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TE3WCHI JOKJIAJIOB M COOBIIEHAT

Cunuuesa M. A.
LIKOJIA CTAPUHHOI'O TAHIIA “MHUHJOH DHBHHA”, 2. Mockea

Tanubl CHEHCKOr0 MaHYCKpHUIITA
Hoxknao ¢ npezenmayueii

CueHckHii MaHYCKpUNT COJCPKUT OMUCAHUS NBAAIATH JIEBATH OaccalaHll U TPUALIATH YEThIPEeX
0ar10. DTU TaHIBI MOXKHO Pa3[ENUTh HA TPU TPYIIBL: TAHIBI «KIACCHUYECKOTO HaOOpay», HEYHUKAJIbHbBIE U
yHHUKaJbHbIE. TaHIBl «KIaccuueckoro Habopa» ObUIM 3aMMCTBOBaHbI U3 TpyaoB Jlomenuko u ['yiabenbmo.
CpaBHeHHE HEYHHUKAJIbHBIX TAHIIEB C TAHIIAMH APYTUX COOPHUKOB MO3BOJISET MPUOTUZUTEIBHO NaTUPOBAThH
Cuenckuii manyckpunt pyoexom XV u XVI BekoB. B noknane mbl cobupaemcsi MOSACHUTH KJ1acCU(DUKALINIO
TAHIIEB U Hallle PEACTaBICHUE O JaTUPOBKE MAHYCKPHUIITA.

VHHMKaIIbHBIC TaHIIbI CuHeHckoro MaHYCKpHUIITa JalOT HaM IIPCACTABIICHUC 00 0COOEHHOCTIX TaHICB
MMO3aHECTO IIepruoga CTHUJIA I[OMGHI/IKO B Cuene.

1. TlosiBneHHE MPaMOPHBIX IIOJIOB BTy OJIMYHBIX AJIAIIIO, TPETHA3HAUCHBIX IS IPHEeMa JeIIeTaI |
Y TOPXKECTBEHHBIX IMPA3IHOBAHUI, HE TOJBKO IMOJIOKHUIIO HAYaJIO0 OAJBHOM KyJBTYpE, MOJTYYHBIICH CBOE
pa3BUTHE YXKE 3a paMKaMu CTWIS JJOMEHUKO, HO U OTPa3WIOCh HA OCOOCHHOCTH MCIIONIHEHHSI CHEHCKUX
TaHIeB CTUIs JJoMeHuKo. BosbIlioe KoM4ecTBO 3JIeMEHTOB UCIIONHSIIOCH in volta, TO €CTh ¢ TOBOPOTOM
Jaxke TaM, TJe 9T0 He ObLIo 00ycioBiIeHO KoMmio3uimoHHo. Hampumep Oaccamanubl Corta u Nobile
UCTIOJIHSIFOTCS 10 MIPSIMO¥, 0€3 B3aMMOJICHCTBHUS ITAPTHEPOB, U B HUX Tipresa in volta BCTaBJICHBI HE B CHITY
KOMIIO3HMIIMOHHBIX TIPUYHH, & UCKITFOYUTEIBHO JIJISI IEMOHCTPAIIUH STHX 3JICMEHTOB.

2. B3auMONpOHMKHOBEHUE KOMIIO3MIIMOHHBIX OCOOCHHOCTEW OaccamaHi W Oamno. OcoOeHHO
XOPOIIIO ATO 3aMETHO B Oaccaiannax. Eciau Gaccananipl ¥ 6amwio ['yinbeabM0o OTIMYarTCs APYT OT Apyra
CHJILHO, TO CHEHCKHE OaccaJlaHIlbl IIOYEPITHYIIH U3 0AJUI0 OY€Hb MHOTOE. JTO U3MEHHIIO UX KOMIIO3HIIUIO
U OTYACTH MpuBeio K yciaoxHeHuto. Hampumep Gioia oOmamaeT 3aMeTHBIM cxoincTBoMm c Belfiore,
npuHaIexkanmm nepy Jlomenuko, a Morosa — ¢ pparmentamu ero xe Sobria.

