchamber to Queen Anne. Born
¢1699, she was the granddaughter of the Duke and Duchess of
Marlborough, and the oldest daughter of Francis Godolphin. a member
of Queen Anne's cabinet.

18. The next holder of this title was Frederick Lewis, grandson of
George I, who assumed it unofficially c1715.
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The Princess Queen Anne; prior to 1702

The Richmond The dedicatee of Isaac's 1706 Collection

The Royal May refer to Queen Anne after her coronation.

The Spanheim Ezekiel Spanheim (1629-1710) was ambassador to
London from the King of Prussia (by way of Faris) between 1701
and 1705.

Some of Isaac's dance titles also refer to contemporary politiecal
events. For example, the "Union" (1707) refers to the union between
England and Scotland which was signed into law by Parliament on 7 May
1707. Similarly, a more specific reference for the "Marlborough"
(mentioned above) is to the Battle of Blenheim against the French, won
by the Duke of Marlborough on 13 August 1704.

A second type of evidence for dating Isaac's dances is the
publication date of the dance music. Walsh's normal practice was to
publish, along with each new dance, a companion collection of dance
music, which began with the newest "birthday dance™ tune.!9 These
small collections were advertised and published at the same time as the
choreographies, usually in late January or early February. The two
types of publications can be distinguished not only by the wording of
the advertisement (those for dances usually contain the phrase "writ in
characters," while the music ads refer to the newest minuets and |
igadoons) but also by their prices: 6d. for the music, vs. 5s. for the
chorecgraphies (for these dances which have prices). Far fewer music
collections than dances survive; nevertheless, their existence is well

documented.20 Walsh was not the only publisher to do this; others

19. Table 3 in Chapter V lists all of Walsh's dance music publications
for which choreographies survive.

20. These collections are studied in detail in Chapter V.
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such as Pearson, Cross, and Wright also capitalized on the popularity of
the birthday dances by issuing music collections containing these tunes.
Since in every case for which such a dance/music combination
exists the two appeared simultaneously, the implication is clear that
Tsaac preferred to choreograph to new music, rather than to pre-existing
melodies. The one exception is "The Royal Gailliarde” (1710), the tune
of which appears in the sixth edition of Apollo's Banquet (1690) as "The
Princess." Subsequent chorecgraphers followed this practice as well; I
have found only three examples in the English court dance repertoire
which use pre-existing music. in each case from a popular contemporary
opera. Whether this procedure was the norm in the French court dance
'repertoire is difficult to say, since no study of this aspect has been
made. However, if the evidence from Pécouris {700 Recueil is any
guide, the French were more likely to use pre-existing music: six of
the nine dances in this collection are set to music from seventeenth-
century operas and other works, some dating from as early as 1654,21
In che theatrical dance repertoire both French and English
choreographers used contemporary French opera music 2lmost exclusively.
Returning to the court dances of Isaac, I think we can assume that
for those dances composed prior to 1706, the earliest publication date
of the music corresponds to the date of composition of the dance. I
have found musical concordances prior to 1706 for all of the eleven
dances in question; they are listed below.
Britannia "Mr. Isack's new Dance . . . 1706. The Tune by

Mr. Paisible. To which is added all the new Minusts, Riggadoons
and French Dances . . . ." (Smith no. 196; no copy known)

21. Witherell, Pécour, 265=6.
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Favorite Referred to as "the New French Dance®™ in Apollo's
Banguet, 6th ed., 1690; also in a manuscript collection dated
1694 (GB Lbl Add. 35043).

Gloucester Theater Musick . . . with the French Dances
berform’d at both Theaters. as also the new Dances at ye late
Ball at Kensington on ye Kings Birth day [4 November 16981.
(Smith no. 19a)

Marlborough "Mr. Isaack's new Dance, . . . danc'd at Court on
her Majesty's Birth-day, 1705." (Smith no. 170; no copy known)

Northumberland The Self-Instructor on the Violin . . . the newest
Tunes and Avres . . . . {Advertised 15 July 1695; Smith no. 1,

copy at I Baf)

Princess Three musical concordances published in 1699, the
earliest of which is probably The Second Book of Theatre Mugick:

« « o ALl the New French Dances . . . . (Smith

no. 20a)

Richmond Ihe Seilf-Instructor [1695]1. (See "North-
umberland™)

Rigadoon Theater Musick [1698]. (See "Gloucester."™ This
is the Siris version of the tune; I have found no consordances

for the Weaver version.)

Rondeau Apollo's Banauet, Tth ed., 1623: "Round 0: A new
French Dance."

Royal Second Book of the Ladv's Bapquet . . . with the
most Noted Minuets Jiggs and French Dances . . . » 1706. (Smith
No. 187)

Spanheim Second Book of the Lady's Bapquet, 1706

The third type of evidence for the existence of these choreo-
graphies prior to their publication dates comes from references found in
music publications and elsewhere. Thus we learn from the parallel music
publications that the "Marlborough®™ and the "Britannia" were the
birthday dances for 1705 and 1706 respectively; and from Pemberton's
1711 collection of dances that the "Favorite" was "Danc'd by her
Majesty."™ Since Anne suffered from severe gout during most of her reign

and would therefore have been unlikely to dance, a 1690 date for this
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choreography is not implausible. "The Princess® was also a birthday
dance for Anne in 1699 before she became queen; the inscription in
Theater Musick reads " . . . a New Dance at ye Ball on ye Princess Birth
Day."™ A country dance to the tune of the Spanheim was already known in
1705, suggesting that the court dance was earlier than this.22

The foregoing information is summarized in the following table; a
date or range of possible dates is given for each of the eleven Isaac

dances composed before 1706.

Britannia 1706
Favorite 1690 or before23
Gloucester 1698
Marlborough 1705

Northumberland 1695 or before

Princess 1699

Richmond 1695 or before
Rigadoon 1695

Rondeau 1693

Royal 1702-05
Spanheim 1701=-05

L'Abbe

The publication histo:y for the other English choreographers is

22. Court dance melodies were frequently recycled as country dance
tunes, but the reverse does not occur; evidence for this assertion
is presented in Chapter V.

23. The music for this dance is also found in a continental collection
of dance music published in 1688: A. Poiutel's lfeuxiéme recueil de
dances et contredances avec la basse continue, 2 vols. (Amsterdam,
1688).
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considerably less complicated. Anthony L'Abbe first came to England in
1698 and seems to have been a permanent resident from 1701 on. His
career prior to 1715 was as a theatrical dancer and choreographer rather
than as a teacher. Only after he was appointed Royal Dancing Master did
he begin composing and publishing court dances.

L'Abbe's twenty-seven extant choreographies fall into three»
categorles: 1) thirteen ball dances published by Walsh and/or Pemberton
during the years 1715~1733; 2) a ccllection of thirteen theatrical
dances published by the dancing master F. Le Roussau ¢1725; 3) a solo
dance for a woman in the 1711 Pemberton collection (actually a solo

version of a dance for two women in the Le Roussau collection).

Ball Dances
L*Abbe composed and published thirteen danse 3 deux between the

years 1715-1733. A chronological list of these dances follows:

1715 Princess Royal

1716 Princess Anna

1717 Royal George

1718 Princess Amelia

1719 Princess Ann's Chacone
1721 Prince William

1723 New Rigadoon

1724 Canary

1725 Prince Frederick

1727 Prince of Wales

1728 Queen Caroline

1731 Prince of Wales's Saraband
1733 Prince of Orange

L'Abbe's first twe dances as Royal Dancing Master were published
both by Walsh and by Pemberton. Since Pemberton's name had appeared
frequently on Walsh publications prior to this time (as teacher, author,
notator, or editor), his challenge to Walsh's virtual monopoly on the

publication of dances must reflect a serious failing out between the two
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men, Pemterton's title pages are no match for the elegant engravings of
Walsh, but his dance notations compare favorably. Both editions of the
1715 dance include a dedication to Princess Anna (oldest granddaughter
of George I, and the princess royal of the title) with the identical
wording; Walsh's is engraved, Pemberton's typeset. The only other
substantive difference between the two dances is in the identification
of the music: Walsh calls the tune a2 "Gavot" while Pemberton labels it
a "Branle." Walsh's title page for the 1716 dance mentions3 neithar the
composer of the music nor the notator; Lowever, he does advertise
L'Abbe's 1715 dance, as well as the ubiquitous Weaver QOprc¢hesographv.
There is again a dedication to Princess Anua by L'Abbe. This dediecation
does not appear in the copies of the Pemberton edition I have examined;
however, a two-page manuscript dedication to Princess Anne has been
added to the copy formerly in the Cole collection.24 The notations

are very similar, much more so than for the 1715 dance. In fact, at
first glance one would assume they were identical, and I can only
conclude that they are the work of the same notator/engraver.

After 1716 Walsh apparently withdrew in favor of Pemberton,
publishing only one new dance after this date, Marcelle's "Primrose" in
1721. (He may also have published a second version of L'Abbe's "New
Rigadoon" in 1723; the only surviving copy of this edition is missing
the title page.) Walsh did continue to issue the annual collections of
dance music, containing the newest court dances. (These collections are
discussed in Chapter V.)

Pemberton's 1717 title page for the "Royal George" is a definite

24, Auction catalog of the Cole collection, no. 277. £ number of
English dances were included in this sale. I have not been able to
determine the present locations of any of them.
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improvement over his previous two efforts, and the notation is more
secure as well. The dances for the next two years have similar title
pages, both with flowery seript, beautifully engraved. From 1721 on
Pemberton used an elegant passe-partout title page withqan elaborate
border, in which only the dance title, year, and occasion (Birthday or
New Yeart's dance) are changed. This title page is aiso used for two
other dances not by L*Abbe: Caverley's "Slow Minuet"™ and the anonymous
"Cybelline."

The other edition of L'Abbe's "New Rigadoon™ mentioned above
difrers significantly from the Pemberton edition. The dance, spelled
"Rigadon, " has been spread out cver seven pages rather than five, and
the engraving style of both dance and music is quite different from that
in Pemberton. There are also some changes in the notation which will be
discussed in Chapter VI.

L'Abbe's duties as Royal Dancing Master were to instruct the
"three young Princesses," granddaughters of George I; their brother
Frederick remained in Hanover until 1725, where his dancirg master was
Desnoyer. Eleven of L'Abbe's thirteen ccurt dances are named after some
member of the royal family, most often these grandchildren and their
siblings, all offspring of the Prince of Wales (the future George II)
and his wife Caroline. The couple produced eight children between the
years 1707-1724, seven of whom survived to adulthood.

The following list includes the names and dates of the children

and the dance or dances by L'Abbe named for them.

Name of Child Date and Title of Dance

Frederick (1707-1751) 1725 "Prince Frederick®™ (in honor of
Frederick's arrival in London)
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i731  "The Prince of Wales's Saraband"25

Anne (1709-1759) 1715 “"Princess Royal"
1716 "Princess Anna®

1719 "Princess Anne's Chacone"
1733  "Prince of Orange"26

tmelia (1711-1786) 1718 "Princess Amelia"

Caroline Elizabeth ™~ No dances known
(1713=-1757)

George William No dances known27
(1717-1718)

William (1721-1765) 1721 "Prince William"¥
Mary (1723-1772) No L'Abbe dances; but see Glover
Louisa (1724~-1751) No dances known

Dances for the children's parents and grandfather include the
following:

George I (1660-1727) 1717 "Reyal George"28
George II (1683=1760) 1727 "Prince of Wales"29

Caroline (1683-1737) 1728 "Queen Caroline"

L'Abbe's remaining two court dances have generic titles: "New Rigadoon"

25. Frederick was named Prince of Wales on January 8, 1729, nearly two
years after his father ascended the throne. A dance in honor of his

marriage to Augusta of Saxe-Gotha in 1736 is mentioned in the London
Stage but no copy is known.

26. L'Abbe's last known court dance, this is subtitled "La Mariee" and
is in honor of William IV of Orange, whose marriage to Princess inne

took place on 14 March 1733.

27. The 1717 dance "Royal George"™ was advertised in March of that year,
whereas the young prince was not born until 2 November.

28. Although this dance could also have been written in honor of the
future George II, in view of the strained relations which existed
between father and son it seems unlikely that L'Abbe would have
Jjeopardized his stauding with the King {his employer) by such a
move,

29. This dance must have been published before June 11, the date of
George I's death.
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(1723) and "Canary" (1724).

No L'Abbe dances are extant for the following years: 1720, 1722,
1726, 1729-30, 1732, and after 1733. Altnough I had initially assumed
that dances for these years were lost (given the regularity with which
Isaac produced dances), in fact none may have been composed. Two types
of evidence support this contention: 1) the companion music collections
published by Walsh and others; 2) contemporary collections of the
surviving dances, bocund in order. The practice of issuing collections
of the newest dance ftunes on a yearly basis (as opposed to the sporadic
editions of Apollo's Banquet and other similar collections) dates from
at least as early as 1703. Such collections usually began with the
music (treble and bass lines) for the most recent court dance, with the
presence of this music indicated in the title of the collection by the
phrase "the newest Franch Dance." Since there is a strong correlation
between these music publications and extant choreographies, the absence
of such music for a given year suggests that no dance was published.
Walsh published two collections of dance music in 1720. A Collection of
Minuets, Rigazdconz, or French Dances for the Year 1720 was advertised in
February of that year.30 It includes music for only one "French"
dance, the anonymous "Cybelline." The other publication, The new
Minuets and Rigadoons, and French Dances, perform'd at the Ball at Court
on his Majesty's Birthday, 1720, was advertised in June of that

year.31 No copies of this publication are known. Walsh's 1722

30. Smith, Bibljocgpraphy, no. 576. A copy of this publication, unknown
to Smith, is in the collection of Gerald Coke. I am most grateful

to Mr. Coke forr providing me with photocopies of this and several
other items in his possession.,

31. Ibid., no. 589,
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collection, Minuets:; Rigadoons or French Dances for the Year 1722,
contains only two pieces which might qualify as "French Dances®: "New
Royal George" {p. 6§) and "Chacome Darliquin and Round C" {(p. 12). The
music of the first dance is identical in structure to L'Abbe's 1717
"Royal George": a duple-meter section of 8- and 12-bar strains,
followed by a passepied section, also with 8- and 12-bar strains. Both

tunes are in A major. The t'irst strains of both tunes are given in

example 1.
‘Jﬁ'._}? -+ — ?—'—F - i ‘]L’-‘F |P|' - f#;lo = | |
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Example 1a. "Royal Gecrge" (1717), first strain.
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Example 1b. "New Royal George"™ {(1722), first strain.

These similarities lead me to believe that the 1722 tune was an
alternate for the earlier dance {particularly since a new dance tune
would have appeared at the beginning of the colleetion). This is not
without precedent: two alternate tunes were printed for L'Abbe's 1721
dance, "Prince William."32 No choreography is known for the "Chacone
Darliquin," although three other dances with similar titles are extant.
However; 211 three are difficult character dances for a male solo, and

it seems unlikely that a court dance by this title would have been

32. Both versions are transcribed in Appendix C.
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composed.

Walsh appareatly did not publish a yearly collection of dance
music in 1726 or 1732 {(there are no entries for these years in
Smith/Humphries); and he omitted mention of French dances from the title
page of the 1730 collection. While the absence of survivin, copies of
dance music does not prove that no dance was composed, it does suggest
that none was published. The last use of the term "French dances" on
the title page of these collections occurs in late 1732 in a volume
published for 1733.33 Although Walsh continued to issue these
booklets until the firm ceased operating under this name in 1766, from
1733 onward they contained minuets only.

The second type of evidence comes from three sets of L'Abbe dances
which survive in various stages of completeness. The Harvard set is
missing only the 1733 dance, while the set at the Cecil Sharp Library
contains the nine dances from 1715-1725, and that at the British Library
(h.801b) includes the first six dances (1715-21). The dances in each
set occur in either chronological or reverse chronological order, and
there are no omissions ol "known" dances. Thus, while not conclusive,
this evidence certainly supports the theory that L'Abbe did not publish
dances for at least some oi' the five years in question. The one Mlost"
L'Abbe dance for which evidence does exist is his "Follie d'Espagne,™
mentioned by Tomlinson. This was probably a theatrical dance, since all
3ix surviving Folia dances and fragments are of this type; it must date

from 1719 or earlier; the cutoff date for the dances cited by Tomlinson.

Lheatrical Dances

A beautifully engraved edition of thirtzen L'Abbe choreographies

33. Smith/Humphries., Biblicgraphy, no. 1051. No copy is known.
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was published by the dancing master F. Le Roussau ¢1725. The title page

reads as follows:

A New Collection of Dar es, Containing a great Number of the

best Ball and Stage Dances: Composed by Monsieur L' Abbe,

Dancing-Master to Their Royal Highnesses, the Three Young

Princesses. That have been performed both in Druy-Lane [sicl

and Lincoln's-Inn-Fields, by the best Dancers, viz. Monsieur

Balon, Mons!' L'Abbe, Mons' La Garde, Mons!' Dupre, Mons'

Desnoyer,; Mrs. Elford, Mrs. Santlow, Mrs. Bullock, Mrs. Younger.

A Work very Uszful to all masters, and uther Persons that apply

themselves to Dancing. Recollected, put in Characters, and

engraved, by Monsieur Roussau, Dancing-Master.3
Nc publisher is listed; the collection is to be sold by the book-binder
Mr. Barreau and by Roussau (here identified as Mr. instead of Mons.)}.

Although the title page specifically mentions ball dances as well
as stage dances, the focus of this collection is very much on theatrical
dances, and as such it is unique in the English repertoire of published
dances. Only four of the thirteen dances are for a couple, the
remaining nine being for a solo dancer or two men or women., And while
some of these cocuple dances could conceivably have been within the
technical abilities of well-trained amateurs, they are considerably more
difficult than the court dances published in the 1720's. Furthermore,
all of the dances in the collection were said to have been danced on the
stages of the two London theatres, Drury Lane and Lincoln's Inn Fields,
by dancers in the two companies.
It is clear that Roussau modeled this collectior zf'ter the two

large collections of theatrical dances by Pécour, published in 1704 and

¢1713 by Dezais and Gaudrau respectively. In particular, the spacious

34, Three copies of the publication are known: A Smi, GB Ob, and a copy
formerly in the Cole collection, current whereabouts unknown.
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layout and elegantly engraved notation are reminiscent of the Gaudrau
volume. Other points of similarity include the following:

1) Like the two French collections, this one contains theatrical
rather than social dances (although the Gaudrau collection begins with
nine ball dances).

2) A variety of performing forces is called for: there are four
dances 2ach for male solo and for a couple. two dances each for two
women and for a solo woman, and one duet for two men. A similar
distribution is found in both French collections.

3) L'Abbe's dances are identified “y performer (except in the case
of the anonymous "gentleman®™) and the source of the music is often
included in the dance title, a practice found in both French
publications.

4) The music which L'Abbe has chosen for his dances is similar to
that used by Pécour. Of the twelve pieces for which I have found
concordances, eleven come from operas by Lully, Campra. and their
contemporaries. (The music will be discussed in Chapter V.)

One respect in which this collection differs from its French
counterparts is in the organization of the contents. In both French
collections the dances are arranged by performers: all of the dances
for a couple are girouped together, as are dances for one or two men or
women. In contrast, L'Abbe's collection appears to be a retrospective
one, with the dances arranged chronologically from earliest to latest.

L'Abbe dedicates his collection "to the King's Most Excellent
Majesty." (Pécour's collections were also dedicated to the King, in
his case, Louis XIV.) He praises dance for its beneficial physical

P

effects, pointing out that it has emerged from its licentious and lewd
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past to become "the Darling and Delight of all Courts.™ L'Abbe credits
Beauchamnp with the invention of dance notation (with nc mention of
Feuillet}, and mentions Pécour's role as dancing master to the French
royal family, perhaps to remind the King (and L'Abbe's subscribers) that
he considers himself the English equivalent of the illustrious French
choreographer. In closing he refers briefly to the dancing abilities of
the three princesses.

The dedication is followed by a rather curious preface by Roussau.
After praising L'Abbe's dances he becomes defensive about the delay in
publication of the dances: "there may be some Persons that will say,
That I am very tedious in the Performance of my Promise; but they will
cease blaiming me, when they consider that . . . I was willing to
engrave it my self, to render it more compleat." In a subsequent
paragraph he advertises one of his own dances, a "Chacoon for a
Harleguin," which he has engraved. (It is not clear from this remark
whether the dance has been published; or is available privately from
Roussau. I suggest later in the chapter that the only known printed
copy of this dance dates from 1729 at the earliest.) Roussau also
mentions that individual dances from the collection can be purchased at
2s. 6d. {the price for the entire collection was 25s). However, no
single copies of the dances are known. The subscriber's list which
follows includes sixty-eight names, ten of which are from the continent
{e.g., Paris, Vienna, The Hague).

A list of the dance titles follows. (I have preserved the
original spelling.)

Loure or Fat
=4
~d

erformd, before his Majesty King William ye 3
by Mon n an

cn and Mr L'abbé

Passacaille cf Armide by Mrs Elford & Mrs Santlow
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Menuet performd, by Mrs Santlow

Chacone of Galathee performd, by Mr La Garde and Mrs Santlow
Saraband, of Isses performd. by Mr Diipré & Mrs Biillock

Jigg by ve Same

Canaries performd. by Mr La Garde & Mr Diipré

Passagalia of Venis & Adonis performd by Mrs Santlow

Chacone of Amadis Performd, by Mr Dupré

Pastoral performed by a Gentleman

Spanish Entreé Performed by Mr Desnoyer

Entree performd, by Mr Desnoyer

Tlirkish Dance Performd, by Mr Desnoyer & Mrs Younger

Approximate dates of composition of the dances in the collection
can be determined from biographical information about the dancers who
performed each dance.35 The performance of the first dance in the
collection must have taken place in April or May of 1699, when Jean
Balon was brought to Lincoln's Inn Fields for five weeks, L'Abbe having
arrived in London the previcus year. There are no records of Balon
having returned to England again and, in any case, William died in March
of 1702.

The second dance, "Passacaille of Armide," was performsd by "Mrs,
Elford™ and "Mrs. Santiow.® Hester Santlow's first stage appearainice was

on 28 February 1706.36 Since Mrs. Elford's name does not appear on

the rosters after the 1705-06 season, the dance would seem to date from

35. In the following discussion all performance dates are from the
second volume of The London Stage. This volume is currently being
revised to include a great deal of new information, particularly
about the first decade of the eighteenth century.

36. Curtis Price's suggestion that her debut occurred a decade earlier
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7706. Although the two women were dancing at different theatres during
this season (Eiford at LIF/Queens and Santlow at Drury Lane), it was not
unknown for a dancer from one company to appear at a rival theatre. The
solo version of this dance, published in Pemberton's 1711 collection,
would therefore seem to be an arrangement of the duet.

The third dance, a solo minuet performed by Hester Santlow, must
date from 1706 or later. She also performed the fourth dance in the
collection, "Chacone of Galathee," this time with [Charles?] La Garde.
La Garde first appeared on the stage in 1705, and he and Santlow are
listed as dancing together on a number of occasions in the following
years. The fif'th and sixth dances, "Saraband of Issee™ and "Jigg by the
Same" (i.e., the same dancers) are the first couple dances in the
collection. The performers, "Mr. Dupre® and "Mrs. Bullock," are first
listed in the Londen Stage on 22 December 1714 at Lincoln's Inn Fields
(Bullock under her maiden name of Ann Russell). The names of both
dancers appear frequently on the rosters of both companies throughout
the reminder of the decade.37

Dupre performed two other dances in this collection, the
"Canaries," a duet for him and La Garde, and the ninth dance, a solo
Chaconne. Thus both dances must date from the end of 1714 or later.

{Both men were at Lincoln's Inn Fields from January 1715 to the end of

is in error. Prices bases his suggestion on a reference to Santlow
in a collection of dance music which he dates 1695, but the music is
almost certainly from c¢1720. (Curtis Price, "'To Make Amends for
One Ill Dance': Conventions of Dance in the Restoration Theatre"

Dance Research Journal X/1 (Fall 197T7), 4.

37. Several dancers with the surname Dupre danced in London during this
period, but the records are too confusing and incomplete for

Christian names to be assigned. (See the Biographical Dictionary

articles; IV, 512 ff., and my subsequent remarks about Roussau's
"Chacone.")
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the next season.) The eighth dance, a solo passacaille for Hester
Santlew; may have been composed before July 1719, the date of her
marriage to the zactor Barton Booth. She is consistently referred to as
"Mrs. Booth," at least in theatre records, after this time.

The "Pastoral® is the only dance for which no performer is
identified by name. Pastoral dances were performed on the London Stage
in 1716 and 1718-19, but there is no way of knowing if they are related
to this dance. The tune, one of only two in the collection not frcm a
French opera, was used by Isaac in a couple dance of the same name
published in 1713.

The last three dances must have been composed after 11 January
1721, the date on which Desnoyer (the future teacher of Prince
Frederick) arrived in London. His performances at Drury Lane continued
through the next season as well. In the final dance of the collection,
a "Turkish Dance,™ Desnoyer is partnered by Elizabeth Younger, a dancer

at Drury Lane since 1714,38
Dances by Other Choreographers

Jowlinson

In addition to the two dances included in his treatise, Tomlinson
composed at least seven other court dances: the six yearly dances
published between 1715 and 1720 (listed below) and the lost *Passacaille

Diana® (1721).

38. Several performances of the "Turkish ceremcony® from Moliere's Le

Bourgeols Gentilhommme were presented in London in 1720 and 1721.

As is true of all such "ethnic" dances, there is nothing "Turkish"
about the choreography. The musi:, from Campra's cpera L'Europe
Galante (1697), is identified as a march and two airs "pour les
Bostangis." According to the Oxford Enelish Dictionary a Bostangi
was a Turkish soldier who guarded the Sultan's palace. )
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1715 Passepied Round €
iT16 Shepherdess

1717 Submission

1718 Prince Eugene
1719 Adaress

1720 Gavot

As was mentioned in Chapter III, the title page of another darnce, "Bonne
et Belle Assez, A New Crand Dance . . . 1753," is shown in the portrait
of Tomlinson inserted in the front of some of the copies of his
treatise. However. this is probably not the fragment of dance notation
at Tomlinson's elbow, a solo dance for a male. Neither of the two
dances in his treatise, the minuet mentioned above and the short
(16=bar) canary, seem to have been published separately.

Tomlinson®s first three dances (1715-1717) were sold by John Walsh
as well as by the author. The florid engraving style of the "Passepied
Round O" is in marked contirast to the other {ive dances; and with this
change of engravers (although perhaps unrelated) came a doubling of the
price of the dance from 2s. 6d. to 5s. No publigher is given for any of
the dances, and after 1717 Walsh's name is no longer mentioned; the
dances are "to be had only of the author." In 1720 Tomlinson reissued
his dances in a collection entitled Six Dances Compos'd By Mr, Kellom
Tomlinson.39 1In his collection Tomlinson retained the original title
pages for each dance and adding a dedication "To the LADIES." Tomlin-
son's rhetoriec in this dedication is that of an eighteenth-century
feminist. After crediting the "fair sex" with the advancement of
dancing due to their protecticn and encouragement, he points out the

unfairness of their having been denied access to dance notation, "which

35. Two copies of the collection are known: F Pc and GB Lbl, A
facsimile edition of the British Library exemplar was published by
Gregg International/Dance Horizons in 1970, bound with Tomlinson's
trcatise.
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Art is now become equal, and of the same Usa, with Notes, &c. in
Musick.™ Tomlinson offers to teach this notation to women ("notwith-
standing all the Jests and Reflections which may be thrown upon me"),
insisting that women zre as capable as men of learning to read dances.
"That you, Ladies, have a Capacity of acquiring any Art or Science, to
which you shall apply your Selves, is a Truth too notorious for
Contradiction: The many living Instances of Female Excellence, which
are now among us, make Envy it self cbnfess it nl0

Acesrding to the title page of the 1720 collection (and the
preface of his treatise), his 1716 dance "The Submission® was performed
at Lincoln's Inn Fields by "Monsieur and Mademoiselle. the Twe French
Children" (i.e., the Saliés),*! but there is no evidence that he
comnposed the dance for them. The meaning of this dance title is
unknown; likewise, the titles "The Address" and "The Shepherdess" may
have had special significance to contemporary audiences, but I have beer
unable to find any associations with events or persons of the time.
only obvious reference to the nobility is "Prince Eugene's March"
(1718). Although Eugene of Savoy was an important British ally in the
battles against the French earlier in the decade, his name does not
appear in accounts at this time. The remaining four dances have generic
titles. It is perhaps more than a coincidence that both Tomlimson's
lost dance and the 1725 Siris dance refer to a "Diana®; since no member

of the royal family had this name, the reference may be to a noblewoman.

4G, I cannot help but be somewhat skeptical of Tomlinson's motives,
since offering to teach dance notation to women could easily be a
lucrative undertaking.

41, Thig is confirmed in the London Stage entries for 21 and 25
February, 1717. See Chapter III, footnote 4.
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(Mythological references dec not seem to cccur in this repertoire.)

Siris

The collection of dances which Siris promised in his 1706 trans-
lation never appeared or, if it did, has not survived.?2 His five

surviving dances are listed below:

1708 La Camilla

1709 Brawl of Audenarde
1712 New English Passepied
1714 Siciliana

1725 Diana

His first extant dance, "La Camilla,™ was published in two editions.
One edition, a unique copy of which is in the British Library, is dated
i708. It has a title page entirely in French with a price of "Cing
Florins" {corrected by hand to "trois") and with the following imprinf:
"A Londres, Chez le Sieur Siris, hfle St. Martins Lane. Et a Amsterdam,
Chez le Sieur Etienne Roger." In the choreography both French and
English terms are used: on the first page the tune is labelled "La
Camilla, Rigadoon mouvement," while the dance itself is called "The
Camilla." The page is signed "Engrav'd by S. Conniand"™; he also
engraved Siris's 1709 dance. The pages are labelled "Pla: 1," etc.,
rather than the more usual "Couplet 1," ete. Bound into this edition is
a separate page of manuscript music identified as "La Basse de Lz
Camilla, Mouvement de Rigaudon."

The other edition of the dance has b2en preserved at the Bodleian
Library in Oxt'ord; the lack of a title page makes it impossible to

determine which -version appeared first, although a date of 1709 has been

42, However, a 1716 Roger catalog inciudes "Les dances de Monsieur
Siris," an entry repeated in the 1737 catalog of Roger's successor,
Le Céne. (See Chapter I, footnotes 41 and 42.) No copies of these
collections are known.
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added by hand on the first page of this exemplar. The notations of the
two editions are almost identical, and it is only by comparing small
details such as the precise shape of a liaiscn line, the placement of a
turn sign in the dance, or the shape of the sharp symbol in the musie
that one notices that the two editions are distinct.

A number of minor errors, most often involving the direction of
the foot symbol, occur in both editions. Mistakes are occasionall&
corrected, or new mistakes introduced, but these variants do not support
a pattern of transmission in either direction. An advertisement for "La
Camilla, a new Dance," sold by Siris and Walsh, appeared in the Jan. 15,
1708 London Gazette.43

Siris's 1709 dance, "The Brawl of Audenarde," was named after the
famous battle of Oudenaarde in The Netherlands oa 11 July 1708, in which
Marlborough and Eugene of Savoy decisively defeated the French forces
under Vendome and Louis, duc de Bourgogne.u4 According to the Cole
catalog (no. 472), this dance was also engraved by Conniand and sold by
Siris and Walsh. Walsh and Hare's imprint on a separate slip has been
pasted over the original one.

Another Siris dance, previously known only from an advertisement

in the Spectator, was also included in the Cole sale.'S The Cole

43, Tilmouth, "Calendar," 70.

4y, As was the case with the 1704 battle of Blenheim, a number of
country dance titles also refer to these military victories.,
Examples from Walsh's 1709 collection of ccuntry dances include |
"Vendome's Retreat," "Marlborough's Victory,"” and "Drive the
Mounsieur from Flanders."

45, The ad reads, "Last Tuesday [29 January] was Publish'd The new
English Passepied, Mr. Siris's New Dance for the Year 1712. The
book is sold by Mr, Siris . . . and J. Walsh . . . price 2s 6d."
Spegtator no. 291, Feb. 2, 1712,
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catalogue describes this as having four pages plus a title page with the
imprint "Sold to [sic] Mr. Siris and I Walsh," and with the music
attributed to "Mr. C." (more likely Mr. G[alliardl, who was also
responsible for the 1709 nmusie).

The only surviving copy of Siris's 1714 dance, %The Siciliana,"
has no title page. The overall appearance of the nutation and engraving
is similiar to'his earlier dances. Walsh published music for botﬂ this
and the 1709 dance.46 Siris's last extant dance, "The Diana . . . for
the Year 1725," was also ungnown pricr tc the Cole sale. According to
the catalog there is no imprint; the title page bears the unusual
caption, "This Book is given Gratis to all the Dancing Masters in
England at Mr. Sirist's House."

A lost dance by Siris, "The Princess Ann," is cited by Tomlinson
23 an example of a gavotte.”7 The dance must have been published
between 1715 and 1719, sincc the title refers to the Princess Royal of
L'Abbe's dances, rather than Queen Anne, and all of the dances which
Tomlinson cites as examples (except for his own dances) were published
prior to 1720.

Cne characteristic of the Siris dances I have examined which is
not found in those of his contemporaries is the fairly extensive use of
ornzments in the melody of the dance. These consist mainly of signs for
trillé, mordents, and appogiaturas. Similiar signs are used in some
dances published in the 1720'z z2ad iacer, but their use in the first two

decades of the century is unique to Siris.

46. Smith, Bibliography, nos. 310 and 445, No copies of either
publication are known.

47. Tomlinson, The Art of Dancing, 145.
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Essex

In addition to his translations and original country dances
discussed in Chapter II, John Essex published one court dance, "The
Princess's Passepied." The dance is included in the folio editiun of
his translation of Feuillet's country dance treatise, where it is
prominently mentioned on the title page. The precise publication date
of the dance is not known (see Chapter II for a discussion of thié
question). This edition is dedicated tc Caroline, Princess of Wales
(the princess of the title); Essex commends her for setting a good

example for her children and for encouraging dancing.

Caverley

In addition to his dance for five ladies in the 1711 Pemberton
collection Caverley also composed a "Slow Minuet . . . for a Girl,"
published by Pemberton with a tune by Firbank. There is no date on the
title page, but in a copy in the Bodleian Library (minus the title page)
the date 1729 and Caverley's name have been added on the first page of
the dance. In any case, the dance nust have been published before 1733,
since in that year Pemberton's address changed from Oxindon-Street (the

address on Caverley's dance) to Mercer Street,

Glover

Glover was L'Abbe's successor as Dancing Master to the Royal
Family; the exact date of his appointment (presumably at the death of
L'Abbe) is unknown. His only surviving choreography, "The Princess of
Hesse," was written in honor of Mary, U4th daughter of George II and
Caroline, who married Frederick, Landgrave of Hesse-Cassel, on 8 May

1740. The only extant copy of this dance is missing the title pagze;
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again, the date (1740) and choreographer's name have been added by a

contemporary hand.

HO!;.

Another choreographer from the 1711 Pemberton nollection is also
represented by a single dance in Feuillet notation: William Holt's "Le
Rigadon Renouvele,® the only known copy of which was formerly in the
Cole collection. According to the Cole catalogue entry, the title page
gives neither an imprint nor a date, but it does state "put in
Characters in a less Compass then any hitherto done . . . " perhaps

explaining why the dance is only two pages long.

Mare

Marcel (or Marcelle) was a well-known dancer at the Paris opera,
but there is no record in the London Stage of his having performed in
England. Thus it is surprising to find that his only known dance, "The
Primrose," was first published in England by John Walsh at the end of
1720 ("for the Year 1721"). A French edition, entitled "Rigaudon
Noveau," was published by Dezais in his XXII Recfleil de Dances of 1724,
The change in title was necessary because Péccur's dance "La Primeroze"

was also in this collection.

Anon.

The only anonymous English choreography, "La Cybelline," was
published by Pemberton, probably in 1720.”‘8 This dance also uses the

stock title page found on the L'Abbe and Caverley dances described

48. The Cole catalogue erroneously lists Pemberton as the choreographer,
mistaking the phrase "writ by" [= notated by] to mean "composed

by."
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earlier. The music for the dance, attributed to Firbank, is found in a

1720 collection of dance music published by Walsh.49

Rance Anthologies

Collections of dances by Isaac (1706) and I.'Abbe (¢1725) have been
discussed earlier in this chapter. There are also t{wo English
collections of dances by various choreographers, one published by
Pemberton in 1711, and the other a manuscript compiled by Roussau, the

notator of the L'Abbe collection.

Pegheg;oh

In 1711 Walsh published a collection of darnces edited and notated
by E. Pemberton with the title An Essay for the Further Improvement of
Dénging.so Pemberton's title was clearly based on that of the country
dance treatise translated by Essex in 1710 (discussed in Chapter II).
However, the publication is essentially a collection of dances, and
includes only a minimal amount of text. Advertisements for subscribers
appeared in June 1710, urging interested dancing masters to hurry, the
"york being near Compleat."51 Walsh seems to have lost interest in
the work after it was published; no subsequent advertisements are known,
nor was there a later issue or edition.

The collection is divided into two parts: the first includes

49. See note 30 above.

50. At least four copies of this publication are extant: GB Lbl -
US We; NYp. A copy was alsc sold at the Cole auction; if the
catalog description is accurate it is lacking nine plates, A
facsimile edition based on the British Library exemplar (but with a
considerably reduced plate size), was published by Gregg Interna-
tional/Dance Horizons in 1670.

51. Tatler, nos. 182, 185.
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eight "figure dances™ for groups of from three to twelve women, each one
by a different wel'~known English dancing master, while the second part
(really a separate booklet with its own dedication) is comprised of
three "single dances" (i.e., solo dances) by three of the best-known
choreographers of the time, Isaac, L'Abbe, and Pécour. The dances in
both parts of the collection are paginated individually (each dance
beginning again with page one). While such an arrangement often |
suggests that the dances were meant to be sold separately. single copies
were not advertised by Walsh or Pemberton, (A single copy of L'Abbe's
"Passacaille"™ is at GB Ob.) Although it is not stated on the title
page, all eleven danceé are for women, and the collection may well have
been intended for use at schools or academies for women,22

In his preface, Pemberton states that the collection was begun at
the request of danciiy masters living outside of London (seventeen names
on his subseription list fall into this category). He explains that the
dances in the first part of the collection are written in the modified
Feuillet notation as found in the 1710 Essex translaticn, and when
specific step symbols are nezded "I have follow'd Mr. Weaver's Method®
(a2 reference to Orchesography). The importance of dance notation as a
method for teaching and preserving dances is stressed (a common theme in
all such prefaces): "it [will bel] equally as ridiculous to teach
Dancing as Musick, without understanding the Notes or Characters." As

an example, Pemberton cites Isaac's "Favorite," a dance performed by

52, At least two of the dancing masters represented in the first part of

h llection, Caverley and Priest, operated such schools. (See
Chapter I for more information on this subject.) Since the young
ladies of Priest's Chelsea academy presented the first performance
of Purcell's Dido and Aeneas in 1689, it is not unreasonable to
assume that some of the dances in that performance may have

reseuibled those in the Pemberton collection.
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Queen Anne which would have been lost to posterity but for the invention
of notation. Fremberion alsd rei'ers his readers to Weaver's Small
Treatise, called here the "Book of Times."

The page headed "Explanation," which follows the subsecriber's
1ist, clarifies certain notational symbols and calls the reader's
attention to the unusual layout of the dances: there are two rows of
figures on each page, but one is to prcceed across both pages of each
opening before going to the bottom row.,>3

Part I of Pemberton's collection is dedicated tc the dancing
master Caverley. Pemberton refers to him as "the most eminent of our
Profession” and, perhaps to avoid any jealousy, mentions Isaac in the
next sentence as someone "who is so Great a Master that as ne wants no
Encomium, is likewise above the Malice of petty Upstarts.® (We are
given no clues as to who Pemberton has in mind here.)

In the second (and last) paragraph of the dedication Pemberton
talks about the purpose of the publication, explaining that he did not
intend for it to be a treatise on how to compose figure dances. He says
that "regular and irregular Lines ought to be us'd in Dancing as
Coneords and Discords in Musick," althcugh he does not define these

ter*mmsu

He makes a puzzling reference to Mr. Isaac, "it being by his
Approbation I first appear'd in Print to instruct Masters in the
Characters, which afterwards brought this necessary Work [i.e., the

present collection?] upon me . . . ." This remark suggests that

53, Pemberton's layout has been silently altered in the facsimile
edition mentioned above: the dance by Prince, originally on two
large foldout pages, is reprinted on four plates, and the three
pages of Couch's dance have been rearranged.

S4. This -statement suggests a possible approach to the analysis of both
figure dances and court dances.
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Pemberton was involved in a previous publication, yet there are no
netices of any such works other than the ones we have already discussed.

The second part of Pembertonts anthologv is dedicated to "Her
Grace the Dutchess of Buckingham and Normanby.®™ She was Katherine
Darnley, illegitimate daughter of James II by Katherine Sedley, and was
born ¢1682. Described as haughty, and proud or her connection to the
Stuart royalty, she married John Sheffield, Duke of Buckingham and
Normanby on March 16, 1706. A Tory party leader, he had been a member
of the privy council under Queen Anne. With the overthrow of the Whigs
in 1710 he was reinstated. Thus, Pemberton's dedication may have been
politically motivated. As a young girl the duchess had been a pupil of
Mr. Goree, the court dancing master who preceded Isaac.

A list of the dances in this collection follows:

‘Dance Choreo- No. of  Dance Ivpes
gZrapher Dancers

An Ecchoe. Boree Groscort 3 Bourree, Minuet
Minuet Holt i Minuet, Jigg [6/%4]
Minuet Caverley 5 Minuet
Minuet Shirley 6 Minuet

- Prince 8 [Minuetl, ©

- Couch 9 [Jigg] 6/4, Minuet
Jigg Hickford 10 Jigg 6/4
Minuet Priestl 12 Minuet

[Part II]

Chaconne Isaac 1
Passacaille LT Abbe 1
A Jigg. Forlana Pecour 1
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The eight figure dances in the first part of the book are unique
in the repertoire of eighteenth-century notated dances. (The term
"figure dance® was used in England to describe a dance with a specific
floor pattern'or figure in which the choice of at least some of the
steps was left up to the performers.) These dances combine some
standard country dance figures, e.g., the hey, cirzles for three or
four, hands right and left, and figure-eight patterns, with some more
elaborate geometrical patterns (particularly in the dances for large
groups of women). According to Pemberton, such dances were performed at
"Entertainment[s] of Publick Dancings," and there are occasional
references tc rigure dances in coentemporary literature. The dance types
used most often are the minuet (seven examples) and the "jigg" (three
examples). The minuet melodies differ from contemporary cocurt dance
minuets in that they are notated in 6/4 rather than 3/4, Several of
them share the following rhythmic motive: J—J i ﬂ-l . The jiggs are also
in 6/4 meter, but with a dotted rhythmic pattern (J.sDJ) which
distinguishes them from the minuets,

The three solo dances in the second part of the buok are unrelated
to the figure dances. Isaac's "(Chacone," a moderately difficult and
lengthy solo consisting of a chacone and minuet; is unique to this
collection. The duet version of L'Abbe's "Passacaille" has been
discussed eariier in this chapter; in spite of its later publicaticn
date (¢1725), it was probably composed and performed c¢1706. The solo
version in Pemberton was probably an arrangement of the duet and may
have been made especially for the collection. Pécour's "Forlana® was
first published in France in 1704. (More information on this dance is

in Chapter VI).
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Roussau

In comparison to the French scurces there are very few dances
preserved only in English menuscripts. In fact, the one manuscript
collection which does survive, while bearing an English title, seems to
have strong French connections. The title page of this manuscript reads
¥A Collection of New Ball and Stage Dances Compos'd by Several Masters

. « o All writ down in Caracters by F. Le Roussau Dancing-Master."55

At the bottom of the title page a date of 1720 has been added in a

different hand. The dances are listed here in the order in which they

appear in the manuscript:

Choreographer Title

Roussau Montaigl

Roussau Ditches

Roussau Two Virgins

Roussau Villette

DiAnjevil.e Entr§ for Two Men

Balon Mattelott

Pécour Saraband . . . danc'd by Monsr Marcell and

Madlle Menais at Paris 1720
Roussau Entrée for two French Country Men
Roussau Chacoon for a Harleguin
All of the dances have been notated by the same person (presumably
Roussau). The éirst four choreographies in the manuscript are danse &
deux. while the remaining five are theatrical dances for one or two men

or a couprle., The three dancss Ly the French choreographers Balon,

55. The manuscript is at GB En, where it is incorrecily described as
being a manuscript version of the collection of L'Abbe dances
notated and engraved by Roussau.
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D'Anjeville, and P&cour are unique to this source, although Pé&cour
composed ancther dance to the same sarabande music found here (from
Destouches, Issé, 1597). The French dancer D'Anjeville's "Entry for Two
Men® is his only known choreography. He was in London for three months
in 1720 appearing with a French theatrical company.56 This fact,
along with the subtitle of the Pécour dance, provides additional support
for the 1720 dating of the manuseript. |

The first and last dances in the collectior, both by Roussau,
deserve additional comment. In the "Montaigii™ the dancers trace the
letters of the title, one letter per page (see illustration 4)., In
order to preserve the symmetry so integral to dance figures of this
period the letters "N" and "G" are traced out simultaneously ip normal
and mirror-image shapes. This dance might be considered a Baroque
choreographic equivalent of Renaissance "Augenmusik," since the patterns
are more clearly discernible on paper than they would be on the dance
floor. Although no other eighteenth-century choreographies use such a
floor pattern, the idea of spelling out a name with a group of dancers
(in the manner of football half-time shows) was used in the Seventeenth
century and perhaps earlier.57 There is no clue as to the identity of
the dance's namesake. Lady Mary Wortley Montagu (1689~1762), the
well-known feminist and writer, is certainly a possibility, but other
Montagues were also prominent in London society.