3. YcnoXHEHUE TEXHUKU UCTIOTHHHUS: OOJIBIIOE KOJTHYECTBO CANTBTAPEIUIBHBIX BApHALIUN BOIILIH
B COCTaB (pUTYp BBIXOJA M YXOJ]a CHEHCKUX 0aJlJI0; MHOXKECTBO JIBXKCHUH, HE OMTMCAHHBIX WIIU TIOYTH HE
MPUMEHSIeMbIX B JIpyrux cOOpHUKax — stracorse, squasetto, brigamania, Bapuantsel galoppo; nzobunue
CJIOXKHBIX (DOpPM KOHTpamacco.

4. HemnomaHOTa HEKOTOPBIX onucaHuit. ONMUCaHNs HEKOTOPBIX TAHIICB HAYMHAIOTCS HE CHAYasIa T
HE COJIepKaT KOHIIA, a MHOT/JIA U TO, U JIpyroe BMecte, Hanpumep Fodra. [Tpuuem 3t pparmMeHTsl ObLIH
yTpa4yeHbI elie J0 BKJIIOYCHHUS TaHIA B COOPHUK, a HE B Pe3yJIbTaTe MOBPESKICHUS 3TOTO0 MaHYCKPHUIITA.
HeBo3MOXXKHO CKa3aTh, UCIOJHSUIMCH JIA 3TH TAHIBI B YK€ YKOPOUECHHOW (opMe, HO COCTaBUTEICH
CHeHCKOTro MaHYCKPHIITa HE CMYTHIIA UX HETIOJHOTA.

Csou YTBCPKACHHUA MbI XOTHM IIOAKPCIHUTH ﬂCMOHCTpaHHeﬁ q)paFMeHTOB HCKOTOPBIX BBIIIC-
YINOMSHYTBIX TAHIICB.



Cunuuesa M. A.
LIIKOJIA CTAPHUHHOI'O TAHIIA “MHWH/[OH S9HBHHA”, 2. Mockea

IIpo0JieMbl pekOHCTPYKIMHU Verceppe

Hoknao

Verceppe — 3T0 6anno Ha NATEPhIX UCIIOTHUTENEH (TpeX KaBaJepoB U JIBYX JaM), CTOSIIUX B KOJIOHHY
npyr 3a apyrom. Ero aBrop, Jlomenuko nu IlbsiueHna, onucan mocienoBaTeNbHOCTh JABMKEHHUM TaHIA U
3anucan My3bIKy JUIsl HETO.

[Tpu nocranoBke Verceppe uccnenosatenu (Verceppe ObLT peKOHCTPYUPOBAH MHOTHMH 3apyOeKHbIMU
uccnenosarensimu, Takumu kak b. Cnapru, B. Jlanuens, E. Kpouuiosa, Beiien 3a HUMU NPONUIN 3TOT MYTh U
MbI) CTAJIKUBAIOTCS C PSIOM IIPOTUBOPEUUH.

Bo-nepBbix, nocie ¢Gurypsl BbIXoJa OAHO3HAYHO YKa3aHO, YTO HUCIIOIHUTENU CTOSAT AANEKO APYT OT

apyra.
Mprima va uno homo inanti una dona driedo poi uno

655 homo poi una dona e poi uno homo de driedo fagando tienpi
xi di saltarelo cun uno movimento nel partire andagando tu-
ti ala fila per hordine largi I'uno dal altro per spathio de pasi iiii
poi se afermano tuti.

O,I[HaKO OJHa M3 MOCIICAYIOIINX Cl)I/Ipr Tpe6yeT, 4TOOBI HepBHﬁ n HOCJ'IG,I[HPIIZ TaHIOOPBI ITIOMCHAIINCH
MECTaMu, 110 «3MerKe» O6XO,Z[$I CTOAIIUX MAPTHEPOB, 3a YCTHIPE CaJIbTapCIlIIO. OTO0 HEBO3MOKHO.

Bo-Brophix, cxema, omnucaHHas J[OMEHHMKO, B HEKOTOPBIX MECTax HE COOTBETCTBYET MY3bIKE,
MPUBEAEHHON JJoMeHUKO.
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HeHTpaJ'IBHHﬁ KaBaJICp 06XOI[I/IT AaMy 3a TpU CaJIbTApEIlIO.