Roussau's "Harlequin Chacoon" is also unusual. It is a rare

example of a notated "grotesque" dance (what we would call a character

56. Bjographical Dicticrpary, IV, 139-40,

57. Sea, for example, the "™asque of Flowers"™ (1614) and Ménestrier's
Des ballets anciens et modernes (1682).
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Illustration 4. Roussau, "The Montaigii," 1st couplet
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dance) utilizing false positions as well as many head and arm gestures.
The latter are notated and/or illustrated next to the dance notatiom,
and similiar drawings illustrate the characteristic Harlequin gestures
made with the hat.58

Roussau subsequently engraved and published this dance (see
illustration 5).59 The published version is very similar to the
manuseript; the four-page "Advice to the Reader™ which includes an
explanatory table of signs is retained and a dedication to Louis Dupre

has been added:
The neatness with which you perform ye Character of Harlequin in
all ye different Attitudes which belong to it . . . obliges me
to take ye liberty to offer you this little work it being ye
first of this kind that ever yet appear'd in publick. My chief
design being to discribe on paper, ye postures which are most in
practice for the Harlequin . . . .
This dedication is of particular interest because it confirms the fact
that the elder Dupre who danced the role of a Harlequin man at Lincoln's
Inn Fields in the 1720's was in fact the famous French "Le Grand"
Dupre.6° There are a number of corrections in the manuscript copy,
some of which have been incorporated into the printed version.
Although the publication date of Roussau's "Chacoon" is not known,

the frontispiece is from 1729 at the earliest. This engraving includes

the words "New Duncido," a reference to Alexander Pope's Dunciad (1729),

58. Two other "Harlequin®™ dances, both anonymous, appear in French
manuscript collections of dances. They share a similar step
vocabulary with the Roussau dance, but contain many fewer
illustrations.

59. The only known copy is at GB Lbl.

60. The Biographical Dictionary entries for the various members of the

Dupre family question whether Louis ever performed in England.
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Tllustration 5. Roussau, "Chacoon for a Harlequin," lst couplet
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2 satirical commentary on the literary standards of his day. The
illustration also bears a number of similarities to arother satiriecal
engraving, "The Triumph of Pantomime," which appears in James Miller's
Harlequin Horace, a commentary on the Pope work. (It is, of course,
possible that the engraving is not contemporary with Roussau's dance;

but was bound in at some later date.)

Prices

Prices for dance choreographies, compared with the prices for
engraved music, are fairly high. The standard price for a dance was
5s.. regardless of the number of pages, whereas Walsh's collections of
dance music sold for as little as 6d., and his beautifully engraved
Third Book of the Harpsichord Master (1702) wes priced at 1s. 6d. for
twenty-four pages. Prices for type-set books in the early and mid-
eighteenth century ranged from less than 1d. per sheet to more than
4d, per sheet,61 making them more expensive than engraved music
publications but cheaper than dances. Although it is possible that
production costs of dances were higher because dance engravers were more
expensive than music engravers, it seems more likely that Walsh charged
more for the dances because he held a virtual monoply on their
publication and distribution.

Prices for dance choreographies in England remain fairly stable
throughout the period under discussion, although since the trend is
towards shorter dances, the effective price per page is increased.
Fublishers usually did not include the price of the dance on the title

page; Tcmlinson is the exception. Walsh dance prices are taken from his

61. Gaskell, Bibliography, 178-9.
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frequent advertisements reproduced in Smith. The following list

summarizes the price information I have found to date.

Date Choreographer/Title Price No, of
Dages
1707 Isaac, "The Union® Ss 14
1708 Isaac, "The Saltarella® 53 8
1708 Siris, "La Camilla® 5(3) 5
florins
1712 Siris, "The New English Passepied" 2/6 y
1715 L'Abbe, "The Princess Royal" 5s 7
1715 Tomlinson, "The Passepiad Round O" 2/6 | 5
1716  Tomlinson, "The Shepherdess® 5s 5
1717 Tomlinson, "The Submission" 5= 7
1718 Tomlinson, "Prince Eugene" 5s 8
1719 Tomlinson, "The Address" 58 6
1720 Tomlinson, "The Gavot" 5s i
1721 Marcelle, "The Primrose® 2/6 8
1725 Siris, "The Diana" Freei 4

Dance collections

1720 Tomlinson, Six Dances 1 1/2 gn. (31/6)
(the total price of the dances purchased separateiy would

have been 27s, 6d.)

c1725 L'Abbe/Roussau collection 2583 single
dances 23. 6d.

¢1730 Isaac, "Twenty Books of Figure dances" £1. 10s. (the
price per dance would be 1s. 6d.)

are Printed in Characters™ Ss each

¢1730 "All the Dances tha

T
0
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tises
1706
1706
1706
1711
e1722
1728

1735

Weaver, Orchesogpraphy

Weaver, Tables of steps from this work
Weaver, Small Ireatise

Pemberton

Weaver, Qprchescaraphy (2nd ed.)
Essex/Rameau, Danejine Master

Tomlinson, Apt of Danecing

1 gn. (£1. 1s.)
5s.

3s.

172 gn. (10/6)
12s.

i gn.

2 1/2 gns.

Tomlinson breaks the price of his treatise into two parts:
"The Price of the Cuts"™ is 2 gns., and the "Printed Part"

(i.e.» the text) is 1/2 gn.
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Chapier V

SOURCES FOR ENGLISH DANCE MUSIC

Introduction

As was the case in France, music for English theatrical chorec-
graphies (those by L*Abbe and, perhaps, Roussau) was drawn almest
entirely from French operas by Lully and his successors. English
court-dance music, on the other hand, appears to have been almost always
newly composed by musicians active in London court and theatrical
cireles, This differs from the French practice, where thirty percent or
more of the ballroom dances were set to music from contemporary French
operas.! This chapter will examine the sources of English dance music
for both theatrical and social dances, and, where possible, will
identify the composers of this music. The large number of concordant
sources for court dance music are useful for several reasons: they are
often the only source for bass lines (since the latter do not appear in
the choreographies); they may include ornaments or melodic variaticns;
and they give us some indication of the popularity and durability of the
tune and/or dance. Eighteenth-century English collections of dance
music also contain evidence tor the existence of a dance which is not

mentioned in theoretical sources: the generic rigadoon.

1. This percentage is derived from information contained in Meredith
Lit:le's inventory of Baroque dance choreographies (to be published
by Broude Brothers, New York). Since many dance: may be set to as
yet unidentified opera music, the percentage is probably somewhat
higher.
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Dances to Pre-existing Music

JTheatrical Dances. Eleven of the thirteen dances in the L'Abbe
collection discussed in Chapter IV are set to music from French operas.
A twelfth dance, the "Pastoral," is set to a tune used by Isaac in 1713.
The music for the remaining dance, a minuet, remains unidentified.

Table 1 lists the dances in order and the sources of the music where

known.
Table 1. Musical Sources for the L'Abbe Theatrical Dances

No. Dance Composer Opera (Act and Scene)

1  Loure Lully Acis et Galatée (1686), II/6

2 Passacaille Lully Armide (1686); V/2

3 Menuet - -

4  Chacone Lully Acis et Galatée (1686), II/5

5 Saraband Destouches JIssé (1697), IV/2

6 Jigg La Coste Bradamente (1707), IV/4

7 Canaries Lully Isis (1677), V/3

8 Passagalia Desmarets Venus et Adenis (1697), V/5

9 Chacone Lully Amadis (1684)

10  Pastoral Paisible - [music used by Isaac, 17131
11  Spanish Entree Lully Le boursgeois gentilhomme (1670)
12 Entree Lully Acis et Galatée (1686), Prol.
13  Turkish Dance Campra L'Europe galante (1697)

As was mentioned in Chapter IV, this publication is clearly
modeled on the Pécour/Gaudrau Recuéil (c1713); and four of the opera
excerpts used by L'Abbe (nos. 1, 2, 5 and 6) were also set by Pécour in

the latter collection. The music for no. 11 is used by Feuillet in his
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1700 collection, and there is still another Pécour choreography to the
"Saraband" (no. 5) in the Roussau manuscript. The existence of several
choreographies to the same tune is not unusual in the French theatrical
dance repertoire. But while a theatrical and a social dance may share
the same music (this happens only once in the English repertoire, more
often in France), there are no examples of two ball dances with the same
tune.

The dance types which are predominalit in the French theatrical
dance collections are also found in L'Abbe's collection. These include
slow triple-meter dances such as the chacone, the passacaglia, and the
sarabande. and such compound duple-meter dances as the loure, gigue,
canary, and "Spanish entree.” A further clue to the theatrical
character of the collection is the relative absence of dance suites.
Only the "Pastoral,® to the English tune used by Isaac, and the final
"Turkish dance" contain contrasting dance sections, and the latter was
originally three separate pieces in the Campra opera.

Roussau composed two theatrical dances, nos. 8 and 9 in his
manuseript collection: an "Entree for two French Country Men" and the
"Chacoon for a Harlequin." I have not been able to identify the music
for either dance.

Ballroom Dances. Unlike the theatrical dances, music for English
ball dances appears to have been newly composed (with a few exceptions
which will be discussed below). The evidence for this statement can be
summarized as follows: 1) where the composer is kaown, no concordances
for the dance tunes in his other works have been found (exceptions are
the three dances of music from Handel and Bononcini operas); 2) with one

exception, the music for dances composed from 1705 on was published
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simultaneously with or later than the dance; 2) concordant sources
usually preserve the title of the dance as well as the original key of
the music, often adding the label "French dance™; this suggests that the
music originated with the dance. And although a similar statement
cannot be made with such assurance for the ten or more Isaac dances
composed prior to 1705, there is no evidence to contradict the
hypothesis that in most cases the music was composed for the dance; =znd
did not exist previously.

Of course, the existence of additional musical concordances
providing evidence to the contrary cannot be ruled out. But I have
found no concordances for the Englisli notated dance music in the
thematic catalogues of music by Heary Purcell and Jeremiak Clarke, or in
the dance movements included in the thematic catalogue of Handel
operas.2 And until more (and better) thematic catalogues and indexes
to both anonymous and attributed English music of this period are made
available, such identifications will not e possible.3

The absence of any surviving choreographies to Purcell's music is

2. Franklin B. Zimmerman, Henry Purcell, 1659-1695: Melodic and
Intervallic Indexes to His Complete Works (Philadelphia: Smith
Edwards-Dunlap, 1975); Thomas F. Taylor, Thematiec Catalog of the
Works of Jeremjah Clarke, Detroit Studies in Music Bibliography
No. 35 (Detroit: Information Coordinators, 1977); Bernd Baselt,
Handel-handbuch Vol, 1; Thematisch-systematisch Verzeichnis:
Bithpepwerke, (Kassel: B3renreiter, 1978). There is as yet no inter-
vallic index to the Handel opera arias, making it almost
impossible to locate concordances in this repertoire,

3. See, for example, The Natjopnal Tune Index: Phase 1, 18th-century
Secular Music, edited by Kate Van Winkle Keller and Carolyn Rabson
(New York: University Music Editions, 1980). Unfortunately, this
otherwise exemplary undertaking omits most of the "art" music of the
period, and is therefore only helpful in finding court dance tunes
which were subsequently used as country dances and/or in ballad
operas.
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particularly regrettable. No notation system was available in England
in the 1690's to preserve the dances composed by Josias Priest and
others for Purcell'’s dramatic operas.” And by 1706, when the Feuillet
system arrived in London, these dances may no longer have been in the
repertoire, or were considered too complex to be notated. Isaac, the
one published choreographer whose career overlapped Purcell's, was
apparently reluctant to use pre-existent music, or at least music by
someone as famous as Purcell. Dance music for use in the theater
continued to be composed in quantity after Purcell's death in 1695.5
Yet there is no evidence to suggest that any of the dances done to this
music were notated, and a preliminary investigation of the theater music

collections indicates that the two genres seldom overlapped.

fe) ers

Composers of court dance music are sometimes identified cn the
title page of the dance, or on the first page of the choreography. In
other cases the identification occurs only in a2 concordant musical
source. Title page identifications must be treated cautiously, however,
particularly if a passe-partout title page is being used, as was the
case with so many of the Isaac dances.

The following table lists all of the composers of English ball
dance music which I have been able to identify. The dances are listed
in approximate chronological order by choreographer. An asterisk

following the composer's name indicates that the attribution does not

4, Priest's only surviving choreography is a "figure dance" for twelve
women published in the 17171 Pemberton anthology discussed in Chapter
iv.

5. See Curtis Price. Music in the Restoration Theatre (Ana Arbor, Mich.:
UMI Research Press, 1979).
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appear in the dance itself; and square brackets show that the attri-

bution ccmes from a stock title page and is not supported by any other

sources.
Table 2. Composers of English Court Dance Music
Dance Composer  Dance CLomposer
ISAAC L'ABBE
Favorite [Paisible] Princess Royal -
Rondeau [Paisible] Princess Anna -
Northumberland [Paisible] Royal George Paisible#®
Richmond [Paisible] Princess Amelia Paisible®
Gloucester {Paisible] Princess Ann's
Princess [Paisible] Chacone Galliard¥
Rigadoon [Paisiblel Prince William -
Royall [Paisiblel] New-Rigodon -
Spanheim [Paisible] Canary -
Marlborough Paisible® Prince Frederick -
Britannia Paisible#® Prince of Wales Handel®
Union Paisible# Queen Caroline landel®
Saltarella Paisible Prince of Wale's
Royal Portugese Paisible Sarabande -
Roval Galliarde Paisible Prince of Orange -
Rigadoon Royal Paisible®
Chacone - TOMLINSON
Royal Ann [Paisiblel Passepied Round 0 Loeillet
Pastoral Paisible Shepherdess Loeillet
Godolphin Paisible Submission Loeillet
Friendship Paisible Prince Eugene Loeillet
Morris - Address Babell
Gavot Tomlinson
ESSEX
Princess Passepied - SIRIS
’ La Camilla Bononeini
HOLT Brawl of Audenarde Galliard#
Rigaudon nouvelle - New English
Passepied Mr. C.
GROSCOURT Siciliana -
Ecchoe - Diana Ariosti
ROUSSAU CAVERLEY
Montaigu - Slow Minuet Firbank
Dutches =
Two Virgins - ANONYMOQUS
Villette - Cybelline Firbank
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At least ten Isaac dance tunes can be fairly securely attributed
to Faisible and, regardless of how many of the others he composed, such
a well-defined composer/choreographer relationship is unique for the
ball dance repertoire.5 James Paisible, described by Lasocki as
"probably the most significant recorder player of the era," was one of
four French musicians who arrived in England in September 1673.7 He
apparehtly remained in England until his death in 1721; his only court
appointment was to the Roman Catholic Chapel of James II from 1686-8.8
However, he performed frequently in public concerts, and was active as a
theater musician and as a composer.9

No composers arc listed on the title pages of the L'Abbe ball
dances published by Walsh or Pemberton, but some attributions do appear
in concordant musical sources. These include two to Paisible and one to
Galliard. (For more information on the latter composer see the
discussion of the Siris dances below.) Two of L'Abbe's dances are set
to pre-existing music, both of them popular pieces from contemporary
Handel operas. The music for "The Prince of Wales: A Song" (1727)
comes frem the first section of Caesar's da capo aria "Non & si vago @

bello® in Giulio Cesare, first performad (and published) in London in

6. I am not suggesting that Paisible did not compose the remaining
tunes, only that the evidence is less strong than both RISM and
Paisible's biographers seem to realize. As is shown below, the first
Walsh publication which mentions Iszac's dances (in 1703} attributes
the tunes to Mr. Lefevre. Only in the following year is a connection
between Isaac and Paisible mentioned,

7. David Lasocki, "Professional Reccrder Playing in England II: 1640-
1740," Early Music X (April 1982), 183.

8. Ibid., 184.
9. Ibid.; 185-9. See also Ian Spink, "Paisible, James," New Grove, XIV,
97.
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1724. The only clues to the operatic origins of this music are the
unusual formal structure (a through-composed piece with a ritornello)
and the words "4 Song" underneath the music on the first page of the
dance. "Queen Caroline: A March" (1728) is set to the famous march in
Handel®s Sc¢ipio, first performed and published in London in 1726.

Four of Tomlinson's six dances published between 1715 and 1720 are
te music by Loeillet. This is presumably the "John Loeillet of London®™
(the Flem.sh "Jean Baptiste") born in 1680. According to the New Grove
he emigrated to Londen in 1705, where he remained until his death in
1730.70 He was active as a theater musician, playing oboe, recorder,
and flute, and later in his career as a harpsichordist and composer. No
concordances for these four tunes are given in the thematic zatalogue of
Loeillet's works.11 Tomlinson also choreographed one piece by William
Babell, another musician/composer active in London court cireles and in
the tneater. I have been unable to locate a concordance for this piece.

Tomlinson's Art of Dancing contains three short but complete dance
movements: two minuets and a canary. And in the Book I plates and
frontispieces to the two sections of plates there are an additional
fifteen phrases of dance music ranging in length from less than one to
ten bars. I have found no concordances for any of these pieces or
fragments.

Four of the five extant Siris dances include composer attri-

butions. The source for "La Camilla"™ (1708), another dance to

10. Alec Skempton and Lucy Robinson, "Loeillet (3)," New Grove, XI,
1 2’4-5 *

11. Brian Priestman, "Catalcgue thematique des veuvres de Jean-Baptiste,

John et Jacques Loeillet," Revue Belge de Musicologzie VI (1952),
219-T4. The RISM entry L2733 is for one of these dances, "The

Shepherdess.”
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pre~existent musiec, is clearly indicated on the title page of the
British Library exemplar: "Dance Nouvelle, sur un air Italien de

1'0Opera Du meme Nom, par Signor Bononcini." The aria in guestion, "0

Nymph of Race Divine," is from Giovanni Bononciri's opera Il Trionfo 4i

Camilla (1696), first performed in London in 1706.12 Attributions for
the next two Siris dances come from copies listed in the auction
catalogue of the Cole collection. According to tﬁis source, the title
page of the "Brawl of Audenarde™ lists "Mr. G." as the composer of the
music; he is identified as "Mr. Galliard®™ in a 1709 publication of dance
music (to be discussed below).

John Ernest Galliard was a German~born composer and oboe/recorder
player who came to London in 1706 as court musician to Queen Anne's
husband, Prince George. He remained in London until his death in 1749.
His first published work was a set of six recorder sonatas (1710), and
in 1712 his English opera Calyvpso and Telemachus was produced, but it
was unable to compete with the popularity of Italian opera, closing
after three performances. Later works, including music for a number of
masques and pantomimes, are listed in the New Grove.13 Siris's 1725
dance, "The Piana," is to music by "Signior Attilio," the Italian
composer Attilio Ariosti. He arrived in London in 1716 or earlier, and
by 1724 had reached the height of his popularity cdue to the success of

his operas Coriolano and Vespasiano.14

12. The impact of this opera on the musical life of London is discussed
by Curtis Price; "The Critical Decade for English Music Drama,

i700-1710," Harvard Library Bulletin XXVI (1978), 49f.
13. Roger Fiske, "John Ernest Galliard," New Grove, VII, 107-9.

4. nges o. Jackman and Dennis Libby, "Attilio Ariosti," New Grove, I.
583.
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According to RISM, the Mr. Hudson who composed the tune for
Glover's "Princess of Hesse" (1740) is the same as the John Hudson to
whom four songs are attributed. No such composer is listed in the New
Grove (although five other Hudsons are included), but the Biographical
Dictionary includes a violinist John Hudson who was in the royal musical
establishment from December 1730 until the 1740's. The article assumes

that this was the same man as the Mr. Hudson "of the Musick" at

Lincoln's Inn Fields, 1724-29. Hudson is also listed as one of the

composers of Select Minuets Collected From the Operas., the Balls at
Court, the Masquerades, and all Publick Entertainments . . . , along

with Handel, Green and Festing, in a 1739 Walsh publication.15

Two dances have music attributed to Charles Firbank: the
anonymous “Cybelline'" (1720) and Caverley's undated "Minuet." Although
the composer/dancing-master Firbank (or Fairbank) does not appear in
either the New Grove or Eitner, he is one of the nine English dancers
and dancing masters singled out for special praise by Essex in his 1728
translation of Rameau's Le Maitre.

Mr. Firbank was for some time Competitor to Mr. D'la Garde;
for he was strong and active in his Way of Dancing, yet very
taking and genteel, which he kept up so long as he performed on
the Stage. The World must allow him an extraordinary Genius in
Musick, and his happy Compositions in several Dramatick
Entertainments by their great Success confirms this to a
Demonstration. !

In addition to the two ball dances listed above, music by Firbank

is included in a 1720 collection advertised by Wright (see the

15. Smith and Humphries. Bibliography, no. 1061.

16. Essex, The Dancing Master, xiii. The "happy Compositions" were
probably the music he wrote for Weaver's productions discussed
below.
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explanatory note to Smith no. 576) and in a similar 1721 collection
published by Walsh {(Smith/Humphries no. 925). The latter collection
includes "The 12 following tunes by Mr Fairbank for his own Balls,® and
a "New Lowver" [lourel. He also composed music for some of Weaver's
innovative theatrical productions, notably The Loves of Mars and Venus
(1717) and Qrpheus and Eupridice (1721); the music does not survive.
Firbank's talents as a composer were also praised by John Weaver in the
preface to his Anatomical and Mechanical Lectures on Dapeing, 1721.17

I have found no musical concordances for any of the four Roussau
ball dances in his ¢1720 manuscript. I have alsc been unable to locate
musical concordances or identify a composer for the dances by Essex,
Groscourts; and Holt. A number of prominent court and theater composers
apparently were not involved with any of the choreographers working in
London. Conspicuous by their absence are the names of Daniel Purcell,
Eccles, Lenton, Finger, and others.