B—TpeTBI/IX, HCBO3MOXXHO ITIOHATH, K KaKou MU3YPEC OTHOCATCA BBIACIICHHBIC KPACHBIM HOTBI, 1 KaKYyIO
POJIb B TAHIC OHU HUI'PAFOT. B »ToM mecTe HepBHﬁ TaHOOP AOJDKCH HCIIOJIHUTbL MCHABOJIBTY M CAJIbTO, a
HOCJ'IGI[HI/Iﬁ TONBKO cankTo. Ho Ha MCLIABOJIbTY HE HYKCH OT,HCHBHBIﬁ CUCT, Ha CaJIbTO ABYX CJIMIIKOM MHOTO.

Bce st mpotuBOpeuusi MOXHO yCTPaHUTh, €CIU JOMYCTUTh, YTO B OINHCAHUU CMEUIAIHNCh JIBE
MOCTaHOBKHU Verceppe, MOoX0oKKe, HO HEMHOTO OoTianyaronuecs. To ecTh cHadana JIOMEHHKO MOCTaBUI OAUH
BapHaHT TaHIIa, OH OTPETIETUPOBAH U MMOKa3aH, Yepe3 HEKOTOPOoe BpeMsi cxeMa Obljia HEMHOTO U3MEHEHa, U ObLT
OTpeneTHpOBaH BTOPOi BapuaHT. [locie 3Toro npouuio Bpems, 10CTaTOYHOE, YTOOBI B MaMATH UCTIOJHUTEIEH
Y TaHIa ¥ MY3BIKH 3TH CXEMBI IEPEMYTATUCh U CMEIIAJINCh, U TOJIBKO IMOCJE 3TOTO OBLIIO COCTABICHO OMMCaHHE
Verceppe u 3amrcana My3bIka K HEMY, KOTOpble 0e3 pelakTHpOBaHus BOILIN B cOopHUK Jlomenuko. [Ipudyem
cXeMma TaHIla OTpaXkaeT CKopee MEepPBYI0 MOCTaHOBKY, a My3bIKa — BTOPYIO.

Bcee YIHOMAHYTBIC BBIIIC PCKOHCTPYKTOPBI BBIYJICHSAIN HepBLII;'I BAapHUaHT MOCTAHOBKH, HO HC BTOpOI>'I, u
HHKaK HC pClIaJii TPETHETO IIPOTUBOPCUHUS.

Mg nonpobyeM moka3aTh 4To:

1. Jlms Hy»7a BTOpOil mocTaHOBKU ObliIa MOAM(UIIMPOBaHA My3bIKa IEPBOM OCTAaHOBKH Verceppe, a
He ObUTa HamucaHa HOBas;

2. Kak BeImIsiziena BTopasi IOCTaHOBKa Verceppe;

3. BeineneHHslil pparMeHT MY3bIKH BBITIOIHSUT pa3Hble PYHKIUK B OOOUX MOCTAHOBKAX, AJS HYX]I
BTOPOI TIOCTAHOBKH y 3THX JIBYX HOT OblLIa U3MEHEHA JUIUTEIbHOCTb, M U3 3aTaKkTa (AJisl calbTo)
OHHU MIPEBPATHIINCH B TIOJHBINA TAKT CalIbTapeIio.

Dunumonos /. A.
CTV]IUA CTAPUHHOI' O TAHIIA TK MI'Y “30JIOTBIE JIECA”, 2. Mockea

OcHoBHbIe TaHIIbI BapokKo: KypaHTbI U OpaHJIH
oxknao ¢ npezenmayueii

MemyapHble UICTOYHHUKH, PABHO KakK U TaHIEBaJIbHbIE TpakTaThl koHIIA X VII — nauana XVIII BexoB
BMECTO XOPOIIO BCEM M3BECTHBIX M TIIATENBHO 3alMCaHHbIX TaHIEeB Tpaauiuu Belle Danse yka3siBatorT Ha
KypaHTy U OpaHJIM KaK Ha OCHOBHBIE TaHI[a BceX 0e3 UCKIIOUeHHs 0aoB.

Hccnenosanuii u, Tem 6oee, MTOAPOOHBIX pEKOHCTPYKIIHI K HACTOSIIIIEMY MOMEHTY cZiellaHo Masio. Bo
MHOTOM 3TO OOBSCHSIETCS KaK HEMOMYISIPHOCTHIO TEMBI (3TH TaHIbl HE TaK 3PEIHIIHBI U HE aJallTUPOBAHBI
JUTS CLIEHBI, HO UCTIONHSUIUCH B OalbHOM 3ajie), TaK U CKyAHOCTHIO HCTOYHUKOB, OCOOCHHO (hPaHITy3CKHX.

K nanHo# mocraHoBKe MBI TOCTapalIicCh COOpATh MaTEpUal He TOJIBKO U3 (PPaHITy3CKUX KHUT, HO TAKXKE U
u3 pynaamentansHoro Tpyna [orrdpuna TayOepra, COMOCTaBUTH UMEIOIIUECS CXEMBI M TEKCTOBBIE OMTUCAHUS,
My3bIKy. J[aHHOE HcclenoBaHue ajJeKo OT 3aBEPIICHHUS, OJJHAKO MBI TOTOBHI MPEACTABUTh PEKOHCTPYKIIUIO
YeThIpeX TUIOB KypaHThI U OpanieByto ciouty Tpukoretsl (Les Tricotets).

Abromeit Klaus
L’AUTRE PAS, . bepnun

Reading Experiences. A short instruction how to read the “Neue and



curieuse theatralische Tantz-Schul” by Gregorio Lambranzi
oknao

With his Harward-Lectures about the novel literature of the 19th Century the Russian author Vladi-
mir Nabokov demonstrated impressively that reading is an art for itself; that means that talented readers are
interpreting artists. The art of reading is always in grey zone between reasonable and instinctive or creative
understanding. If the literature deals with the artistic knowledge of another century, the statement of Nobokov
is even more relevant, because nobody is able to communicate with the author anymore on a direct way. But
if we have to read images, to follow the thoughts of an author of the past like in the case of Lambranzis Tantz-
Schul, the grey zone gets even more grey, but on the other hand it is real challenge for a good reader.

Don’t worry; if such a book is a peace of art it opens the suppositions of understanding by itself. But
such a process of understanding is rather slow, specially in the beginning and no literal statements can help
you to trust in the evidence you find by yourself. If you plan to work with a picture book like ,Neue and
curieuse theatralische Tantz-Schul’you need first of all two qualities: patience and courage.

In the beginning you will read the Tantz-Schul as a collection 101 directions of use. After some time
you will feel like visiting one small island after the other with no ground in between. Then you will start to
collect all the information from 101 pages but you will not be able to bring the facts in any reasonable connec-
tion. At the end you will understand that the medium which is able to connect all the facts was always next to
you and you start to understand Lambrabzis concept.

Lambranzi wants you to read your own body. On 101 pages he borrowed you his landmarks to en-
courage you to find your own ones. In this third period of the process you can feel a kind of partnership with
the author on eyelevel because you passed an enormous training for body and brain. It is a strange feeling if
you realize how much you can get from a silent book. One of the best things is that you can begin, stop and
continue when ever you want.

To prepare the user to read his own body Lambranzi deals with, more than 50 basic movement-patterns
and adds them to ever seven weight-points in the torso, the arms, the legs and the head. From this base he of-
fers different models to experience the relationship of the human body to different aspects of nature, human
civilization and human history.

To complete his work, he gives information how to variant basic movement patterns with instruments
like body memory, body conscious, body release, body rhythm and how to form theatrical characters and ac-
tions.

In all parts of his complex movement dramaturgy Lambranzi works with seven affect contrasts, includ-
ing the their antithetic and synthetic expressions as general motivation of all actions. Lambranzi understands
affect as a general motivation of all action

With my lecture I want to make curious to study the curious method of Lambranzi.

Heiter Gerrit Berenike
UNIVERSITE PARIS OUEST NANTERRE LA DEFENSE, 2. IHapuoc;, UNIVERSIT. AT WIEN, 2.
Bena

Models of Physical Appearance and Behavior at Dance occasions in
4



French Treatises of Civility of the 17th Century
oknao

My proposal presents a new approach of the content of the treatises of civility emphasizing on dance
and the required corporal attitude for success in the aristocratic court society.