In addition to the three ball dances set to opera tunes by Handel
and Bononeini, there is at least one other example of a ball dance being
choreographed to pre-existing music. Isaac's "Royal Galliarde," his
"new dance" for the year 1710, uses a tune which was first published in
the 1690 edition of Apollo's Banquet with the title "The Princess." The
only significant variants are the use of the more old-fashioned time
signatures ¢, 9, C3, and 3 in Apollo's Bapnquei instead of 2, 2, 3, and
6/8. Although there is no way of proving that this was a forgotten

twenty-year-cld dance dusted off and presented as a new one, two factors

17. Weaver's remarks are quoted in George Dorris, "Music for the Ballets
of John Weaver," Dance Chroniecle III (1979). 59. For information on
Firbank's career as a dancer, see the entry "Charles Fairbank® in

the Biographical Digtionarv, where the Essex quote cited above is

incorrectly attributed to Weaver.
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support this possibility. The period 1709-1711 was the time when Isaac
had notated and published five other early dances (see discuésion in
Chapter IV), at least one of which (the "Northumberland") may have been
composed in 1695 or earlier. Furthermore, the sectional character of
this dance (like the "Northumberland"™ it has four distinct metrical

sections) is more typical of Isaac's earlier dances.

Concordances

Musical concordances as a source for composer identification have
been discussed above, and their usefulness in helping to date a
choreography was established in Chapter IV. The following discussion
looks at these concordant sources in a more systematic fashion.

English publications which contain concordances for court dance
music fall into several categories, although the dividing lines between
these categories are admittedly blurred at times. They include collec-
tions specifically devoted to dance music, anthologies which include
dance music along with theater tunes and other instrumental music,
instrumental tutors. and country dance collections.

Collections of Dance Music. The earliest surviving English
collection of dance music without any professcd didactic intent is found
in the second part of Thomas Bray's Country Dances (i695); the collec-
tion includes ball dances (three by Isaac, two by Pécour, and two by
unidentified choreographers), theatrical dances, and generic minuets and
rigadoons.18 In the following year, Walsh's first colliection devoted
solely to dance music was advertised (no copy of this or most of the

other dance music collections discussed below has survived):

18. More information on this source can be found in my article “Thomas
Bray's Country Dances 1699," now in preparation for publication. -
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The French Dancing Master; being a Collection of the choicest
Minuets, Rigadoons, Jiggs, Entry's and Paspy's, Danced at Court;
the Theatres, and publick Balls: also the Play-house Dances by
Mons. Baloon, Labee, Nevelong, Cotine, La-sac, the Bohemian
Woman, and others. The whole being very proper for Lovers of
Musick and Dancing. The Tunes for the Viclin and Haut-boy. most
of them within the compass of the Flute, fairly engraven.19

Vi ViiSul wa v

alsh was advertised in February

g
=

Another publication of danece music b
1703: "Mr, Isaks new Dances Danced at Courf on her Majesties Birthday,
1703. The Tunes by Mr, Lefevre, To which is added several others of
the newest French Dances."20 This is the first reference to the
so-called "birthday dances," and the first association of Isaac's name
with Anne's after she became queen in 1702. In 1704 Walsh advertised
another collection of dance music, somewhat larger than the previous
yearts cclliection to judge by the price (is vs. 6d) and the contents.
The Court and Country Dances. Containing Mr. Isacks new Dances
made for her Majesty's Birth-day, 1704. The Tunes by Mr.

Paisible. To which is added, all that's new, both French and
Country Dances, by several hands. As also the Quakers Comical

Dance, the whole fairly engraven, price 1s.21

And in his collection for the following year Walsh escablished a

title page format which was to remain essentially unchanged for the

next fourteen years.

The Marlborough, Mr. Isaack's new Dance, set by Mr. Paisible,

danc'd at Court on her Majesty's Birth-day, 1705. To which is
added several new Minuets, Rigadoons and Jiggs by Mr. Lafayer,
Mr. Lane and others, danc'd at Schools and publick Entertain-

ments, pr. 6d.2

19. Smith, Bibliography, no. 34.
20. Ibid.; no. 116. 21. Ibid., no. 145,

22. Ibid., no. 170.
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This is, of course, the music for the Isaac choreography which was
published sometime between 1709 and 1711. The format of these music
publications from this point on until 1720 remains pretty much the same,
The title of the collection is taken from the featured ball dance; and
the music for this dance, supplied with a bass line in all the surviving
examples, is followed by a miscellaneous collection of minuets,
rigadoons, and other dances for which only the melody is given. Since
Walsh's publications after 1706 use the same title for both choreography
and dance music, the two can be confused (particularly if one of them is
no longer extant).23

Walsh continued to publish these collections after 1719, but with
the name of the new ball dance omitted from the title. In 1717 Walsh
advertised the second of two books "of the choicest French Dances,
consisting of Minuets, Rigadoons, Sarabands, Jiggs, Entries, Paspies,
Chacoons, Gavots and Brawls, in all 250: Together with the Birth Day
Figure Dances perform'd at Court; as also several of the late Masquerade
Dances."24 In each of the next two years he issued smaller collec-
tions "of the newest Minuets, Rigadoons, and French Dances . . . ® which
sold for 6d, as well as the collections containing the birthday dance
music as before.25 And from 1720 on his annual dance music collec-
tions (occasionally there are two in one year) have titles similar to
those of the 1718 and 1719 collections, i.e., with the name of the new

ball dance omitted.

23. Smith makes this error several times. See, for example, nc3. 269
and 270, which he assumes are two different editions of Isaac's
"Saltarella" choreography; or no. 506, which he takes to be the
choreography of L'Abbe's "Royal George," when in fact it is the
[lost] music to the dance.

24, Smith, Bibliography, no. 514, 25, Ibid.. nos. 535 and 559.
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A number of these music publications were owned by the nineteenth-
century music dealer Thomas W. Taphouse, whose collection was sold by
the Sotheby auction house in 1905.26 The catalogue includes a number
of items which are not recorded clsewhere (see, for example, the Pearson

ublications listed below). And although the present whereabouts of
most of the Taphouse items of interest to this study are unknown.
studies of Taphouse's collection before it was dispersed were made by
Frank Kidson and F.C. Woods.27 Woods, in particul.er,» deseribes in
detail the contents of some of these music books, even including the
bass line to Isaac's "Rigadoon Royal" from the 1711 Walsh publication,
now lost. The following table lists all of the known Walsh publicuztions

of court dance music.

Table 3. Annual Dance Music Publications by Walsh

Date sShort Title Sourcet
1703 Mr. Isacks new Dances S116%
1704 The Court and Country Dances S1hs5%
1705 The Marlborough, Mr. Isaack's new Dance S170%
1706 The Britannia. Mr. Isack's new Dance S196#
{17071 The Court Dances or Union for 1707 S258#
T238%
1708 The Saltareliz, Mr. Isaac's New Dance S269%
[1709] Minuets for the Royall Portuguise S309#

26. The sale catalogue, a copy of which is in the British Library, is
entitled Catalogue of the Valuable and Interesting Musical Library
. « « of the late T,W., Taphouse.

27. Frank Kidson, Q1d Engitish Country D es, London: W. Reeves, 1890;
and F. Cunningham Woods, "A Brief Survey of the Dances Popular in
England During the Eighteenth Century," Proceedings of the Roval
Musical Association XXII (1895-96), 89-109.
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{1703] Mipnets for the Brawl of Audenard S310#
[1710] The Royall Galliard Minuet Book S362#%
1711 Rigadoon Royal T234#
1714 Sieciliana. Mr. Seris new Dance Shhs#
1715 Friendship GB 0b
1716 All the new Minuets with the new Morris Shoo*
and Shepherds French Dances

1717 Royal George S506#
1718 Princess Amelia S538%
1719 Princess Anne's Chacoone S568%
1720 A Collection of Minuets [begins with "The 8576

Cybelline. A New Dance for the Year 1720"] GB Coke

1721 A Collection of Minuets [begins with S/H 925
"Prince William™"]

[c1728] [Minuets. Includes "Queen Caroline. A new S/H 1039
Dance by Mr. L'abbe"]

*Key to symbols: # = no copy known; S = Smith, Bibliography; S/H
= Smith/Humphries Bibljiographv; T = Taphouse collection, sale
catalogue number; Coke = private collection of Gerald Ccke. Smith
waz uiaware that copies existed of the "Friendship" or of the 1720
publication in the Coke collection.

According to Smith, Walsh's publications were frequently pirated
by Daniel Wright. and I have found three such examples of this practice
in connection with the dance music collections. Woods mentions a Wright
publication, "The Union," which also contains other dances, and is
probably a pirated edition of Smith no. 258.28 Item no. 233 in the
Taphouse sale is listed as "The Godolphin, Mr Isaac's new Dances,

Perform'd at Court on Her Majesties Birthday, 1714, the Tunes Cocmposed

by Mr. Paisible . . ." and puhlished by D. Wright, Brook St. Holborn.

28. Woods, "Survey," 95.
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Although no such title by Walsh survives, it seems likely that Wright's
work is based on a lost Walsh publication. The third example is
Wright's 1716 publication, A Collection of ithe Newest Minuets,
Rigadoons, and French Dances, a copy of which is at GB Lecm. Since the
first piece in this cellection is "The Shepherdess," it is probably
taken from the lost Walsh publication listed above (S490). No bass
lines are included in the Wright edition. (This publication is also
mentioned by Kidson, p. 157.)
A rival series to Waish's annual collections of dance music, The
‘ Cempleat Dapcing-Master's Companion was first advertised in the March
13, 1703 issue of the Post Man. Although only the seventh book of this
series, published in 1709, is known to survive, the third book (1705)
was in the Taphouse sale and is also described by Woods, and the first
two books were advertised by Cullen in 1707. These editions are listed
below:
The Compleat Dancing-Master's Comparnion. In Two Parts . . . the
Second part contains the Newest French Dances. London,
J. Young, [1703].29
The Second Book of the Compleat Dancing-Masters' Companion: In

Two Parts. The first containing Mr Isaac's New Dances, made for
Her Majggties Birth-day, 1704. The Tunes by Mr. Paisible

The Compleat Dancing-Masters! Companion, containing the
Marlborough, Mr. Isaack's New Dance, set by Mr., Paisible . . .
danced at Court on her Majesty's birthday, 1705; the third book,
London, printed by William Pearson, and sold by John Cullen, and
Humfrey Saulter . . . [1705].31

29. Tilmouth, "Calendar," 48.

30. Advertised in the 1707 Cullen editicn of Gottfried Keller's Compieatf
Method.

21. This was item no. 241 in the Taphouse sale catalogue. The contents
were described by Woods, "Survey."
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Tke Compleat Dancing-Master's Companion: containing Mr. Isaak's

New Dance, call'd the Roval Portugueze, set by Mr, Paisible: To

which is added, several New Minuets, Rigadoons, etc. by

Mr. Lefevre, Mr. Lane, and others, made for her MAJESTY'S

Birth-Day, 1709. Also French and Country-Dances, with

Directions to each Dance. The seventh Book. London: Printed

by W. Pearson, and Sold by John Ioung, . . . John Cullen

« « . and Mrs. Miller.32

The 1709 edition begins with treble and bass lines for Isaac's

"Royal Portuguez," followed by melodies of over thirty other dances,
mostly minuets and rigadoons. The treble and bass lines for Siris's
1709 "Brawl of Audenarde" appear next, "The Tune by Mr. Gaillard."
Three more dances with treble and bass follow. "An Entry from Paris,®
"Spanish Entry Danc'd by Mrs. Evans,® and "Jigg Danc'd by Mrls].
Evans." Judging by the titles and the character of the music, all three
dances appear to be theatrical rather than social; however, no
choreographies for any of them survive.33

Tutors and Anthologies. Concordances for court dance tunes are

alse found in anthologies such a2z the first and second books of Theater

D

Musick published by Walsh in 1698 and 1699. These collections inciude
tunes from the most recent plays as well as "the French Dances perform'd
at both Theaters, as also the new Dances at ye late Ball at Kensington."
The popularity of instrumental tutors in the late seventeenth and
early eighteenth centuries is a phenomenon apparently unique to England.
It is no doubt one manifestation of the "commercialisation of leisure"

described by Plumb.34 Several recent studies have investigated these

32, A copy is at GB Lbl, shelf mark K.1.a.19; it is missing the French
and country dances. ‘

33. The dancer Mrs. Evans performed at both Drury Lare and Queen's
Theater during the years 1705-08. There is no listing of a
Mr. Evans during this period.

34, See Chapter I, footnote U.
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tutors, but an assessment of their role in the fabric of English society
is still needed.3%

Many of the instrumental tutors from this period are thinly
disguised anthologies similar to the ones described above. The addition
of the word "Master" or "Instructor" in the title plus a few pages of
basic theory, some scales, a fingering chart and a table of ornaments
were considered sufficient to qualify the book as a tutor. But, as has
been pointed out in the studies mentioned earlier, no attention was
given to any kind of graded material, and the coutents were usually far
beyond the capabilities of a beginner. Regardless of their failures as
teaching material, these books are tremendously useful to us today.
Unfortunately the survival rate of these publications is as poor as for
the dance music. Of the nearly forty violin tutors published between
1682 and 1730, only tén are known to have survived.36

Several observations can be made about these instrumental tutors

and their relationship to dance music: 1) it is in this category that

the first use of the term "the newest French dances" appears (Apollo's

35. Recent studies of English instrumental tutors include Thomas
E. Warner, An Annotated Bibliography of Woodwind Instruction Books,
1600-1830, Detroit Studies in Music Bibliography No. 11 (Detroit:
Information Coordinators, 1967) and Adrienne Simpson, "A Shert-Title
List of Printed English Instrumental Tutors up te 1800, Held in
British Libraries," JRoyal Musical Association Research Chronicle VI
(1966), 24. Both studies would have profitted by familiarity with
David Boyden's articles, "Geminiani and the first Violin Tutor,"
Acta Musicologica XXXI (1959), 161; and "A Postscript to ‘Geminiani
and the first Violin Tutor,'™ Acta Musicologica XXXITI (1960), 40.
The contents of a number of harpsichord tutors are included in John
Caldwell, Epglish Keyboard Music (New York and Washington: Praeger
Publishers, 1973), 182-217.

36. Boyden, "Postscript."
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Banquet, 1687); 2) the popularity of these publications, as evidenced by
their numbers, reflects the English enthusiasm for self-help or do-it-
yourself publications, already evident in the quantities of dance publi-
cations in the early =ighteenth century; 3) the changing contents of
these tutors can be taken as a reliable indicator of the changing
musical tastes in early eighteenth-century London: dance music, aand
"French" dance music in particular, reaches the height of its popularity
in the first decade of the century, but rapidly gives way to Italian
opera arias after about 1710.

Country Dance Collections. A number of the court dance melodies
were subsequently used as country dance tunes; thesg are listed in Table
4., Although the country dances seldom make choreographic references to
the court dances (except for specifying, not always appropriately, the
use of the minuet step), they are remarkably consistent about preserving
the form and key of the original dance, and many of them also preserve
the name. In some cases. only one section of a dance suite is used for
a country dance, but in others the country dance preserves the meter
change of the original, an unusual occurrence for this repertoire. The
recyveled court dance tunes are similar in character to contemporary
country dance tunes--short two-reprise forms with clearly defined
rhythms and accessible melodies. Metrically ambiguous courantes, slow
sarabandes, assymetrical melodies and rondo forms are generally avoided.
Some of these tunes were recycled once again for use in ballad

operas., 37

37. Concordances can be found in the National Tune Index.
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Bass Lipes38

If the surviving Walsh and Pearson editions listed above are any
indication, the music for each new "French dance" (i.e., 2 dance notated
in ghorégraphje) was published with a bass line. . Unfortunately, most

of these publications seem not to have survived, and we must seek bass

lines elsewhere. In addition to the anthologies and tutors mentioned
earlier, other sources for bass lires include collections of broadsides
or single sheets, in which the court dance melody has had words and a
bass line added, and ballad operas, some of which have had bass lines
supplied by Pepusch and others (admittedly of a somewhat later date than
that of the dance).

The locating of bass lines, while useful in reconstructing the
harmonies of the dance music, does not help answer the question of how
(or by whom) this music was performed. Although dancing lessons were
probably accompanied by a single melody line plaved on a violin or a
pochestte, "publie" dancing was almost certainly accempanisd by z2n
ensemble of some sort which included a bass instrument.39 Icono-
graphical evidence supports this statement: all of the illustrations of
social or theatrical dancing which I hava been able to locate show a
minimum of three instrumentalists accompanying the dancing, one of which

is always a bass instrument of some sort (viola da gamba, cello, and/or

38. Appendix C includes all of the court dance bass lines I have located
to date.

39. Evidence for the inclusion of bass lines in the performance of dance
music is presented in my paper, "Fishing for Basses: Finding
Musical Concordances for English Country Dances," Dapnce History

i Proceedings of the Sixth Annual Conference (n.p., 1983),
95-104, Margaret Downie is preparing an iconographical study of the
pochette, including its use by dancing masters.
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bassoon). These musicians are séldom shown playing from music, but this
may reflect an iconographic convention dating back to the Middle Ages.
(Bass lines could also have been improvised once the musicians were
familiar with the melody.) However, at least one contemporary account

refers tc the dance musicians' "sheets" (i.e., music).40

The Geperic Rigadoon™!
Dudley Ryder's diary entry for 15 November 1715 reads as follows:

Mr. Fernley [Ryder's dancing master] came to see me about
dancing. I would have agreed with him to learn the rigadoon for

a guinea, but he would not take under 2 guineas. I intended to
give him that if I might learn the minuet perfeet for it also,

but he asked another half-guinea for all that . . . . 2
Ryder agreed to Fernley's terms, and began learning the rigadoon two
days later. The minuet which he wished to perfect was no doubt a
generic minuet similar to those described by Ramezu and Tomlinson--~a
series of figures into which the dancers could fit steps chosen from a
prescribed vocabulary. No analogous choreographic model exists for a
generic rigadoon, yet the evidence for the existence of such a dance can
be found in contemporary music sources. Rigadoons and minuets are
mentioned on the title pages of dance music collections as early as
1699, the rigadoon continuing to appear until the 1730's and the minuet

remaining popular to the end of the century. The Walsh title pages

40. [Edward Wardl, The Dancing-School, with the Adventures of the Easter
Holy-Days (London, 1700), 4.

41, My use of the term "generic" is based on Witherell's description of
the menuet ordinaire as a generic minuet, i.e., 2 dance in which the

basic floor patterns and steps are prescribed, but with much of the
detail left up to the dancers.

b2, Matthews, ed., Diary, 137.
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quoted earlier in this chapter are typical; they consistently make a

distinction between the minuet and rigadoon (generic dances) and the
French dances (dances in Feuillet notation, although not necessarily by
French choreographers).

The characteristics of these generic rigadoon melodies can be
easily summarized. Although all the extant rigadoon choreographies,
both English and continental, are in duple meter, generic rigadoon
melodies appear in both duple and compound-duple meter, with %Zhe latter
predominrating after 1709, and used exclusively from 1725 on. Table 5
lists in chronological order the music sources I have found which

include compound-duple rigadcons.

Date short Title Meter: Duple  Compound
1698 Theater Musick 3 3
1699 Bray: Country Dances 1 2
(16991 Hely: The Compleat Violist 1 1
1700 Complete Instuctor for the Flute - 1
1709 Compleat Dancing Master's Companion 5 8
1710 For the Flute - 6
1715 Ihe Friendship 1 5
1715 Nolens Volens (6th Bock) 1 3
e1715 Ihe Compleat Tutor to the Hautboy 2 12
1716 A Collection of the Newest Minuets 1 1
1719 Compleat Tutor to the Violin (3rd Book) 4 12
1720 A ;nglmlggyignﬂgim Minuets, Rigadoons. , g
1721 Ihe Newest Minuets, Rigadoons, and
French Dances 5 "
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1722 Minuets, Rigadoons or French Daiaces 3 13
1723 Eor the Flute The Newest Minuets 3 5
1723 Compleat Tutor to the Violin (6th Book) 3 5
iv?29 Ihe New Flute Master - 4
1738 Bickham: An Easy Introduction to Dancing - - 6

The melodies are in two-reprise form (AABB). and frequently
consist of a four-bar strain followed by a six-bar strain. (The sane
structure is found in many of the duple-meter rigadoon choreographies.)
The shortness of such a piece--twenty bars in all--suggests that in
performance the rigadoon melody would have been repeated a number of

times. Examples of two compound-duple rigadoons (both with bass lines)

are given below:
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Example 5a. Rigadoon from A Collection of the newest Minuets,

Rigadoons & French Dances (1720).
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Example 5b. Rigadoon from Bickham, Danecing, 1738.

Although certain characteristics of the generic minuet can be
found in a number of the figured minuet choreographies,u3 I have been
unable to detect any recurring floor patterns or step sequences in the
English notated rigadoons which might reflect a generic dance. One
thing is certain: the generic dance could not have consisted of a
succession of rigadann steps. Since this peculiar step does not travel,
nor does it ever involve a turn or change of direction, the partners
would spend the entire dance in one spot, without even an opportunity to
race in a new direction! The thetic or cadential quality of the step is
85 strong that in rigadoon choreographies it is used sparingly, usually

at the ends of strains.

43, See Witherell's comments about the minuet section of Pécour's
"Bourrée d'Achille" (Pécour, 16). There are similiar instances in
Isaac's "Britannia," L'Abbe's "Prince Frederick," aand other English
minuets.
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Summary

Sources for English dance music seem to differ according to tne
type of dance. Most of the theatrical dances in L'Abbe's collection
{c1725) are set to pre-existent music from French operas by Lully and
others, whereas almost all of the English ~3»cial dances appear to use
music which was newly composed for this purpose. (The exceptions,
two dances each by Siris and L'Abbe, use excerpts from operas by
Bononeini, Ariosti, and Handel which were already familiar as single
sheet publications.) 1In contrast, a much higher percentage of French
social dances are set to previously existing music. Thus it is possible
that in England the structure of the dance was more likely to influence
the musical structure. Except for James Paisible, whose association
with Isaac may have extended over a period of twelve years, composers
are usually not identified.