Dance manuals are an acknowledged source for rules of social, especially polite behavior and the mod-
els of physical attitudes. In a larger perspective these dance books are part of the literary genre of treatises of
civility and “savoir-vivre”. Inversely, indications for the appearance and bearing of the aristocratic body, as
well as comments and information on dance may be found in those general treatises of good manners.

Depending on the final purpose of the treatise, whether the author intended to give some good advice
on being a successful courtier capable of simulation and dissimulation or a perfect christian gentleman, the
ideal “honnéte homme”, different approaches concerning the body, its appearance and its polite manner in
moving through the social space can be discerned. The claim of being a man of quality is intimately linked to
his attitude and conduct. Throughout the century moral reflections emphasize on the intertwined relationship
between soul and body.

The domination of the body, the control of (involuntary) movements and affects, as well as the quality
of the whole physical presence of a person was part of the ideal of the noble “habitus corporis” in seventeenth-
century France. By his or her appearance and bearing a person confirmed his or her social affiliation to the
aristocratic elite. Thus the adaptation and training of the expected bodily behavior was central in an accom-
plished education in order to produce the easiness of good manners demanded by the social noble circle. This
was still more important in the restrictive and censuring court society, as it was intimately linked with success
and favors of the king, or disgrace in front of the whole court society.

Some selective examples shed light on the common observation of the importance of dance and its
specific rules of politeness. For example, it is interesting to compare Antoine de Courtin’s chapter on the ball
in his widely published Nouveau traité de la civilité qui se pratique en France parmi les honnétes gens (first
edition 1671-last edition 1766), especially in context with the court ball, with what we already know from
Pierre Rameau’s Le Maitre a danser (1725) and Jacques Bonnet’s Histoire générale de la danse sacrée et pro-
fane (1723).

Epemuna-Conenuxosa E. B.
CAHKT-TIETEPEYPI'CKHUH KJIVE CTAPHMHHOI'O TAHIJA, AP5E HM. A.J.BATAHOBOMH, .
Canxm-Ilemepbype

BaJjabc B koHTpaancax Jlanuu
Hoknao

B nokmane paccmarpuBaeTcs TO, KaK B JIaTCKMX KOHTpJAaHCax IMOSBWJIAch W CTaja aKTUBHO
HCTIONB30BAThCs TEXHUKA Basibca. 110 cyacTamBOoMy 00CTOSTENHCTBY (B AHeBHHKaX MoxaHa BronoBa MHOTHE
TaHIIBl JaTUPOBAHBI) Mbl MOKEM PACCMOTPETH ATOT MPOIECC C TOYHOCTHIO J0 roja.

Tak, BiepBbIe BaJIbC ylIOMHHAETCS B 1 773 ro1y —paHblie, 4eM B U3BECTHBIX HaM COOPHHUKAX KOHTPJAHCOB
ApyTux cTpaH, u 10 1781 roga ucnons3oBanue ero Ob1o o4eHb peakuM. Ho OykBanbHO B Teuenue 1782 roga
CUTYyalUsl p€3KO MEHSAETCS — YIIOMUHAHUS BaJIbCa MOSBISIOTCS HE TOJIBKO B KaXKI0M BTOPOM TaHIIE, HO JUIS
HOBBIX TaHIIEB BCE PEXKe MUIYTCS MEJIOJNH B pazmepe 2/4, u Bce yaie — 3/8. U Takast cuTyanus COXpaHseTcst
710 KOHIIA CTOJIETHSI.

Taxoke B ToKIa/1e OyAyT pacCCMOTPEHBI 0COOCHHOCTH IPUMEHEHHS BaJIbCa B PA3HBIX THUIAX TAHIIEB — 135



AHITIC3aX U BO @che3aX.

Dunumonos /. A.
CTV]IUA CTAPUHHOI' O TAHIIA TK MI'Y “30JIOTBIE JIECA”, 2. Mockea

BaJanc JIronoBuka XVI
Coobwenue

B cooOmiennn Oymer paccka3aHO O HaWJIEHHBIX HETABHO YIOMHWHAHMSIX M OMHCAHUSAX BaJlbca BO
BpemeHa JlrogoBuka XVI.

Susan de Guardiola

NEW ENGLAND REGIONAL FELLOW

Quintuple-meter dances from 1840s-1930s
Hoknao

From the 1840s through the 1930s, a series of dances in the unusual quintuple meter (5/4) have ap-
peared in France, America, and England: the valse a cinq temps, the fivestep waltz, the half and half, and the
five-step. This paper outlines the technique of each of these dances, with special attention to their differing
musical accents; variations in step, rhythm, and figure; and the similarities between each dance and other
dances of its era.

The Valse a Cing Temps

First described by Henri Cellarius, this waltz is credited to his friend Perrot and was originally in-
tended for the stage before being simplified for the ballroom. The musical accent is on the first and fourth
beats. Unusually among nineteenth-century dances, a full turn is made in one measure of music, and the step-
sequence thus always initiates on the same foot. Half-turns happen on the first and fifth beats. There is some
resemblance to the valse a trois temps in the manner of the initial half-turn, while the second half-turn presents
an interesting problem of reconstruction. The ladies’ and gentlemen’s steps are distinctly different, which
presents a challenge in reversing the direction of turn.

The Five-Step Waltz

Created in Paris almost contemporaneously with the Perrot/Cellarius cinq temps was the Waltz in Five
Steps or Five-Step Waltz, credited to Pietro Saracco and Angelina, a teacher at Cellarius’ dance academy.
Along with the mazurka waltz (Cellarius waltz) and the polka, this is one of the major couple dances devel-
oped in the 1840s. Unlike the previous, this five-step waltz was a social dance from the beginning and incor-
porated mazurka and jeté waltz steps into a couple dance with the usual ability to move forward or backward
and turn in either direction. Only a half-turn was made on each five-beat measure, with the turn occurring
primarily on the fourth beat, and the steps were led alternately on each foot in the style of the polka or deux
temps. The musical accent remains on the first and fourth beats.

In the latter part of the nineteenth century, some minor variations on the five-step waltz were developed
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using techniques similar to those of other couple dance variations of the era. Connections to the polka redowa,
zingerilla, York, and racket are evident, and the half-turn happened variously on the third or fourth count.

The Half and Half

Developed in America in the 1910s, the Half and Half was essentially a form of hesitation waltz short-
ened from six beats to five and accented on the first and fourth beat. Its notable exponents included Vernon and
Irene Castle, with other writers including Malvin Franklin, Quinlan Twins, and J. Miles also publishing varia-
tions. While the Castles briefly describe traveling and turning with a simple pivot, they also note that waltz
steps may be fitted to it, and other writers specifically mention the use of the waltz in half and half rhythm.

The Five-Step

As ballroom dance became formalized and developed into a competitive sport in England under the
Imperial Society of Teachers of Dancing, efforts were made to expand the repertoire by the development of
new dances. The five-step, created in 1924 and voted the top dance of that year by an international conclave of
dancing masters, was one such. As demonstrated and explained by London dancing master Santos Casani, its
steps are similar to those of the foxtrot as danced in England in the 1920s. Unlike previous dances in quintuple
meter, the five-step is accented on the first and third beat.

While the five-step did not achieve lasting popularity or a permanent place in the competitive or social
repertoire, it appears to have had some tenure in France, where a version of it is described as late as the 1930s
with a set of variations overlapping only slightly with the earlier English ones.

Walsdorf Hanna
UNIVERSITY OF HEIDELBERG, 2. Xatioenvbepe

“Le Congres ne marche pas, il danse”: The Waltzing Congress of Vienna
in Eye-Witness Accounts and Cinematic Adaptations

Hoknao

Since time immemorial, wars and occupation troops have been responsible for the innovation and dif-
fusion of new dances and dance styles, but peace talks are also able to cause such. During the peace talks of
the Congress of Vienna 181415, even crowned heads were gripped by the rampant waltz-mania: »Le Congres
ne marche pas, il danse«, as the Austrian diplomat Charles Joseph de Ligne put it. However, it was not easy to
make this dance socially acceptable. In the presence of the emperor and his court, waltzing was not allowed.
But with regard to the foreign princes and diplomats, restrictions were eased to a certain extent.