Much of the sccial dance music was published in contemporary
antholcgies and tutors by John Walsh and others. Although the majority
of these publications have not survived their existence testifies to the
demand for this music. In the musical concordances which do survive
there are usually few if any differences from the tunes as they appear
in the choreographies. Most of these publications also include a bass
line for the "French dance," i.e., the dance published in Feuillet
notation. These publications also provide evidence for the existence of
the "generic rigadoon," a dance in duple or, more often, compound-duple
meter. As in the generic minuet, the choice of steps was up to the

dancers. No choreographic models for this dance are known.
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Chapter VI

THE ENGLISH STYLE OF DANCE: SOME PRELIMINARY OBSERVATIONS

Antroduction

When I began this study I had hoped, among other things, to be
able to define an "English" style of dance as distinct from the "Frezch"
style represented by the works of Pécour, Balon, and others. However,
it scon became apparent that this goal would be unattainable here since,
in order tc make such a distinection, comprehensive analyses of both the
French and English repertoires would be necessary, taking into consider-
ation such factors as individual dance types, theatrical versus social
dances, and the styles of individual choreographers. 1

To further complicate matters, it must be remembered that English
choreographers were not working in a vacuum, isolated from the
developments in French dance. Rather, the opposite seems to have been
the case--~new French dances were known and danced in London, sometimes
even before their pubiication in France. A 1698 Walsh publication,
Theater Musick, contains the music for two dances published in the 1700
Pécour Recueil, "la Mariée" and "la Forlana." That the dances as weil
as the music were known in England is evident from the rubrics: "The
Furlane Danc't at ye Ball at Kingsinton" and "La: maro a new Dance."
French publications were available in London from the "French

booksellers" Vaillant and their successor Ribotteau, the latter

1. It should be noted that Witherell's dissertavion is devoted to only
nine of Pécour's more than 100 choreographiess; and she wisely
refrains from generalizing about his style on the basis of these
works.
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advertising Dezais's IX Recueil de danses for 1711.2

Finally, tne nationality of the "English" choreographers must be
considered. Of the dancing masters living in England who composed five
or more dances only one, Kellom Tomlinson, is definitely not of Frerch
origin. L'Abbe, Roussau, and Siris are almost certainly French, and it
is possible that Isaac is as well.3 Did their French origins
influence their style of choreography? And did the English dancing
masters who went to France to study return with the laéest French dances
and styles? Such questions make the definition of an English style even
more problematical.

Although we cannot yet state with certainty what constitutes the
"English style" of dance, in previous chapters we have idzntified a
number of characteristics which seem typical of English dances.
Tomlinson's treatise, in particular, demonstrates that performance
styles of the same step differed between the two countries. Yet the
question remains whether these differences represent a natiocnal style or
are simply the characteristics of an individual choreographer. In this
chapter we shall make additional comparisons between the French and
English repertoires from the #sllowing points of view: the choice of
dance types as well'as their grouping, the existence of a dance type not
found in French sources, and the differences in notation and step

vocabulary.

Dance Types

The choice of dance types by French and English choreographers is

2. Tilmouth, "Calendar," 80.
3. Martin, Danecing Master, excludes L'Abbe from her study, even though

he had been living and working in England for at least fifteen years
prior to his appointment as roval dancing master in 1715.
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shown in Table 1. The total number of English dance types (114) is
greater than the number of choreographies (73) because of the multi-
movement dances. (I have omitted from this and the following table the
figure dances in Pemberton's 1711 collection as well as the three dances
by French choreographers in the Roussau manuscript. All of the other

dances discussed in Chapter IV are included.)

Table 1. A Comparison of Extant Dance Types Used by French
and English Choreographers

Dance Type French" English
Allemande 1 -
Bourrée 23 7
Canary 7 L
Chaconne 8 6
Courante 8 2
Entrée grave 8 2
Folies d'Espagne 4 -
Forlana 13 2
Gaillarde 3 1
Gavotte 10 4
Gigue 10 2
Hornpipe - 6
Loure 8 5
Marche 2 3
Marige 4 1
L, Information about the French dance types has been compiled fron

Little, Inventory.
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Minuet 20 13

Passacaglia 3 2

Passepied 14 7

Rigadoon 18 12

Saltarello 1 1

Sarabande 18 8

Other (Branile, 5 1
Pavane, etc.)

Untitled duple L0 9
meter

Untitled triple 17 7
meter

Untitled compound 18 9
meter

TOTALS 263 114

When expressed as percentages of the total number of dance types, the
numbers are remarkably similar, with a few exceptions: in the French
repertoire there are more bourrées (8.5% vs. 6%), courantes and entrées
grave (3% vs. 2%), folies d'Espagne (no English dances), forlanas (5%
vs. 2%), gigues (4% vs. 2%), and untitled duple meter dances (15%

vs. 9%). Of these, the entrées grave, folies d'Espagne, forlanas, and
gigues are usually theatrical rather than social dances, and since more
French theatrical choreographies are preserved, it is not surprising to
find that such dance types are more commen in that repertoire. Dance
types for which the percentage is higher in England include the minuet
(7.5% vs. 11.5%), the rigadoon (7% vs. 10.5%), the hornpipe (unique to
England), and the chaconne and passacaglia (4% vs. 7%). The latter two
dance types are used exclusively for theatrical dances ir France,
whereas in England only the passacaglia is a theatrical dance, and three

of the six chaconnes are danse 4 deux. Other dance types associated
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2lmost exclusively with theatrical dancing in France are used by English
choreographera for social dances as well. These include the canary, the
forlana, and the loure.b The choice of dance types by English

choreographers 1is presented in Table 2.

Table 2. Distribution of English Dance Types by Choreographner

Dance Type  Isaac L'Abbe Toml, Roussau Siris Qther

Bourrae 3 2 - 1 = Groscourt 1

Canary 1 2 1 - - -

Chaconne 2 3 - 1 - -

Courante 1 - - - 1 -

Entrée grave 1 1 - - - -

Forlana - 1 1 - - -

Gaillarde 1 - - - - -

Gavotte - 1 2 - - Glover 1

Gigue - 1 - - 1 -

Hornpipe 4 2 - - - -

Loure 2 3 - - - -

March - 2 1 - - -

Mariée - 1 - - - -

Minuet 4 2 - 3 1 1 Caverley 1
Groscourt 1

Passacaglia - 2 - - - -

Passepied - 1 1 2 1 Essex 1
Glover 1

Rigadoon 2 3 2 3 1 Holt 1

240

5. The distinction between court and theatrical dances for a couple is
not. always as clear-cut as the foregoing discussion implies,
particularly in England. I have classified as theatrical these
dances for which professional performers are listed.
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Saltarello 1 - - - - -

Sarabande 2 3 1 2 - -

Sieiliana - - - - 1 -

Untitled duple 6 1 - 1 - Anon. 1
meter

Untitled triple 6 - 1 - - -
meter

Untitled com= 6 2 - - 1 =

pound meter

ro
L
W
-
[FL)

co

11

-3

TOTALS

J:

The large number of unidentified dance types by Isaac, many of
them dating from before 1706, are for the most part of greater
choreographic complexity than dances by other choreographers. Isaac
avoids both the simpler gavotte and passepied as well as the theatrical
forlana and passacaglia. L'Abbe's choice of dance types is more evenly
distributed, and he omits only the courante and the gaillarde, the
former ont of fashion by 1715. Tomlinson's preference for the more
common dance types in uncomplicated meters (he composed no courantes,
hornpipes, or loures) is in keeping with his straight-forward
choreographic style. Likewise, the dances in the final column, most of
which can be dated after 1715, utilize the must common dance types.

Dance Suites. One of the most striking differences between the
French and English repertoires is the clear preference for dance suites
in the latter. (I am using the term "dance suite" to refer to
choreographies comprised of two or more sections in contrasting meters
and affeets.)6 0f the seventy-three extant English dances included in

Table 2, at least twenty-eight (38%) are of this type. By comparison,

6. Witherell uses the term "multi-movement dances"; there are two such
dances in Pécour's 1700 Recueil. A dance-suite was always performed
in its entirety, and without pauses betwecn the sections.
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fewer than 10% of the more than 220 French choreographies are dance
suites. Isaac's choreographies contribute significantly to this
statistic: thirteen of his twenty-two dances are suites with two or
more movements. (Those dances which I believe were composed prior to
1706 frequently have three or four movements, whereas in later dznces
two contrasting sections is the norm.)

While there are no standard dance-suite formats, certain
observations can be made about those that exist: all seven bourrées
are part of suites, and three of them are followad'by minuets; the most
frequent dance-suite section is the minuet, occurring eight times (this
number would increase to fourteen if the Pemberton figure dances were
included); dance suites usually begin with a slower, statelier dance
type, such as a chaconne, sarabande, or loure, and are more likely to
end with a livelier movement, such as a passepied, canary, or rigadoon.
Sometimes there is a return to the original dance type, either repeating
the music in rondo fashion or using new music. Certain choreographers
also exhibit preferences for which dance types are used in a suite: for
example, all four of Isaac's minuets are parts of suites, as are three
of his four hornpipes. Conversely, neither of his two rigadoons is in a
suite. Twe-section dances are the norm, but there are dance suites with
as many as four, five or six discreet sections. When more than four
sections occur, there is always some repetition of music. As in the
French repertoire, the transition from one section to the next usually
ocecurs in the final bar of the current dance type, which is written in
the new meter (see example 1). This metrical change is almost always
reflected in the choreography by means of one or more of the following

devices: a cadential step, a change of direction, or a change of
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Bouree time [saraband]
Example 1. Isaac, "Royal Cailliard."
Zhe Hornpipe

In the previous chapter I proposed, based on evidence from music
sources, the existence of a dance type not known in France, namely, the
generic rigadoon. Another dance type unique to England for which
choreographies do survive is the hornpipe. There are no French
hornpipes (music or choreographies) nor is it discussed by contemporary
French theorists. And while the theorist Johann Mattheson does mention
it in his chapter on dance types, his description suggests that hornpipe
tunes were not held in high regard in Germany: “"Hornpipes are of the
Scottish origin, and cccasionally have something so extraordinary in
their melodies that one might think that they originated from the court
couposers of the North or the South Pole, "7 The only German composer
to include a hornpipe in an instrumental suite was Gottlieb Muffat, in

his Componimenti musicali per il cembalo, ¢1739.8 1In Adler's edition

of this work he states that no other hornpipes are found on the

7. Ernest C. Harriss, Johann Mattheson's Der vollkommene Capellmeister:
A Revised Iranslation with Critical Commentary (Ann Arbor, Mich.:

UMI Research Press, 1981), #60. Sarah Reichart has suggested in a
conversation that Mattheson is referring to composers from the Polish
courts rather than the polar regions, thus making the eighteenth-
century eguivalent of a Polish joke.

8. Muffat's hornpipe was the model for the hornpipe movement in Handel's
Concerto Grosso Op. 6 no. 7. The opening bars of both pieces are
quoted in Karina Telle, Tanzrhvthmen in der Vokalmusic Geors
Friedrich HHndels, Beitr#ge zur Musikforschung Bd. 3 (Mf#inchen-
Salzburg: Musikverlag Emil Katzbichler, 1977), 107.
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continent.9 The Germans Handel and Kusser both composed hornpipes,
but only after they had settled in London.10

Various aspects of the horanpipe have been discussed by recent
writers: the traditional dance by Emmerson, the history by Dean-Smith,
and seventeenth-century hornpipe music by Curti.11 However, none of
them was aware of the existence of six Baroque hornpipe choreographies

in Feuillet notation.,

History

References to the hornpipe date back to Chaucer's time, but it is
not always clear whether the term refers to the instrument, the music,
or the dance. The earliest surviving example of music is Hugh Aston's
"Hornepype" from the first half of the sixteenth century.12 There are
frequent literary references to the hornpipe at the end of the sixteenth
century, and at least two cittern collections from the period include

hornpipes,13

9. Ibid., fn. 197.

10. See Telle, Tanzrhythm, 107-8. Kusser's hornpipes are mentioned by
Harold E. Samuel, "John Sigismond Cousser in London and Dublin,"
Music and Letters LXIi/2 (April 1980), 169.

11. George S. Emmerson, A Social History of Scottish Dance (Montreal and
London: MeGill-Queen's University Press, 1972), chapter 14;
Margaret Dean-Smith, "Hornpipe," The New Grove Dictionary of Music
and Musicians, 20 vois., ed. Stanley Sadie (London: Macmillan,
1980), VIII, 720-22; Martha Curti, "The Hornpipe in the Ceventeenth
Century," Music Review XL/1 {Feb. 1979), 14.

12. Curtis "Hornpipe,® 14. Although Curti lists Aston's death date as
1621, it was around 1558 according to the New Grove. In this same
paragraph Curti attempts to identify the hornpipes mentioned by
Reese as being in the so-called "Henry VIIIM™ manuscript. But Reese
is in error, and the piece which Curti cites is apparently a basse
danse, as has beeun shown by John M. Ward, "The Manner of Dauncynge,"
Early Musie IV/2 (April 1976), 131ff.

i3. Curti, "Hornpipe," 15.
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A new type of hornpipe music first appears in prints and manu-
seript sources in the 1650's. Characteristies include, in addition to
the triple meter and four-bar phrases of the late sixteenth-century
hornpipe: syncopated rhythms, usuvally in the second and fourth measures,
and a point of arrival on the third beat of the cadential measure. By
the end of the century, time signatures of 3/2 rather than 3/4
predominate. Numerous examples of this kind of hornpipe appear in -
publications by the Playfords and others, and are cited by Curti.
Certain resemblances between these hornpipes and the earlier type have
already been ncted. But Curti's assumption that the two types are
directly related seems unwarranted in view of the fact that no
hornpipes ars extant between the years 1610 and 1651, a period which saw
sweeping changes in musical style in England.

This new hornpipe remained popular in England as a dance movement
throughout the rest of the seventeenth and intc the eighteenth century.
Purcell seemed particularly fond of the type (it is often referred to as
a Purcellian hornpipe), composing at least twenty-four, and it is the
second most frequently appearing dance type in his works. 14 Anotiier
source for hornpipes is the instrumeﬁtal muéic written for the
Restoration stage. In his catalogue of this music, Price lists at least
fifty hornpipes associatzd with forty-four plays.l15 These

"theatrical" hornpipes first appear around 1690, remaining popular

14. Franklin Zimmerman. Henry Purcell: 1659-1695: An Analytical
Catalogue of His Works, (London: Macmillan, 1963), passim.
Dean-Smith's statement in the New Groves that there are thirty-five
hornpipes by Purcell in the 1691 edition of Apollo's Banguet is in
error,

15. Curtis Price, Music in the Restoration Theatre (Ann Arbor, Mich.:
UMI Research Press, 1979), passim.
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throughout the first decade of the eighteenth century. Sixteen are by
Henry Purcell, with two other composers, Godfrey Finger and John Lenton,
represented by six each.

Because of the lack of evidence concerning the hornpipe dance of
the lale sixteenth century it is impossible to say whether it is related
to the 3/2 hornpipe music of the second half of the seventeenth century.
Curti is of the opinion that the consistent phrasing of the latter
originates in the dance steps.15 But no such music-dance corres-
pondence can be demonstrated in other dance types. In the eighteenth
century the 3/2 hornpipe was gradually replaced by a Juple-meter
version, although the two co-existed for some time. It is this later

type of hornpipe which became associated with the sailor's dance.

Dance

According to Dean-Smith, there are three types of hornpipe dances:
a solo dance from the sixteenth century and earlier, a "rustic round
dance for both sexes" from the fifteenth to the seventeenth centuries,
and a longways country dance of the late seventeenth century.17 Since
almost nothing is known about the first two types, at least with regard
to specific steps or choreographic patterns, any connections with later
hornpipes must be purely speculative. The so-called country dance
hornpipes, which first appear in quantity in the 1690 collection of the

Dancing Master, are often set to music from contemporary playse18

16. Curti, "Hornpipe," 16.
17. Dean-Smith, "Hornpipe," 720.
18. Dean-Smith has misunderstood this process, suggesting that the

country dance was the inspiration for the theater music, rather than
the other way around.
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These dances, frequently called "maggots" [z whims] or "deliéhts," are.
often named after well-known dancing masters, e.g., "Mr. Beveridge's
Maggot" or "Mr. Young's Delight." (However, not all maggots are in 3/2
rneter.) Yet other than the distinetive music, there are no charac-
teristics to be found in these country dances that would distinguish
them from other country dances in the same collections set to tunes in
duple or 6/4 meter.19

It is perhaps indicative of the insular nature of hornpipe music
that while a great many English country dances were reprinted in
continental publications, hornpipes were seldom included, 20 And in
the case of one well-known dance which was reprinted in a French
collection, the hornpipe rhythm has been distorted almost beyond

recognition (example 2).
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Example 2a. "Mr. Isaac's Maggot," Dancing Master (London, 1695), 193.
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Example 2b. "Folies d'Isac," Recueil de nouvelles contredances (Paris,

19. Dean-Smith states that country dances to hornpipe music "may have
been performed with hornpipe steps™ without providing any evidence
for this statement, or indeed even describing what the hornpipe step
is. No such step is mentioned in any of the Baroque dance
treatises.

20. For a partial list of continental publications containing English
country dance music, see my paper "Fishing for Basses: Finding
Musical Concordances for English Country Dances," Dance History
Scholars: Proceedings of the Sivth Annual Conference {n.p., 1983),
95.
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1712), 157.

Music

The six "French" hornpipes are related musically but not choreo-
graphically to the country dance hornpipes.21 Four of the six are by
Isaac, and the other two are by L'Abbe. Isaac's first published
hornpipe, the "Richmond," appeared in 1706, but the dance may date from
1695 (see the discussion of dating in Chapter IV}. Five of the
hornpipes are couple dances, while one, L'Abbe's "Pastorzl," is a
theatrical dance for male solo. Table 3 lists the hornpipes in

chronological order.

Table 3. The English Hornpipes

Date Choreographer IZitle Composer Meter Suite

1706 Isaac Richmond# Anon. 3/2 No

1707 1Isaac Union# Anon, 3/2 Yes [Loure]
¢1709 Isaac Royall Anon., 3/2 Yes (Saraband)
1713 Isaac Pastoral Paisible 3/2 Yes (Loure)
1719 L'Abbe Princess Ann's Galliard 3/2 Yes (Chaconne)

Chacone
¢1725 L'Abbe Pastoral Paisible 3/2 Yes (Loure)
#Identified as a hornpipe by Tomlinson (Dancing)

It should be noted that the Isaac and L'Abbe "Pastoral' dances are to
the same music, a rare occurrence in the English repertoire (although it

is not unccmmon for two French theatrical dances to be choreographed to

21. The hornpipe section of one court dance, Isaac's "Royall," was also
used for the country dance "Manage the Miser," first published by
Walsh ¢1705, and then by Young in Volume II of the Dancing Master,
1710.
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the same piece). Furthermore, while the dances are quite different in
character, as one would expect from a social and theatrical dance, they
do share certain similarities which suggest that one may have influenced
the other. All but one of the dances are two-moveuent suites; in each
case the hornpipe is second, and is preceded by a slow triple- or
compound duple-meter section: sarabande, loure, or chaconne. Two of
these dances are identified as hornpipes by Tomlinson in his chapter on
meter ("Of TIME or some Account of what TIME is . . .").
There is still a Movement unobserved, of the like Quantity of
Notes to a Measure, viz, the Hornpipe, which.is of three Minims or

six Crotchets in the Bar, and, in marking or beating Time, agrees
with a Tune of fLriple Time or of three, as for Instance a Saraband,

ir which the Foot remains down, during the counting of One, Two, and
upon the third rises to mark the ensuing Measure &c. The second

Parts of the Union and Hichmond are voth Dgages of a pnpipe
Movement, and of the late Mr Isaac's Composition.22

All of the tunes use a meter sign of 3/2, and two are in E minor,
a somewhat unusual key in this repertoire.23 The musical structure of

the dance tunes is shown in Table 4.

Table 4. Musical Structure of the Hornpipes

Dance Fornm Length of Iotal No. of
Sections Measures
Richmond Sectional 8/8/8/8/8/4/8 52
Union Two-reprise 8/8 32
Royall Two-reprise 8/8 32
Pastoral Two-reprise 8/8 32
22. Tomlinson, Dancing, 150.

23. The only other dances in E minor are Tomlinson's "Gavot" (1720) and
L'Abbe's "Canary" (1724). The relationship of dance types, keys,
and the Affektenlehre is a topic which needs further study.
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Princess Ann's ABA 8/8 24
Chacone

Three of the dances are in the normal two-reprise form. The
musical structure of the two dances which are not of this type is in
fact somewhat more complicated than it appears in Table 4. Isaac's
"Richmond," the only non-dance suite, exhibits a sectional form which
resembles the continuous variation form of the chaconne or passacaglia,
but without an identifiable underlying harmonic formula or bass line.
Most of the eight-bar strains are comprised of two almost identical
four-bar phrases, and in some cases these repeats are exact. Thus a
more accurate description of the form would be as follows: AA'BBCC!
DDEEFGG, in which the repeats of the By D, E, and G music are not
written out. The ABA structure of "Princess Ann's Chacone® might also
be considered a hybrid/two-reprise form, in that each strain consists of
two almost identical four-bar phrases: aa' bb!' aat,

Musical phrases in the hornpipe melodies are, without exception,
four bars long, ending either in a half or full cadence. Most of these
four-bar phrases can be further subdivided into two-bar groups, the
first of which is somewhat more active rhythmically than the second,
resulting in a pattern of alternating tension and repose. A striking
characteristic of the hornpipes of this period, exhibited in all but one
of the dance tunes in question, is the delaying of the cadence note or
peint of arrival until the third half-note beat of the measure.

Hornpipe melodies also make frequent use of syncopation: the
rhythm J.J<JJ oceurs at least once in each of the Isaac dance tunes,
usually as a cadential measure. Similar syncopations also occur in

other parts of the phrase, although always on the level of the half- and
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quarter-note, and never on the eighth-note level. Examples of this are:
J ci J J J or J J D J J . In the absence of bass lines one
might be tempted to view some of these syncopations as rhythmic shifts
to 6/4 meter, of the sort which are characteristic of the courante, the
other Barecque dance in 3/2 meter. However, the unequivocal harmonic
rhythm of the surviving instrumental hornpipes by Purcell and others
suggests that this type of rhythmic shift was never used. (It is
interesting, in this context, to note what happened to the tune of
Mr. Isaac’s Maggot in example 2b.)

L'Abbe's "Princess Anne's Chacone," which was the exception
referred to above, is also unique in having a dotted-quarter and eighth-
note anacrusis to each of the phrases, and a resultant point of arrival
on the first beat of the cadential measure. None of the other dance
tunes have upbeats, nor are they common in the instrumental
hornpipes.24

There seem to be no identifiable melodic characteristies
associated with these hornpipe melodies other than the smooth eighth-
note patterns founa in aimost all the dances (either sczle passages or
turn passages). Overall, the melodies have a somewhat jerky quality,
due to the frequent use of svncoration, the arternation of active and
slow-moving rhythms, and the presence of large leaps. Although the
tempo of the half-note is relatively slow, the dance has a lively

character.25

24. Only four of the twenty-four Purcell hornpipes have upbeats, and one
of these is atypical in other respects.

25. This statemernt is based on my own experience. The dance is not

discussed in French theoretical writings on tempo, and Tomlinson
does not menticn it in his discussion of relative dance tempos.
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Choreography

As in all other Baroque dance types, the steps in the hornpipe
move on the half- and quarter-note level. But because there are six
rather than three or four quarter-notes per bar, elaborate composite
step-units, involving at least two movements or bend/rise combinations,
comprise almost the entire step vocabulary of the Isaac dances. None of
these composite steps (with the exception of the bourrée plus a bound)
is described in contemporary dance treatises; however, their component
parts are easily recognizable, and the timing is usually clear. Those

step-combinations used most frequently are shown in example 3:
; J

Ex. 3a Ex. 3b Ex. 3c Ex. 3d x. 3e
Fleuret + Jeté + Fleuret + Contr. de Contr. bal.
Jjeté fleuret coupé gav. + jeté + coupé

Isaac's four hornpipes, while retaining the individuality
characteristic of all his dances, also share other features which are
not found in the L'Abbe ball dance. One of these is the use of a large
variety of step types, with no one step appearing more than a few times
within a singlie dance. The fifty-two bars of the "Richmond" include
thirty-three different step-units, only one of which (the fleuret in
m. 3) is part of the normal step vocabulary of Baroque dance. This
diversity is reduced somewhat in the other three dances: in the "Royal"
there are twenty-one different step units, and in the "Union™ and the

"Pastoral," eighteen each. In addition, each dance includes a number of
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steps not found in any of the other three. Thus, here as elsewhere in
his dances, Isaac seems to have been striving for choreograrhic
originality rather than a definition of a particular dance type.

This is not true of L'Abbe's "Princess Ann's Chacone," where the
step-unit fleuret + jeté (ex. 3a above) appears ten times (42%).
establishing the following dance rhythm as a motive for this dance:

J J J J . The "triple sissonne" step-unit, unique to this dance, is used

three times (example 4).

Example 4. "Triple sissonne®

Steps not found in any of the hornpipes, either singly or in combination
with other steps, include the temps de courante and the pas de rigaudon.

"Princess Ann's Chacone" also differs from the Isaac dances in
that it utilizes more of the "normal" step vocabulary, znd there is more
repetition and regularity within the dance phrases. L'Abbe's theatrical
hornpipe, the "Pastoral," is of a different character altogether.
Because it is a theatrical solo, rather than a social dance, it cannot
fairly be compared with the other five hornpipes. But since it does use
the same music as Isaac's "Pastoral," a comparison of the dance phrases
is appropriate, and will appear later.

One particularly interesting characteristic of Isaac's hornpipes
is his use of cross-rhythms between the dance and music phrases.
Although examples of this can be found in other Isaac dances, as well as

other English choreographies, it is not a common occurrence in English
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dances. Most of these cross-rhythms are in the form of choreographic
hemiolas, that is, three step-units which occupy the space of two bars
of music, resulting in the following 3/1 rhythm in the dance:
o ‘ifJ o . The music remains in 3/2 meter. The presence of a dance
hemiola within a two-bar phrase is determined by what happens on the
first beat of the second bar. There are at least three possibilities:
1) there its no motion of any sort {(thc clearest hemiola); 2) the normal
movement (bend/rise) has been shifted to the third beat of the previous
measure (strong evidence that a hemiola is intended); 3) the step that
begins the bar can also be interpreted as belonging to the end of the
previous bar (more ambiguous than the other two examples).

The most frequently occurring hemiola pattern, found in four of
the six dances, is a flewc-et, followed by a contretemps ballonné (with
or without jeté) and another fleuret. The dance rhythm of this pattern

is shown below (accents indicate the rise of the movement).

31, L S |l> 13
2 4dd 414 T4

fleuret contretemps fleuret

ballonné
If a demi-coupé is substituted for the jeté, as is often the

case, the hemiola effect is strengthened by the removal of the accent on
the first beat of the second measure. Three hornpipe choreographies
open with this step sequence, and it occurs seven times in Isaac's
"Pastoral," one of the few instances where his dances are repetitious.

Other examples of dance hemiolas, and their associated rhythmic

groupings are:

sissonne, sissonne, fleuret J J J IJ J J J
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) LN AR T
coupé, coupé, coupé J :J a I cl cl J

hd LA 3 i
two demi-contretemps, fleuret, fleuret JI J JJ J JIJ JJ J

Isaac's "Richmond" is permeated with these and similar patterns
(every strain opening with a dance hemiola of some sort) and there are
over forty identifiable hemiocla patterns in the four Isaac dances. In
general, the dance hemiolas coincide with the two-bar musical phrasing,
that is, they occur from an odd- to an even-numbered bar (1-2, 5-6);
occasionally, however, the musical phrasing is violated, resulting in an
additional cross-rhythm between music and dance of the kind found
frequently in the cadential bars of passepied phrases. These dance
hemiolas are almost never notated by means of a liaison line connecting
the two measures {(a device used frequently by Pécour when he wished to
indicate suvch cross-rhythms). The only examples of this in English
hornpipes occur in the "Union,” bars 5-6 of the second strain, and in
L'Abbe's "Pastoral,™ bars U4-5 of the first strain repeat.

L*Abbe's "Princess Ann Chacone' again differs from the Isaac
hornpipes in that it uses a dance hemiola only once, at the transition
from the chaconne to the hornpipe. Thié is the only example of a dance
cross-rhythm which overlaps two strains of music. In faet, it would
seem that L'Abbe is deliberately trying to camouflage the beginning of
the hornpipe, perhaps in an effort to achieve greater continuity in the
dance. The meter change in the music occurs con the last bar of the
chaconne, and the upbeat on tue third half-note of this bar implies that
the hornpipe begins in the next measure. But the hemiola dance rhythm,
with its strong thetic accent (assemblé) on this upbeat, contradicts the

musical implications.
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coupé = assemblé glissé tombé  jeté
Lle————pas de gaillarde ————

Cross-rhythms other than hemiola also occur in some of the
hornpipes. Isaac's "Pastoral" begins with the following pattern, which

suggests a 5/2 meter:

304 4 Jddad d4ld

contr. bal. coupé fleuret contr. bal.

Another type of cross-rhythm occurs at the beginning of the second

strain: here the phrasing is in ll/2.26

1

2004 di| 4 Js4ldd

coupé + coupé assembl® coupé + coupd® assemblé
ballonné ballonné
And a final subtle rhythmic trick occurs in the repeat of the B strain,
where Isaac adheres tc the normal 3/2 meter; but phrases the dance in
three- rather than two-bar groups (mm. 1-2 = mm. 4=5; both in terms of
steps and floor patterns).
Isaae's rhythmic manipulations were not lost on L'Abbe, for in his

dance to the "Pastoral" music we find similar rhythmic events.27 At

26. Similar observations concerning Isaac's use of cross rhythms in
dance phrases were made by Janis Pforsich in an unpublished paper

presented at the Conference of Dance History Scholars, New York
City, February 1980.

27. I have argued in Chapter IV that Isaac's dance preceded L'Abbe's.
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the beginning of' the dance L°*Abbe also suggests a 5/2 meter, albeit with
different steps from those used by Isaac. The choreographic phrasing is
made even clearer by the insertion of a rest on the second beat of the

second measure:

3000000 | & . ddiddd g

2

"triple glissade™ entrechat rest triple glissade  entrechat

And while L*Abbe does not imitate Isaac'!s 4/2 pattern at the opening of

the B strain, he does use a rhythmic displacement:

mes d JJ|d ws J JJ I

entrechat coupé  jeté entrechat coupé jeté

Dance/Music Relationships

Although the dance cross-rhythms discussed above have no
counterpart in the music, other correspondences betweeli music and dance
do occur in the hornpipes. The most obvicus and frequent such exampie
is at cadences. The rhythmic pattern JJ JcJ » with the cadence on the
third half-note beat, occurs at least once in all the tunes except
"Princess Ann's Chacone." It has as its .chcreographic counterpart a
step-unit which ends with the punctuating assembl&, or a jeté. The
exception tec this, in addition to the L'Abbe dance, is Isaac's
"Richmond." in which no attempt is made to correlate musical and dance
phrases. Cadential step-units can not be differentiated from those used
elsewhere in the dance, perhaps as a result of the large number of

hemiolas,
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Summary

English hornpipe characteristics can be summarized as follows:

1) music--regular phrasés of four and eight bars, usually
subdivided into two-bar units; but syncopationlbécurs frequently on the
half- and quarter-note level.

2) d;nce--a step vocabulary unlike that of any other dance: the
step-units are created by combining regular steps, with infrequent use
of the latter.

3) dance/music relationships--Irequent use of hemiolas and other
cross-rhythms in the choreographies; toc a much greater degree than in

any other English dance type.

———— - _—_-—— % — & ———————

A comparison of French and English dance based on theoretical
sources yields certain differences in step vocabulary and notation, most
of which have already been discussed in this study. But the differences
between the dance styles of the two countries appear far greater when
the dances themselves are compared. In the English social dances,
particularly those by Isaac, there is often a larger variety of steps
within a given dance type than in comparable French dances. A second
difference is the far greater incidence of step variants in the English
choreographies, the French adhering more faithfully to the step
notations contained in theoretical sources. Many of these variants are
unidentified step~units which are usually formed by the combination of
existing steps. A further point of comparison between the two
repertoires invclves the demi-jeté which, according to Rameau, was used
in a number of step-units. However, the step is not documented in

English sources.
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I have chosen two dance types, the bouriée and the minuet, to
illustrate the differences in the step vocabulary between French and
English choreographies. In Pécour's 1700 Regueil there are three
bourrées: "Bourrée d'Achille," "la Bourgogne," and "la Savoye." The
step vocabulary of the first two (in which the bourrée is a section of
a dance suite) is very conservative. There are only four step-units in
the sixteen bars of "la Rourgogne": fleuret, jeté, balancé, and temps
de courante. Six step-units are used in the forty-eight bars of
"Bourrée dfichille™: fleuret, jeté, temps de courante, contretemps de
gavotte, sissonne; and coupé. And in the sixty-four bars of "la
Savoye™ there are only ten different step-units: all those in the
previous dance (minus the temps de courante) plus the glissade,
contretemps ballonné, pirouette, tombé&, and temps. A similar economy
with regard to step vocabulary is seen in many of the later French
bourrées.28

In the 1706 collection of dances by Isaac (a collection which is
comparable to the Pécour 1700 Becueil) there are two bourrées, both of
which are parts of dance suites. In the "Favorite," a fairly
conservative dance for Isaac, there are nine different step-units in
thirty-six bars, two of which are unidentified steps not appearing in
any theoretical treatises of the period. And in the twenty-eight bars
oi* the "Britannia" Isaac uses ten different step-units. One 6f these,
the chassé, was not found in any of the Pécour dances described above;
and two others are unidentified step-units. Bourrée sections by L'Abbe

show a similar pafttern. 1In the "Princess Anna" (i716) there are ten

28. Two notable exceptions are Dezais's "la Corsini" (1718) and
Pécour's "la Nouvelle Bourgogne" (1720), both of which use an
expanded step vocabulary similar to that found in English bourrées.
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different step-units in thirty~-two bars. One of the two unidentified
steps, a fleuret plus a hop, is also found in Isaac's "Britannia." A
similar number of step-units is found in the 1724 "Canary" (again with
two unidentified step-units) although the dance is somewhat longer. The
tendency to use a large number of different step-units in a given
choreography is typical of English dances, and is one reason why the
dance types resist analysis, at least on the basis of step vocabu-
lary.29

Similar observations can be made by comparing the figured minuets
of both countries. French minuet choreographies are very similar in
their step vocabulary to the "menuet ordinaire" as described by Rameau,
the main differences in the two being in the figures or floor patterns.
In a French figured minuet one would expect to find the following steps:
minuet step (of two or three movements), contratemps de menuet,
balancé, the unnamed minuet "grace" step deseribed by Rameau. In the
minuet section of Pécour's "Bourrée d'Achille," only two steps are
used: the pas de menuvet and the contretemps de menuet. A few English
minuets, notably those by Siris and Tomlinson, are also fairly
conservative in their step vocabulary, although the percertage of minuet
steps is lower than in comparable French dannes. However, in Iszac's
threec minuet sections as well as iu the minuet by L'Abbe, we again find
a much greater number of different steps. (I have execluded Isaac's

"Royal Portuguez" from consideration. Although the concluding section

AV ]
\0

. This homogenization, in which any step-unit could be used in any
dance (the minuet step and, to some extent, the rigadoon step were
exceptions), resulted in the loss of identity of the individual
dance types, and was undoubtedly one of the factors in the decline
of Baroque court dance. It is a phenomenon still poorly understood
by musicclogists, who often assume, for example, that the pas de
bourrée is unique to the bourrée dance type.
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of tnis dance is labelled "Minuet,™ the dance is barred in three rather
than in six and none of the usual minuet step vocabulary is used.) The
triple meter section of Isaac's "Rondeau" (unot identified by dance type)
begins with two mimuet steps and a balancé, and thus it is not
unreasonable to call it a minuet. (The minuet step is found only in
minuets and passepieds.) However, only twelve of the twerity=-eight
step-units in the dance are part of the minuet step vocabulary.3° The
minuet section in Isaac's "Britannia," also from 1706, is barred in six
and begins like a normal figured minuet, using four steps from the
normal minuet vocabulary. Yet only two of the remaining twenty-four
steps are of this type, and Isaac seems to have abandoned all pretense
of composing a figured minuet that would be recognized in France as
such.

L'Abbe’s minuet entitled "Prince Frederick"™ (1725) shows more
affinity with its French relative: there are twelve minuet steps and
four other step-units from the minuet vocabulary. Furthermore, the
floor pattern at times is suggestive of the patterns found in the menuet
ordinaire. 7Yet in the repeat of the music L'Abbe is nearly as
fantastical as Isaac, with only nalf of the forty steps related to the
minuet.

In the surviving English minuets there are nearly seventy
different step-units which are not part of the normal minuet vocabulary,
and which are for the most part not found in theoretical sources. Since
step-units in a minuet are six beats long, most of these unidentified

steps consist of two shorter steps joined together., The most common

30. This dance is also barred in three, but to facilitate comparisons
with the other minuets, I have described the number of step units as

if it were barred in six.
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steps of this type are fleurets 6r coupés in combination with another
step, e.g.» a coupé plus a fleuret or a fleuret plus a jeté. Some of

the more unusual steps are shown in example 5.

I o4

¢ i B¢

Example 5. Unidentified step-units found in English minuets.

Several English minuets include performance variants consisting of
a minuet step starting on the left foot or a contretemps de menuet
starting with a hop on the right foot (examples in Isaac's "Rondeau,"
Siris's "Brawl of Audenarde," Groscourt‘’s "Ecchoe," and Caverley's "Slow
Minuet"). There is no support in the theoretical sources for this
practice, and to my knowledge it does not occur in the French
repertoire. Its occurrence in the Isaac, Siris, and Groscourt dances

may be to preserve the mirror-image symmetry of the choreography.

Notational Variants

Notational variants of the sort found in the English minuet and
bourrée are characteristic of almost all the English choreographies and
would, I believe, enable one to identify a dance as of English
provenance on this basis alone. Several steps which seem t¢ be peculizn:
to English dances have been discussed earlier in this study (Chapters II
and III). In addition to the steps described in theoretical works,
English dances contain a great many other step variants. For example,
in Isaac's "Saltarella* more than one-third of the steps are not found

in the Feuillet/Weaver treatise. In contrast, Pécour's 1700 collection
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of nine dances, seventy-two pages in length, contains only one step not
found in Feuillet'!s treatise.31 The examples discussed below

represent only a small percentage of the notational variants found in
English dances. They have been chosen because they appear in several
dance types and are used by more than one choreographer. With one
exception, none of these variants is to be found in either French or
English treatises, nor are they used in French ball dances.

A frequently used variation technique, seen in example 6, is the
substitution of a jeté, demi~-csupé, slide, or fall for a plain step in
the coupé or fleuret, In example Sa a jeté has replaced the walking
step of the coupé; this variant is found in dances by Isaac, L'Abbe,
Tomlinson, Glover, and the anonymous 1720 "La Cybelline.™

The most common fleuret variant, the bourrée with a bound, has

already been discussed in Chapter III. Another variant, a fleuret with

/

a slide, is shown in example 6b.

§ :

Example 6a. Coupé variant. Exagple 6b. Fleuret variant.

Variations of the contretemps ballonné are shown in example 7.
In the first example, the normal jumps have been replaced by signs for a

bend and rise, softening the step considerably.

31. Witherell, Pécour, 114-5. This step, which Witherell calls a
"modified contretemps ballonné," occurs several times in the

collection. It also is found in Englisbh dances (see example 7
below). Step-unit variants are rare in French dances.
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Example 7. Contretemps ballonné variants.

One of the zmost frequently occurring step variations in the
English cherecographies is found in the "Supplement" of Feuillet's 1701
edition of Chorégraphie.32 It is clear from the notation that this is
a variant of the contretemps de menuet, although Feuillet refers to it

only as a "pas qui se fait comunement dans le menuet.®" Example 8 shows

Al
¢

Example 8. Contretemps de menuet. Variation of this step.

the contretemps and the variant.

2

M A e

In this step the initial hop of the contretemps is replaced by a
quick enclcsed coupé, with the remainder of the step unchanged. The
step may well have been used in the menuet ordinaire in France, but it

.does not appear in any of the notated minuet choreographies which I have
examined. Conversely, while it is not included in either Weaver's or
Siris's translation of Feuillet, nor in Tomlinson's treatise, it is used
frequently in English notated minuets. A similar variant occurs in

other English contretemps step-units, with the characteristic initial

32. Feuillet, Chorégraphie (1701), 80.
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hop replaced by a coupé&: the contretemps de gavotte (and chaconne), the
contretemps ballonné, the sissonne with a contretemps, and the unnamed
step-unit consisting of two demi-contretemps. Examplies of some of these
are shown in example 9.

% 9

/

I~

Example 9. Contretemps variants in other step-units.

"New" or unidentified step-units formed by the combination of two
or nore steps are frequently found in metrically more complex dances.
The hornpipe, discussed earlier in this chapter, is such an example.

Dances in slow 6/4 meter often contain such steps (see exampie 10).
o-'7’ a
%:

: i

Example 10. Unidentified step-units in dances with complex meters.

Even in simple meters (2, 3, ¢) English choreographers frequently seem

inspired to invent new step combinations; some of these are shown in

)

example 11.

A

Example 11. Unidentified step-units in dances with simple meters.

PPN A
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The demi-jeté, a softer, less energetic version of the jeté, was
first defined and notated by Rameau.33 He implies that by 1725 the
demi~-jeté was in wide-spread use, and he describes at least eight steps
in which it is found, including the minuet step of three movements, the
coupé of two movements, the pas de bourrée and pas de bourrée vite.
the pas de gaillarde, and the glissade. 1In all but the last example
Rameau substitutes the demi-jeté for the final step as notated by
Feuillet, while in the glissade demi-jetés replace the demi-coupés of
the first and third steps. The demi~jeté is thus a replacement for
three different steps: Feuillet's "jetté sans sauter" (in the coupé of
twe movements); the demi-coupé (in the minuet of three movements and
glissade); and the jeté (in the pas de gaillarde and pas de bourrée
vite). However, not all step-units are similarly altered; for example,
the final jetés of the contretemps de menuet and contretemps ballonné
forward are not changed to demi-jetés by Rameau. 3%

Although Feuillet makes no mention of the demi-jeté, he does
include notation for a "jetté sans sauter ou demy coupe en l'air™ in the
1701 "Supplement™ to Chorégraphie. This step, which was included in

Siris®s translation but not Weaver®s, is used by Feuililet in the coupé

33. See Hilton, Dance, 174, for Rameau's notation and description of
this step. As she points out, the discussion in Le Maltre is not
exactly a model of clarity, and Rameau's use of several different
terms to describe the same step suggests that the terminology was
new even if the step was not. In Abbprégé (published slightly later
than Le Maitre) Rameau has settled on the term "demi-jeté."

34, Hilton describes the latter step as a hop and a demi=-jeté (perhaps
because Rameau suggests this modification when the step is performed
to the side). However, she does add that a jeté better suits the
character of the step (Dance, 219).
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of two movements (see example 12a below). However, it is not found in
any of' the other step~units to which Rameau ascribes the demi-jeté.
Hilton assumes that Feuillet’s "jett& sans sauter" is the equivalent of
Rameau's demi-jet&.35 But she also argues that it was a convention in
Feuillet's time to perform the final demi-coupé of a step-unit as a
demi-jeté, and thus no notation was needed. Yet if this explanation is
correct, Feuillet's "jetté sans saute"™ must represent something other
than the demi-jet&, since the latter could have been notated by a
demi-coupé, at least in the coupé of two movemenits. Furthermore, it
does not address the inconsistent use of the jeté at the end of a
step-unit.

Of more concern to the present study is the extent to which the
demi-jeté was known and used in England, if in fact it was used at all.
In Essex's translation of Rameau's Le Maitre the term appears as
Y"half-bound," but neither this nor any other reference to a demi-jeté
is used by Tomlinson.36 Tomlinson does use Feuillet's notation for
the "jetté sans sauter," but only in the coupé of two movements. 37
He has no special name for this step, but his descriptioii corresponds to
the notation: "the Sink and Rise are together in the Midst of the

Motion the Leg makes, in stepping . . . ."38 At the end of the

Hilton, Dance, 174.

w
wm
.

According to Hilton, Tomlinson states that "the choice of jeté or
demi-jeté will depend upon the character of the dance" (Dance,
174). I have been unable to locate this statement in The Art of
Dancing, and Hilton provides no source.

w
o
L]

37. Tomlinson, Dancing, Plate E, Table 2, ex. 2 & 3.

38- .I_b_iﬁ.’ 27-8. 39- ,IDJ.:Q.-: 28-
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chapter he adds that it "is made sometimes smooth upon the Floor, and
sometimes by bounding off."39 Witherell interprets this to mean a
demi-jeté,uo but Tomlinson could also have meant that the second
movement was a jeté, as seen in example 6 above. Tomiinscin alse gives
the same two options for performing the pas de bourrée, although here
each version of the step has a different name: the bourrée with two
movenents is performed on the ground (it is not included in Tomlinson's
notation tables), while the bourrée with a bound was off the ground
(shown in Tomlinson's table 3, ex. 8). This description confirms the
fact that there were at least two ways of performing the English
bourrée of two movements, neither one of which is the same as Rameau's
pas de bourrée.