The paper traces the ways in which the waltz was used in the countless balls at the time of the Con-
gress: Was it a form of dance diplomacy, or was it an instrument of politically motivated distraction? By evalu-
ating the eye-witness account of Matthias Franz Perth, these questions shall be answered from a contemporary
point of view. In a second step, excerpts of cinematic adaptations from 1931, 1955 and 1966 are shown in
order to demonstrate the impact that the waltz had and has on society as a marker of national identity and the
Austrian ‘Heimat’.



Dradi Letizia
2. Munan

The Italian Contraddanza to the passage of the 18 century
Hoknao

The intervention proposing a new reading on the question of the origin of the Quadrille and the char-
acteristics of the Italian social dance between the eighteenth and nineteenth centuries in Italy through the
comparative reconstruction of contradances contained in three documents that have affinity and temporal con-
tiguity , the “Trattato Teorico prattico di Ballo” by Gennaro Magri ( Naples 1779 ) the “Coreofilo” by Antonio
Minghi ( Florence 1790) and the “Collezione di musica a ballo” in Florence 1805.

In these sources we can recognize the characteristics of the Quadriglia in Italy at the end of the eigh-
teenth century between originality and influence , not only from the French but also German and Austrian area
, as it has been possible to verify in some workshops about dance reconstructions required by the writer in
Italy and Germany.

In particular the presence of the dance section named 7Zeitsch, which is made of the contraction of
Deutscher Tanz, so well as the presence of the term Allemanda lead us in that area .

Gennaro Magri accurately describe the time and pace of “Tejce™ said Slave, giving example in con-
tradances No. 37 and No. 39. It is striking that no mention A/lemanda, although in his “principles* appear the
typical “Intrecci di braccia.”

Likewise Antonio Minghi makes no mention in his “The Coreofilo* which describes the Minué, differ-
ent contradances, the Frullana and the Taisce.

And today, thanks to my personal discovery we can also confirm the date of this treaty in 1790.

The Taisce conlude all twelve of contradances Minghi as well as the majority of those submitted in the
last source object of study , the first of the nineteenth century. In the “Collezione di musica a ballo” also note
the absence of the Minuet and the entrance to the Waltz, in addition to the use of well-differentiated Allemande
and Teich.

Qunumonos /. A.
CTVIIHA CTAPUHHOI' O TAHLA TK MI'Y “30JIOTBIE JIECA”, 2. Mockea

I'poccarep: 3aKIIOUUTENBbHBIN TaHEL PYCCKOI0 aMIIUPa
Hoknao

B pycckoii MmemyapHOil nuTeparype dacto BcTpedaercs TaHell [poccdarep (oH ke a Js Ipek) Kak
3aKJIIOYUTENbHBIN TaHel Ha 6anax. Jlo cux mop B yueOHUKAX HE HAXOIUJIOCh OMUCAHUN 3TOTO TaHIIA, HO JTUIIIb
HAMEKH, 4TO 3TO ObLI UMIPOBU3ALMOHHBIN TaHEIl B KOJIOHHY WJIH LEMOYKY.

B HenaBHee coBmecTHOe uccnenoBanue aBropa ¢ EBrenueit Epemunoi-ConennkoBoii u bopucom
CrparunaroBeiM OBLJIO MOKA3aHO, YTO, HECMOTPSI HA YKOPEHHUBIIYIOCS TPATUIINIO CYUTAThH 3TOT TAHEIl TAHIIEM
emte [lerpoBckoro Bpemenu, ['poccdarep Tem He MeHee OTHOCUTCS CKOpee B mepuoAy nepBoi yetBepTu XIX
Beka. KpoMe Toro, B ykazaHHOH paboTe ObLIHM JaHBI CCHUTKM HA HECKOJIBKO HAlICHHBIX CXEM 3TOTO TaHIIA.



B nacrosmeli pabote nMpUBEIEHBI U UCCIEOBAHBI BCE UMEIOIIHECS CXeMBbI (K HACTOALIEMY MOMEHTY
HalzieHo yeThipe onucanus). [lokazano, uto ['poccdarep nmMeeT MHOTO OOIIIETO ¢ KOHTPIAHCAMU B IOCTPOCHHUH
JIOHTBEH U C TOJIOHE30M. YKa3aHbl BO3MOXKHBIE CBSI3H C aJIEMAHI0M WIIH JICH IEPOM, HCCIIEI0BAaHBl 0COOCHHOCTH
II1aroB.