Feuillet®'s "jetté sans saute" is found frequently in Engish

dances, particularly those by Siris. Example 12 illustrates scme of the

Example 12a. Coupé of Example 12b. Bourrée of
two movements. two movements.

step-units in which it appears.

An important point to made about these nctations is that in almost every
dance where they are found, other versions of the same step-unit also
appear. And Tomlinson makes it clear in his treatise that alternate
performances of a given step are acceptable. Thus, regardless of

whether the final step in example 12 is interpreted as a modified

40. Witherell, Pécour, 41.
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demi-coupé or as a demi-jeté (and in actual practice the difference is
minimal), there is no justification for assuming that all versions of
this step-unit arz2 to be performed in the same manner. To do so
overlooks the the enormous variety of step-units and nctaticns that seem

to be part of the "English style®" from Isaac to Glover,

Notatjons and Notators

Any systematic study of the English step vocabulary must also take
into account the role of the notator, since some of the variants
described above may well be a result of differences in notational style,
and do not necessarily reflect a different performing style. The
importance of the dance notator was such that he was frequently
acknowledged on the title page of the dance: in England, the usual
phrase was "Writ by Mr. X" or "Put in Characters by Mr. Y%, the

Mo S
T Or "mise

am TV o~
uit Le

Fit)
t
®
¥
]

papier."u1 In France, the publication of dances was carefully

regulated by the state; this meant that Feuillet was the sole notator of
the more than eighty-five dances published between 1700 and 1709. After
Feuillet's death his student Dezais continued as notator and publisher
of the yearly collections. Only two other French notators of published
dances are known: the dancing master Gaudrau, who was responsible for
the collection of theatrical dances published ¢1713 as well as some
ballroom dances; and Rameau, whose renotated versions of twelve Pécour

dances (originally notated by Feuillet) were published in 1725 or later.

41, We do not know what procedure was used to notate a dance. The
notator may have watched someone perform the dance, a bar or phrase
at a time, or the dance may have been "dictated™ to him by the
choreographer. Use of the former procedure would be more likely to
produce notational variants in differeri editions of a dance.
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No such continuity or orderly succession is seen in England, where
at least eight and perhaps many more notators were responsible for the
eighty-five dances included in this study. Table 5 lists the notators
who were active in England during this period, and the chereographers

with whom they were associated.

TR

Table 5. Dance Notators in England, 1706-1735

Notator Choreographer No. of Dances tes
Weaver Isaac 7 1706=7
De la Garde Isaac 4 1708-11
L' Abbe 1 1711
Pemberton Isaac 5 1711, 1713-16
L*Abbe 13 1715-33
Caverley 1 c1729
Anon 1- 1720
Others 8 1711
Roussau L' Abbe 13 c1725

Essex, Tomlinson, and Roussau notated their own dances, and Siris, Holt,
and Glover may have done so as well.
An innovation to the Feuillet system of notaticn is mentioned on
the title page of Isaac's "Royal Portuguez" (1709):
Note the Sinks which are in divers places in this Dance mark'd
before the Bars, which indeed is uncommon yet if Consider'd are

in a truer & more necessary place then if put other wise being
that all Rises Bounds or Hopps are certainly to mark that which

we call Time after ye said Bars and not the Sinks . . . .

Similar alterations are made in the 1708 dance. the "Saltarella" (also

noctated by De la Garde), but in both dances the bend marks are not
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applied consistently to the last step of the measure. It is not clear
whether this innovation is Isaac's or De la Garde's; both title pages
also mention that the notation was "Revis'd by the Author." (Pemberton,
in the preface to his 1711 collection of dances, refers to De la Garde's
"eurious Way o Writing." However, there are no displaced bend signs in

L'Abbe's "Passacaglia," the dance which De la Garde notated.)

Engravers

One further complication must be mentioned: in most cases the
netated dance was transferred to a metal plate for printing by yet
another person, the engraver. The engravers are usually not
acknowledged, either in French or English publications, although two
dances by Siris (1708 and 1709) have plates signed by S. Conniand, and
some of Tomlinson's notation plates from his treatise are also signed.

v thaoa in
wiCSS Ln

Many of the cbvicus errors i
the music, can be attributed to the engraver: since the dance had to be
engraved in reverse, it would be easy toc misplace a foot symbol. Such
errors are rarely corrected in subsequent printings, but mistakes will
often be corrected by hand in printed copies.

Engravers undoubtedly had individual styles as well, so that
dances by the same notator but engraved by two different people may
appear very different.%2 At least two choreographer/notators (Rameau

and Roussau) did their own engraving, and Roussau also served as notator

and sngraver for the L'Abbe collection of theatrical dances.

42, A comparison of Tomlinson's plates illustrates this point nicely,
since a number of different engravers are rcpresented. The reverse
is aiso true. See, for example, the three solo dances in the 1711
Pembercon collection: each is notated by a different person, yet
the anonymous engraver has obliterated any individual notational
style traits.
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Iwo Versions of the Same Dance

Several English dances survive in two versions, and there are also
a number of French dances for which English editions exist, either in
print or in maruscript. 4 comparison of these versions can provide
useful information about notational styles, either in terms of the
differences between French and English notators. or between two English
notators.#3 And in at least one case, Isaac's "Rigadoon," the two
editions represent different performance traditions of the dance.

Table 6 lists these dances in two groups: French dances for which
an English version is extant; and English dances for which two versions
exist. (I have included the Marcel "Primrose" with the French dances,

even though the English publication preceded that of the French.)

Table 6. Dances For Which Two Versions Exist

-~ v o o ey &b

Choreo-  Original title and date Notator or English

Arapher publisher title
Pécour Aimable vainquer (1701) Weaver 1717+ Louvre
La bretagne (1704) Siris 1706 French

bretagne

Weaver 1717+ Brittagne
Forlana (1704) Pemberton 1711 Jigg
La nouvelle gaillarde (1709) Undated ms. [same]

Marcel Rigaudon nouveau (1724) Anon., 1721 Primrose

43. Many French choreographies also exist in twc or more versions, the
best-known examples of which are Rameau's renotated versions (¢1725)
of twelve Pécour dances. Detailed comparisons of five of these
dances are included in Appendix A4 of Witherell, Pécour.

44, Other French dances renotated for the English publie, copies of
which have not survived, ineclude Balon's "la Silvie"™ (1712) which was
advertised for sale by the dancing master Richard Shirley.
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Choreo- Dance title Hotators or Publishers'5

grapher

Isaac Rigadoon Weaver 1706 Siris 1706

Siris La Camilla Roger 1708 Roger 17097

L*Abbe Passacaille Pemberton 1711 Roussau ¢1725
Princess Royale Walsh 1715 Pemberton 1715
Princegss Auna Walsh 1716 Pemberton 1716
New Rigadoon Pemberton 1723 Anon. [17231

Roussau Chacoon for a Ms. ¢1720 Undated print

Harlequin {after 1728)

Englisin Editions of French Dances

English editions of French dances invariably include several
changes in the music appearing at the top of eazch page of dance
£ (g! on tho bottom line) is changed
to treble clef; ornament signs in the French dances {+ or x) are almost
always omitted in the English versions; and as was pointed out in the
previous chapter, modal key signatures (D= or GeDorian are the most
common) are changed to tonal ones.

Changes in the dance notation are iess predictable. In the two
Pécour dances renotated by Weaver ("Aimable vainquer" and "la
Bretagne"), there are very few changes other than those in the music as
mentioned above. Weaver retains the layout, floor patterns, and step

notations of the originals almost exactly. Changes in Pemberton's

edition of Pécour's "Forlana', other than the new title, "A Jigg", are

45, In most cases it has not been possible to determine which version of
the dance came first; thus, the order presented here is arbitrary,
unless the dates indicate otherwise.
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also slight.46 There are a few minor errors in the dance notation,
and a number of wrong notes in the music, which has been rather poorly
engraved.

The anonymous English notator of Pécour'’s "la Nouvelle gaillarde"
has followed the 1709 French edition closely with respect to the layout
and floor patterns.u7 However, seven of the sixteen fleurets in the
French edition have been changed to the English "bourréz with a bound".

The English publication of Marcel's "Primrose® (Walsh, 1721)
preceded the French publication (Dezais, 1724) by three years.48
Since the title page of the English edition has not survived the
identity of the notator is unknown, but the dance was published by
Walsh.*9 1In general, the two versions are very similar, both with
respect to floor patterns and step notations. The English version

contains a number of mistakes; in the music as well as in the dance, but

46. Pécour's dance, a solo for a woman, was notated and published by
Feuillet in Recueil de dances contenant un tres gzrand nombres, des
meillieures entrées de ballet (Paris, 1704), 5. It appears in the
second part of Pemberton's 1711 anthology of dances for women., In
his preface tc the collection (fol. A) Pemberton states that this
dance was "transcrib'd by Mr. Feuillet," so the absence of changes
is not surprising.

47. Pécour's dance first appeared in VIIe. Recueil de dajnces pour
1'Année 1709, notated by Feuillet. Another French edition is
included in the large collection of Pécour's dances published by
Gaudrau ¢1713, and two French manuscript versions also survive. I
have not compared these versions with the original. The English
version is reprinted (from an unidentified manuscript) as the second
part of Pécour's Recueil de danses by Gregg International
Publishers, 1970.

48. It is the fourth and final dance in XXII Recfleil de dances pour
1'Année 1724, with the title 'YRigaudon nouveau" to distinguish it
from Pécour's "la Primeroze®™, also in the same collection.

49, Smith, Biblicgraphy, no. 598. Smith was unaware of the copy at GB
Ob.
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most of them are obvious and could be corrected even without reference
to the French version. It is worth noting that the anonymous notator
was fairly consistent in his use of double liaison lines connecting the
first two steps of the fleuret, a practice which can be found in French
dances of the same period, but which is used infrequently by English
notators.

Pécour's "la Bretagne," notated by Siris, was published in 1706
at the end of his translation of Feuillet's Chorégraphie. Unlike the
Weaver version of this dance mentioned earlier, Siris's edition makes
some significant alterations. He condenses Pécour's eight-page layout
onto six pages, although his notation is so clear that it does not seem
crowded. The floor patterns are nearly identical until the last page,
where Siris embellishes Pécour's straight-forward figure with some
elegant curves. The most notable alteration in the music is the
omission of the tie which creates a hemiola in the second strain of the
passepied section.50 siris changes the notation of a number of steps:
in the passepied, two of the four "minuet hops™ are notated with the
variant shown earlier in example 8; and in the duple-meter dance which
follows (a rigadoon, although not so labelled by either Pécour or
Siris); three of the fleuret steps are replaced by either a "bourrée
with a bound" or a bourrée of two movements. On two occasions Siris
replaces Pécour's cadential assemble with a coupé or (for the man) a
bourrée of two movements. Siris's unusual notation of the rigadoon

step, shown in exampie 13, is used by him in other dances, but not by

50. This omission, which occurs in both statements of the music, may be
intentional. Although a hemiola in the second strain of a passepied
tune is standard in French dances, none of the seven English
passepieds demonstrate this characteristic.
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any other English choreographers,

N3 NP

#~

Example 13, Notation of the rigadoon step by Siris (left),
Weaver (right).

A final difference between the two notators is in the use of turn
signs. Many of Pécour's 90-degree turn signs are rendered by Siris as
two 45-degree turns, and some of Pécour's 180-degree turns are
similarly altered, resulting in a smoother and less dramatic version of
the dance in terms of the partners! relationship to each other.
Furthermore, Siris frequentiy uses 1/8th-turn signs to reinforce a
change of direction in the floor pattern, even when the dancer's

relationship to this pattern does not change (see example 14).

Example 14, Floor patterns and turns as notated by Pécour (left)
and Siris (right).

Enzlish Dances in Two Editions

In dances for which two English versions exist the differences are
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frequently minor and of little significance. This is true of the dancés
by Siris and Roussau, both of which were discussed in Chapter IV, and
for L'Abbe's first two court dances which, although from different
publiishers, are nearly identical in terms of notation. There are more
significant differences between the two editions of L'Abbe's 1723 dance;
the "New Rigadoon."! Pemberton's edition is seven pages long, while -
that by an anonymous notator (the title page is missing) is only five
pages. The floor patterns of the two dances differ considerably, as do
the notations of certain steps. These differences are greater than one
weuld expect to find merely as a result of notational style. Minor
variants in the music also support the hypothesis that two different
versions of the dance are represented here. Since by this date
Pemberton was well established as L'Abbe's publisher, I suspect that the
anonymous edition may have less authority, but in any case it seems not
to have been pirated from Pemberton.

One of the more interesting examples in Table 6B is LfAbbe's
"Passacaille;" a theatrical dance which exists as a solo for one woman
and a duet for two women.’2 The solo version of the dance uses the
same steps as the duet (with some exceptions which will be discussed
below), but the floor pattern, rather than adhering to one of the duct
roles, is a conflation of the two. Since the two versions were

published more than ten years apart, it is possible that these changes

51. It is interesting to note that several of the dances with notational
changes are rigadoons.

52. In Chapter IV I present arguments suggesting that in spite of the

later publication date the duet version was composed prior to the
solo version.
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represent the choreographer's revisions and'are not a result of
differences in the notators' styles. When the step notaticns differ,
Roussau's notations are always more complex than are Pemberton's. Some
of Roussau's 350-degree pirouettes, for example, are only 180 degrees in
Pemberton. Two other examples of step notation variants are shown in

example 15.
<7

T 7 &

Example 15. Step variants in L'Abbe's "Passacaille": Pemberton
(left) and foussau (right).

Rhythmic alterations in the music are also of interest. 1In
Pemberton's version the smooth eighth-notes of the original source
(Lully's Armide) have been changed to a dotted-eighth and sixteenth note
pattern, presumably to approximate the French notes inegales. This is
not done in the Roussau versicn, although occasional other variants do
occur.

Siris's version of "la Bretagne" discussed above may not reflect
English practice so much as Siris's own personal style of notation
derived, perhaps, from his study with Beauchamp.53 A comparison of
Siris's version of Isaac's "Rigadoon" with that of John Weaver provides
further evidence of Siris's individuality as a notator. The editions
are so varied that at first glance we seem to be dealing with two
different dances, particularly since two different tunes are used.

(Altkough neither melody is memorable, Siris's tune is preferable to

53. Siris was almost certainiy not a native Englishman; see Chapter I
for additional information about his life.
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Weaver's repetitve and tonally ambiguous one.) But in spite of
differences in music, layout, floor pattern, and steps, there is no
question that this is still the same dance.

Weaver's version, on six pages, is slightly more compact than
Siris's seven=-page version. The floor patterns vary considerably at the
beginning of the dance, but become more similar by the end. The most
striking difference is shown in example 16, where Weaver's rectangular
floor pattern has been rotated 45 degrees, assuming a more unusual
diamond shape. In the next couplet a straight line moving on the
diagonal in Weaver's dance is notated by Siris as a complex "zig-zag"
pattern.

Example 16 also illustrates the differences in steps and step
notations between the two versions. The glissades (occurring in bars 1,
3, 5, and 7) are notated by Weaver with double liaison lines and slides,
whereas Siris notates two coupés and no slide marks. Bars 2, 4, and 6
are notated by Weaver as a bourrée with a bound, while Siris has a
bourrée of two movements. As in his version of the "Bretagne,” Siris
is more likely to notate a 90-degree turn as two 45-degree turns, and
the turns do not always occur on the same step in both dances. In
example 16. Weaver's three 90-degree turns in measure 4 are spread out
an extra half-bar by Siris (who is also missing a 45-degree turn in bar
5). Siris has the partners taking hands during the opening figure of
the dance as the partmers approach the presence, while Weaver does not.

In spite of the title, the only rigadoon steps in the dance occur
in the first two measures, and they are of the sissonne-variant type
(Weaver's "sissonne with a contretemps," Tomlinson's "rigadoon step of

two springs®)j. The two notations indicate a difference in performance:
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Isaac "Rigadoon," notated by Siris

16b.

o

Isaac "Rigadoon," 2nd couplet

notated by Weaver

Example 16a.
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in Weaver the hop-step is into third position, in Siris it is inte
fourth. Even when the steps are notated in the same way, the direction
of travel (forward, to the side) is often different.

The existence of these two versicns raises mere gquestions than it
answers. Weaver's version would seem to have more authority, since his
ties with Isaac are well established: in addition to the seven Isaac
dances he notated, his 1706 translation is dedicated to the
choreographer. Yet Siris's version is in many ways more pleasing
aesthetically, and he is a more precise notator.54% Do they represent
two different performing traditions of the same dance? Did cther dances
composed before 1700 develop similar variants? If so, what are the
implications for dances such as Isaac's "Gloucester®” or "Princess" which
were notated many years after they were originally composed?

Finally, how common was the practice of substituting another
melody for the originzl one?55 (It is worth noting that the majority
of the generic rigadoon melodies are of the same form and length as both
melodies used for Isaac's rigadoon.)

I have argued in my discussion of the demi~jeté that the many

54, The superiority of Siris's notation is most clearly demonstrated in
the final figure. 1In Weaver's version the woman is required to make
two successive sissonne steps both of which start with the left foot
in front. To accomplish this she makes an extra foot gesture not
matched by the man, so that the awkwardness of the step sequence is
coupvunded by assymetry. Siris solves ths problem much more
elegantly by substituting a coupé for the fleuret preceding the
sissonne, thereby allowing the woman's pattern to mirror the man's
to the end of the dance.

55. At least one other English dance, L'Abbe's "Prince William" (1721),
includes a substitute tune in the companion dance music publicaticn
although there is no indication of this in the choreography. An
alternate tune for L'Abbe's "Royal George® (1717) was discussed in
Chapter 1IV.
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notational variants for step-units such as the bourrée and contretemps
ballonné are intentional, and should not be assimilated into a single
performance style. The same argument applies, I believe, to the
performance of the steps in the dances just discussed. The evidence
from these dances is that in England there was a greater variety in the
performance of certain steps, and this variety is reflected in the

notation.

Summary

In this chapter I have discussed a number of elements which
differentiate the French and English styles of dance. Social dances
published in England include a higher percentage of the following dance
types: minuet, rigadoon, and the chaconne and passacaglia {the last two
are not used for danses & deux in France). Dance suites, or
mul ti-movement dances; are also more common in the English repertoire,
particularly in the choreographies of Isaac. One dance type, the
hornpipe, is uuique to England, and its musical and choreographic
characteristics have been studied in more detail.

English dances are more likely to include a larger step
vocabulary, ineluding a number of step-units not described in
theoretical sources, than their French counterparts. Notational
variants are also frequent, whereas in France tney are almost
non-existent. One such variant has led Hilton to conclude that the
French demi-jeté was in wide-spread use in England. However: I think it
more likely that the variety in notational practices reflscts a less
unified performance style than may have existed in France, and that the
demi-jeté, if it was used at all, was only one of several options for

the performance of a given step.
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The influence of individual notators and engravers con this issue
has also been raised. Apparently neither Issac nor L'Abbe notated their
cwn dances, and when two editions of a dance exist, each by a differ-
ent notator, significant variants appear. %Yo further complicate
the issue, some of these differences may have been introduced by the
engraver (unless, like Roussau, he was also the notator). Before
a definitive statement about the choreographic styles of Isaac,‘L'Abbe,
and cther English dancing masters can be made, a detailed investiga-
tion of the questions raised here must be undertaken. In the following

chapter I suggest a number of other areas in which further study is

needed to arrive at such definition.
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Chapter VII

CONCLUSION

,

The purpose of this dissertation has been to investigate the
French noble style of dance as it existed in England through a study of
tiaz sources., As the title of the previous chapter suggests, this study
in many ways is only a beginning, and should be seen as laying the
groundwork for future, more specialized, investigations of English court
dance. 1In the absence of stylistic studies of French court dance
(including the more difficult theatrical dances), it is impossible to
make meaningful comparisons between the styles of the two countries, or
even to determine to what extent the English developed their own style.
However, some of the information presented in this study suggests that
even before 1700 there were differences between Zngland and France.

Some of the differences between the two countries are summarized below.

Although there may have been no more dancing masters per person in
England than in France or elsewhere in Europe, the English ones seem to
have contributed to the profession more actively than their continental
counterparts. In addition to teaching, many of them also functioned as
performers, choreographers, notators., translators, publishers, and even
composeis. This active involvement in sc many aspects of dance, plus
the absence of a controlling organization such as the Frensh dance
academy, resulted, I believe, in a greater diversity of styles 2s well

as more individual notational practices.
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The earliest dance treatises published in England were
translations which for the most part adhered closely to their French
models. However, even in Weaver's Orchesography (1706) certazin steps
are listed as being unique to England. The figure dances for ladies
published by Pemberton in 1711 have no known counterparts on the
continent and may represent a distinctly English genre. John Essex's
1728 translation of the important Ramezu treatise Le Maitre a dansep
(1725) indicates that French writings on dance were still considered
important in England. While the translation adheres closely to Rameau's
text, the Bickham plates often de rot fecllow those of the original,
particularly with regard to the position of the arms, suggesting thaft saw
English style, based on the French but differing in certain details, may
have been firmly established by the 1720's.

More evidence for the existence of this style may be found in the
only major dance treatise not based wholly or in part on a French model.
Tomlinson's Art of Dancing (1735), while thoroughly grounded in the
French noble style, incliudes many examples of this English "accent."
Examples of this occcur in the illustrations of the arm and hand
positions as well as the carriage of the body; in the use of steps not
found in French treatises; in the notations and performance directions
for steps; and in the description of the minuet. An analysis of certain
typographical features of the publication as well as the order of the
plates and the dedicatees, led to my hypothesis that Tomlinson
significantly altered his treatise after 1728 in response to the
publication of Essex's translation of Rameau. This hypothesis is

consistent with the notion of an English style.
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Bickham's short work, An Easy Introduction to Dapeing, represents
a counterreaction to Tomlinson's treatise, in that it consists mainly of
Rameau's version of the minuet. Yet his inclusion of musiec for six
compound-duple meter rigadoons (which I have taken to represent a
"generic rigadoon®) shows the author's English associations.

The sheei* number of choreographies published in England (or
preserved in manuscripts of English provenance) is in itself evidence of
a flourishing dance tradition. Although at least some French
choreographies were imported to London, relat;vely few French dances
were published in English editions. And when this did occur the dances
are often renotated according to English practice. (Whether this
notation represents a different style of performance is another question
which must be studied.) »

One of the important contributions of the chapter on the English
choreographies is my suggested dates for the composition of many of
Isaac's dance, Ii' these dates are reasonably accurate, and if the
published notations (some of which may be twenty years later than the
dance) accurately represent the original version of the dance, it
appears that Isaac's earlier choreographies are in general more complex
tihan his later ones, They are usually multi-movement dances, often
involving complex meters, and frequently use steps that are not part of
the French tradition.

In Chapter V I have investigated the sources for English dance
music, showing how these differ in certain respects from the French
practices. Although most of the music appears to have been newly
composed for the specific dance with which it appears, I have also been

able to identify a number of musizal concordances for dances set to
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pre-existing music. Most of the latter are theatrical dances by
L'Abbe.) The bass lines which I have located for twenty of the social
dances will be helpful in future analyses of dance/music relationships.

In the previous chapter I have provided scme preliminary obser-
vations regarding the differences between French and English styles of
dance. Much further research in a number of areas is needed before a
definitive statement can be made regarding the nature of English court
dance. One such area is that of notation: detailed studies of both
French and English dances by choreographer, notator, and dance type need
to be made. Individual dance types in both countries need to be studied
in greater detail to see whether certain steps or step sequences, as
well as certain floor patterns, are associated with particular dance
types. The types of floor patterns and the treatment of symmetry are
other stylistic characteristics which need to be investigated. (My
initial impressicn is that English choreographers use more imaginative
floor patterns as well as more frequent non-symmetrical passages.)

Of particular interest to musicologists is the question of
dance/rmusic relationships: to what extent do the dance phrases parallel
the music phrases? If iio immediately apparent relationship is present
(which seems to be the case rather frequently in English dances) what
are the underlying principles guiding the choreographer? Is the phrase
structure of English dances more irregular than their French
counterparts? And if so, does this reflect the influence of the
choreographer on the composer? More research needs to be done on the
generic rigaéoon, the existence of which I have postulated based on
surviving musical rather than choreographic sources. Finally, the

relationship of court and country dances needs to be studied. Although
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in France, imported English country dances were being performed with
steps from the French noble style, is there any evidence that this was
aiso the case in England? And is there reverse influence, i.e., does
the gradual simplification of French court dance (in both countries)
reflect the increasing popularity of the simpler country dances?

Yet whatever their differences, court dances in both countries
suifered the same fate. The ability to read dance notation may have
been widespread, but after 1740 in England there were no new dances to
be read (and only three were published in the previous decade). By
mid-century the elegant miniatures of Pécour, Isaac, and their
contemporaries had been replaced by cotillions and quadrilles, minuets

and country dances.
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APPENDIX B
LIBRARY LOCATIOKS FOR ENGLISH CHOREOGRAFHIES

This appendix serves two functions: it provides a complete list
of alli the individual choreographies published in ZEngland or preserved
in English manuscripts, and it gives library locaticns for all of these
dances, correcting and amplifying the entries in RISM.1 The most
serious error is the failure to recognize that the phrase "compos'd by"
cculd refer to the choreographer as well as to the composer of the
music. This has resulted in two series of sigla for the Isaac dances,
with no cross-references in either series. Dances by Caverley, Glover,
and Tomlinson also have unexpected sigla.

Dances are listed alphabetically by choreographer. An asterisk
following the library location indicates that the title page is missing;
thus it is not possible to determine the issue. Dances for which no
library locztion is given were formerly in the Cole collection, sold at
Sotheby's in 1979.

RISM Library
Sigla Title Location

Isaac Dances

- A Collection of Ball-Dances perform'd at Couprt. UsS We
Lendon, 1706. [Contains six dances: the Britannia,

the Favorite, the Richmond, the Higadoon, the Rondeau,
and the Spanheim. All of them were subsequently
reissued by Walsh at least twice, using two different
title pages.]

I71 The Britannia a New Dance Compos'd by Mr, Isaac D-ddr
Perform'd at Court on Her Madjesties Birth day Febr, ye GZbk
6th 17 . London: Walsh, Hare and Randall, [17081]. GB Ge, Lbl*®
[I have labelled this "Title Page A"; see the dis-
cussion and illustration in Chapter IV, 165-6.]

P 82 The Britannia Mr, Isaac's Ney Dance made for Her GB Lbl

Majestys Birth Day 17 The Iune by Mr, Paisibie.
Engraven in Characters & Figures for ye use of
Masters. London: Walsh and Hare, [e¢17121. [I have

1. It should be noted that RISM coverage of English libraries was based
for the most part on the British Union Catalogue of Early Musjc,
(ed. Edith Schnapper; London; 1957). Hence the responsibility for
the errors, omissions, and uvonflations in RISM should be placed on
the latter source.
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P 90

[}
~J
(o)

labelled this "Title Page B"; see Chapter IV, 167 and
169.1

A Chacone. [Published in Pemberton, For the
Further Improvement, 1711. No single copies known.
For library locations see Chapter IV, 196.]

The Favorite . . . [¢1708]. [Title Page A; see
comments for I 711]

. . [etl712].

The Favorite . [Title Page B; see

comments for P 82]

The Friendship Mr, Isaac's New Dance for the Year
1715 the Tune by Mr. Pais;ble Engraven in Characters &
Figures for ye use of Masters Writ by Mr. Pemberton.
London: Walsh and Hare, [1715]. [A ms. copy of this
dance is at GB Lbl, 785.k.7. RISM P 85 is an entirely
different publication; it inecludes the music for the
dance plus other dance music, but no choreographic

figures.]

The Gloucester . . . [¢1710]. [Title Page Al
The Gloucester . . . [c1712]. [Title Page B]

The Godolphin Mr, Isaac's New Dance made for Her
Ma jestys Birth Day 1714 the Tune by Mr. Paisible.

London: Walsh and Hare, [1714].
The Marlborough . . . [¢1708]. [Title Page Al

The Morris a new Dance for the Year 1716 Compos'd
by Mr. Issac. London: [Pemberton, 1716. 4
manuscript version of this dance is at GB Lbl,
785 . k.7.1

- worw i ®

The Northumberland . . . [e1712]. [Title Page B]

The Pastorall Mr, Isaac's New Dance made for Her
Majestys Birth Day 1713 The Tune by Mr Paisible.

London: Walsh and Hare, [17131.
The Princess . . . [¢1710]. [Title Page Al
The Princess . . . [e1712]. [Title Page Bl
The Richmond . . . [c1708]. I[Title Page Al

w
o
Y

GB Ge; Lbl

GB Lbl

GB Lbl
US Wc¥

GB Ge
US LAc

GB Lbl

GB Lbl

GB Ge; Lbl
US LAc

GB Du; Lbl;

Les
US CAh

GB Lbl
US We#
GB Lbl
US We

F Po

US We#
GB Lbl

G3 Ge; Lbl¥
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P 91 The Richmond . . . [c1712]. [Title Page B 'GB Lbl
I77, 78 The Rigadoon . . . [c1708]. [Title Page Al GB Ge; Lbl¥
P 92 The Rigadoon . . . [ci1712]. [Title Page B. GB Lbl

Another edition of this dance is included in Siris,
The Art of Dancing, 1706.1]

I79 The Rigadoon Royal Mr. Isaac's New Dance made for GB Lbl (2 exs.)
Her Majestys Birth Day 1711. London: Walsh and Hare, US We

[17111.

I 80 The Rondeau . . . [c1708]. [Title Page Al GB Ge; Lbl#
P 93 The Rondeau . . . [e¢1712]. [Title Page B] GB Lbl
I 81 The Royall . . . [e1710]. [Title Page Al GB Ge
US LAc; We¥
P 95 The Royall . . . [c1712]. [Title Page B] GB Lbl
P 96 The Royal Ann Mr saac's New Dance mpade for Her GB Lbl
Majestys Birth Day II[ The Tune by Mr, Paisible. US We
London: Walsh and Hare, [1712].
P 97 The Royall Gailliarde Mr, Isaac's New Dance made GB Lbl
for Her Majesty's Birth Day 1710 The tupe by Mr UsS We
Paisible. London: Walsh, Randall and Hare, [1710].
P 98 The Royal Portuguez Mr. Isaac's New Dance made for GB Lbl

=

Her Majesty's Birth Day 1709 The Tune by Mr. Paisible. US Nsc; We
London: Walsh, Randall and Hare, [1709].

P 99 The Saltarella Mr. Isaac's New Dance made for Her GB Lbl (2 exs.)
Majesty's Birth Day 1708 The Tune by Mr. Paisible. US LAc
London: Walsh and Hare, [1708].

I 82 The Spanheim . . . [¢1708]. ([Title Page Al GB Ge; Lbl¥

P 100 The Spanheim . . . [¢1712]. [Title Page B] GB Lbl

I 83 The Union a New Dance Compos'd by Mr. Isaac GB Ce;
Perform'd at Court on Her Majestie's Birth day Febr, Lbl; Ob
ye 6th 1707. [n.p., 17C7.1 US CAih

P 101 The Union . . . [e1712]. [Title Page B] GB Lbl

L'Abbe Dances

- The Canary A New Dance for the Year iT24. By Mr. GB Lbl; Les
Labbe Writt by Mr Mr Pemberton. And sold bv Him. at the Us CAn
TIron Rails the lower End of Oxindon-Street near ye Hay
Market. [Lcndon, 1724. This was a stock title page
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used by Pemberton for the L'Abbe dances (and two other
dances) published between 1721 and 1733; only the
first sentence was altered for each new dance.]

- The New=Rigodon A Dance For the Year 1723. GB Lbl
[London, 1723.] US CAh
L 48 The New Rigadon. [Another edition of this dance, GB Lbl

lacking a title page. The date 1723 appears on the
first page of the choreography. ]

- A Passacaille by Mr Labbee., [Published in GB Ob
Pemberton, For the Further Improvement, 1711. This
dance is a solo version of a duet for two women,
probably composed ¢1706 but not published until

c1725.1
- Prince-Frederick A New Dance For the Year 1725. F Po
[London, 1725.1 GB Lbl (2 exs.);
Les
US Cih
L 49 The Prince of Orange A New Dance, For the Year GB Lbl; Ob¥
1733 . . . over-against ye End of Mercer's-Street in
Long~Acre. [London, 1733.]
- The Prince of Wales, A New Dance For the Year GB Lbl (2 exs.)
1727. [London, 1727.1 US CAh
L 50 The Prince of Wales's Saraband A New Dance For Her F Po
Majesty's Birthday 1731. [London, 1731.] GB Lbl
US CAh; R
L 51 Prince William A New Dance For His Majesty's GB Lbl (2exs.);
Birth~day 1721. [London, 1721.] Les
US CAh
L 52 The Princess Amelia. 8 New Dance For his Maj:tjes F Po
Birth-day. Compos'd by Mr. L'Abee, For the Year 1718. GB Lbl; Les
Writ by Mr. Pemberton And Sold by him a:i the Iron- US CAh
Rails ye lower end of Oxindonesipeet near ve
Hay-market. ([London, 1718.]
L 53 The Princess Ann's Chacone A New Dance . . . 1719. GB Lbl; Les
{London, 1719. Title page follows L 52.1] US CAh
L 54 The Princess Anna a new Dance for hLis Maijestys F Po
BirthDay 1716 Compos'd by Mr., L'Abee Writ by Mr. GB Lbl (3 exs.);
Pemberton and Sold by him against Mercer Street Long Les
Acre. ([London, 1716.] US CAh
L 55 The Princess Anna Mr. L'Abbee's New Dance for His GB Lbl
Majestyfs Birth Day 1716. Engraven in Characters & US N¥p

Figures for the use of Masters. London: Walsh and
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Hare, [1716]. [Another edition of L 54.]

L 56 The Princess Rovale a newy Dance for his Majestys GB Lbl; Les
Birth Day 1715 Compos'd by Mp, L'Abee Writ by Mr. US CAh; LAc

Pemberton (Author of ye Book entitl'd an Essay for ye
further Improvement of dancing &c¢) and Sold by him
against Mercer Street in Long Acre. [London, 1715.1]

L 57 The Princess Royal a new Dance for his Majesty's GB Lbl; Ob
Birth Day 1715 Compos'd by Mr. L'Abee The Figure &
Characters fairly Engraven., London: Walsh and Hare,
[17151. [Another edition of L 56.1]
- Queen Caroline A New Dance For her Maj:tie's Birth GB Lbl; Ob¥#
Day 1728. [London, 1728.1 US CAh
L 58 The Royal George A New Dance Compos'd by Mr. F Po
LiAbee For the Year 1717. Writ by Mpr. Pemberton And GB Lbl (2 exs.);
sold by him against Mercers street Long-Acre. Les
[London, 1717.1 US CAh
- A New Collection of Dances, Containing a great

Number of the best Ball and Stage Dances: Composed by
Monsieur L'Abbe, Dancing-Master to Thsir Roval
Highnesses; the Three Young Princesses. That have been
performed bot: in Druv-Lane and Lincoln's~inn-Fields,
by the best Dancers. [London, ¢i725.] [Contains
thirteen dances by L'Abbe, notated by F. Le Roussau,
See Chapter IV, 183-6, for a list of the dances and
library locations.]

Roussau Dances

- "A Collection of New Ball- and Stage Dances GB En
Compos'd by Several Masters."™ [A manusecript c¢1720
notated by Roussau; it includes six of his dances plus
three by French choreographers. See Chapter IV, 201:
for a list of the dances.]

L 2039 A Chacoon for a Hariequin. [London, ¢1729.]1 I[4 GB Lbl
published edition of the last dance in the previous
manuseript. ]

Siris Dances

—_—— e e e e e e e

the Year 1709. The Tune by Mr G; and Engrav'd by S.
Conniand. [London, 1709.]

S 3526 The Brawl of Audenarde, Mr. Siris New Dance for GB Ob¥*
]

S 3527 La Camilla: Dance Nouvelle, Sur un Air Italien de GB Lbl
L'Opera Du meme Nom. par Signor Bononecini. La Dance
est composee & mise au Jjour par Monsieur Siris. Maitre
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de Dance & Londres . . . . London and Amsterdam,
1708.

- The Camilla 1709. [Another edition of the GB Ob#*
previous dance, lacking a title page.]

- The Diana Mr. Siris Senior's New Dance Fgr the
Year 1725. Dedicated To The Right Hon:ble Lady Diana

Spencer, The Tune by Signior Attilio. ({London, 1725.]

= The New Englich [sic] Passepied; Mr. Siris New
Dance For the Year 1712. The Tune by Mr. C.
[Londonl: Sold by Siris and Walsh, [17 2].

S 3528 The Siciliana. Mr. Siris New Dance For the Year GB Ob#¥
1714. [London, 1714.]

——

Tomlinson Dances

- The Address a New Rigadoon Compos'd for the Year
1719 by Mr. Kellom Tomlinson . . . . [London, 1719.]

- The Gavot, A New Dance, Compos'd for the Year
1720. By Mr. Kellom Tomlinson . . . . [London,
1720.1

Compos'd and
A1715. By Kellonm
don. 1715.1]

- The Passepied Round O A New
Written into Characters, In hg
Tomlinson, Dancing Master. [Lo

%’L

I‘Z.

- The Prince Eugene, A New Dance, Compos'd an
Written into Characters and Figures, In the Yeapr 1718.
By Keliom Tomlinson . . . . (London, 1718.1

:

L 2733 The Shepherdess. A New Dance . . . 17.16. GB 0b
[London, 1716.1]

- The Submission, A New Ball Dance . . . 1717.
[London, 1717.1]

K 285 ix Dances Compos v Mr. Kellom Tomlinson. F Po

T 951 Being A Collectlon,gg_g,a h Yearly Dances. publish'd GB Lbl

by him from the Year 1715 to the present Year . . . .
[London, 1720.] [ThlS collection is the only source
for four of Tomlinson's dances.]

Dances by Other Choreographers

F 952 Mr, Caverley's Slow Minuet. A New Dance for a GB Lbl; Ob#
Girl. The Tune Composed by Mr. Firbank Writt by Mr. Us R
Pemberton . . . . [London, ¢i729.]
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- John Essex, The Princess Passpie. [Lond-~r, GB Lbl
¢1715.]1 [Included in the second edition of Essex's

treatise, For the Further Improvement of Dancing.]

H 7608 Leach Glover, The Princess of Hesse. [London, GB Ob#*
¢1740.1]
- William Helt, Le Rigadeon Rencuvele Put In

Characters in a less Compass then any hitherto Done
and Engraved. [London, ¢1720.]

M 218 The Primrose by Mr Marcelle. London: Walsh and GB Ob
Hare, [17201].

F 953 - Anon., La Cybelline, A New Dance for a Girl GB Lbl
« « « « [London, 1720.]1 [Passe-partout title page US R

also used for Caverley's minuet.]
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APPENDIX C

SOURCES OF ENGLISH COURT DANCE MUSIC

This appendix contains transcriptions of all the court dance music
for which I have found bass lines. The French opera concordances for

the dances in the L'Abbe Collection (see Chapter V, 210) are not
iiicluded here. In the list of musical concordances which follows, the

dances are arranged in alphabetical order by choreographer. All titles
are in the British Library unless otherwise indicated.

Isaac Dances

1. The Friendship.

The Friendship., Mp. Isaac's New Dance for the Year 1715 . . .
to which is added . . . Minuets, Rigadoons & French Dances.
London: Walsh and Hare, [1715]. GB Ob

2. The Gloucester,

A. Theater Musick Being A Collection of the newest Avers for
the Violir, with the French Dances perform'd at both Theaters.
238 also the new Dances at ye late Ball. London: Walsh, [1698],
pp. 15-16. GB DRe

B. Thomas Bray, Country Dances: Being a Composjition Entirely
New . . . Also, The Newest French Dances in use, Entryres,
Genteel and Grotesgue, Chacons, Rigodoons. Minuets, and other
Dancing Tunes. London: Pearson, 1699, part II, pp. 1-2. GB Les

3. The Marlborough.

The Second Book of the Ladys Banquet being A Cheoics Collection
of the Newest and Most Airv Lessons for the Harpsichord . . .
with the most Noted Minuets Jigs and French Dances perform'c at

Court the Theatre's and Publick Balls. London: Walsh and Hare,
1706, p. 1.

4. The Morris.

Caledonian Country Dances Being a Collection of all the
Celebrated Scotch Country Dances now in Vogue . . . wiibh their
Basses for the Bass Violin, or Harpsicord. 3d Edjition. London:
Walsh, [1736]1, p. 80, "Blazing Star." US GN

5. The Northumberland.

A. Bray, Country Dances, II, pp. 5-6.
B. Ornamented version of the melody in The Self=-Instructor
on the Violin: . . . Together with a Choice Collection of the
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newest Tunes and Ayres. London: Walsh, Miller and Hare, 1695,
I BLic

6. The Princess.
Bray, Country Damces, II, pp. 3-4.
7. The Rigadoon Royal.
A. The Rigadoon Royal Mr. Isaac's New Dance for the Year

1711. Present location unknown; music in Woods, "Survey.”
B. "Ah Chloe, when I prove my passion," undated single sheet

publication.

8. The Royal.

Second Book of the Lady's Banguet, p. 2.

9. The Royal Portugese.

The Compleat Dahciné-ﬁaster's Ccmpanion . . . the 7th Book.
London: Pearson, 1709, pp. 2-3.

10. The Saltarella.
The Saltarella, MHr. Isaac's New Dance . . . Io which is added
all the new Minuets, Rigadons, and French Dances. London: Walsh

and Hare, 1708. No copy known; see Smith No. 269. Music bound
with copy of dance, GB Lbl, h.993.(7J), is presumably from this

publication.

11. The Spanheimn.

Second Book of the Lady's B uet, p. 3.

Siris

12. The Camilla
Giovanni Maria Bononeini, Il Trionfo di Camilla. 1696; first
produced in London in 1706. The dance is set to the second
aria, "Q MNymph of Race Divine."

13. The Brawl of Audenarde
The Compleat Dancing-Master's Companion. 1709, pp. 16-17.

14, The Siziliena
Contredanses et Branles gui se dansent aux bals de l'opera.

Paris, n.d. The dance is entitled "La Blonde et la Brune" (no.
29). F Pn
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L'Abbe
15. The New Rigadoon

Caledonian Country Dances. London: Walsh, 1733, p. 9. GB
Les. The dance is called "Prince Frederick's Hornpipe."

16. Prince Frederick
"Beauteous Cloe,"” undated single sheet publication.

17. The Prince of Wales

Handel, Giulio Cesare (1724), "Non & si vago & bello." The
dance is set to the first section of the aria.

18. Prince William

A Collection of Minuets . . . . London: Walsh and Hare, 1721,
Contains two different musical settings.

19. Queen Caroline
Handel, Scipione (1726), "March."

Anon.

20. The Cybelline

the eﬂest Minuets Rigadoons & French Dances
ewform'd at Ball at Court on his Majesty's Birth Day 1720
Together gg_ h new Dance D nce . - . . London: Walsh and Hare,
(17201, p. 1. GB BENcoke

A Coliection o _i the
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Isazc, "The Friendship"
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Isaac, "The Gloucester"
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Isaac, "The Marlborough"
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Isaac, "The Morris"
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Isaac, "The Northumberland"
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Isaac, "The Princess"
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7. Isaac, "The Rigadoon Royal"
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Isaac, "The Royal"
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Isaac, "The Royal Portugese'
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Isaac, '"The Saltarella"
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Isaac, "The Spanheim"
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"The Camilla"
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Siris, "The Brawl of Audenarde"
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s, "The Sicilian
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L'Abbe, "The New Rigadoon"
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16. L'Abbe, "Prince Frederick"
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L'Abbe, "The Prince of Wales"
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L'Abbe, "Prince William"
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18. L'Abbe, "Prince William" (seccnd version)
‘,é" + y. = ot Y é_
s — e : = ] ¥
3] J 1 i T 1
[N S
e —= ,
L K t E 1 i
J1 1 — 1 ) 1
| 1 N
PR
e o - 1 = * =
) A,
s  — = = t Pt
A 4 1 1 p—— 1 .
1 il l T
e——" == = :
T U [
54 & . - -
LT b 3 Y
— : e o
A\3I*4 1 e ) 4 1 1 1
3 ! ] ——
- i = 3 - o
vos T S F -
1R L 1
r A pod - 1
> aL Y
I | = >
oy ——a—g ¢ e — = =
J % 1 1 E 1 }
| - 9- -
YT —] 5 — — :
i t 1 - T -
T | 1 - b



343

L'Abtbe, "Queen Caroline"

19.

[ sul L 1R
i Nl
M1
*TtH 11e
HE J*J
»y
\rgi|
¢! Hi
+H N
4]

DL it 1)
PH-
H
[T1¢
i
i i
ha S R e,

* o _,of

£

14

i n

=
cdr £

O
4o

<
ha
-
)t

L

CYERE He
HH il
{ VE IR
!l THY

H
2 JuER
EYI&
kil
(111
.vJ\ -
g yaus
| n
P
w.v )
NS

it A
1l Il
d

w1l

.Jlxv | YA,
DIJJ | AR
1
! *
o !
<X wd ‘mf

S ——

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



3Ly

Anon., "The Cybelline"
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