Cmpamunamos b.I'
KJIVE HCTOPUYECKOV PEKOHCTPYKIIHUH U POJIEBOIO B3AUMONEHCTBHA
“3A3EPKAJIBE”, 2. Apocnaéns

®urypsi Grand Rond B pyccknx TaHIeBAJbHBIX HCTOYHUKAX

Hoknao

OpHuM W3 caMbIX TMOIYJISPHBIX TPYIIOBBIX TaHIIEB PYyCCKOM OanbHOW mporpamMmbl B XIX Beke
aBIsach ppaHIy3ckas Kaapuib. Ha mpoTspkeHuu psja JeT ee yctoluuBas popma u3 MsaTH WK HIeCTH GUryp
MpaKTHYECKH Oblla HEM3MEHHA, B TO BpEMs KaK TEXHHWKA MCIOJHEHHs B T€UCHUU BPEMEHH YIpPOIIaiach, U
HAKOHEIl CBeJach K MPOCTHIM IlIaram.

B koHIie Beka nocne ¢puHana Kagpuiu HAYMHAIOT UCTIONHATD Pl Pa3IUYHbIX (UTYp, TOCIEI0BATENFHOCTD U
BU/JI KOTOPBIX 3aJaBall pacopsAaUTeNb. DTH GUTYpPHI MOTYyYUIIN B 00IIecTBe 0000IIaroIiee Ha3BaHUe “TpaH-
pon”. Llenb Moero okiana - u3ydeHre JaHHOTO SBJIeHHs U 000011eHne nMerolelics nHhopMaIuu.

B nmoxmane OyayT pacCMOTpEHBI CIEIYIOIINE BOIPOCHI:

1. OO630p nuTepatypsl, coaepxKalield onucanus GUryp, ykasaHuil 1jisi pacnopsauTens u
PYKOBOJCTBa sl TaHLIOPOB. [lepron yBnedenus rpan-poHoM B Poccuiickoil umnepuu, Ha OCHOBaHUU
HUMEIOIIUXCS TOCOOUHT 110 OOIIECTBEHHOMY TaHIy U XyJ0KECTBEHHOMN JIUTEparType.

2. PeruonHanbHbIE pa3Nu4Msl B UCTIOJIHEHUH.

3. TlpuHIUOBI pYKOBOACTBA U POJIb PACTIOPSAUTEIIS.

4. Hawubonee pacrpocTpaneHHbIe GUTYPBI U MOMYJISPHBIE MOCIEI0BATEILHOCTH UX UCTIOTHEHUS.

batieysuna E. H.
APE UM. A. 1. BATAHOBOMH, 2. Canxm-ITemep6ype

IIpuaBopHbIe M BEJIUKOCBETCKHE 0aJIbl B eBpPOIecKOo skuBonucu XIX
- Ha4Y. XX Beka. K npodieme ncTopruueckoro :xanpa

Hoknao

[TocTanoBka nmpoOIeMbl UCTOPHUUECKOTO KaHpa. [ paHuIIbl skaHpa 1 ux Moaudukanuu. Paccmorpenne
npoOiemMbl Ha TpuMepe eBponeickoil kuporucn XIX - Hagama XX BEKOB B CHOKETax MPHUIBOPHBIX H
BEJIMKOCBETCKUX 0aoB.

Teodbuns Kssatkockmii «Ilomones Illomena (bam B orene Jlambep)» (1849-60). OcobenHOCTH
MOHUMaHUs HUCTOPUYECKOW KUBOMHUCHU Yy TOJBCKUX XYHOKHUKOB-pOMaHTHKOB XIX Beka. Ilonmutumdeckuit
MOTEKCT npou3BeaeHus. [lepconanmm.

Benrepckuii xynoxxkHuk Muxai 3udu Kak «JIETOMUCEI PYCCKOU MPUABOPHOU KU3HU cepearubl XIX
Beka. «ban B KonneprHom 3ane 3uMHero aBopiia Bo BpeMsi oduimanbHOro Bu3MTa Imaxa Hacup-aa-/luna



B mae 1873 roma» (1874), «ban B yecth Anekcannpa I, oprannzoBanHbli T. [eabCcHHTPOPCOM B CEHTAOpE
1863 1. B 3mannm xene3HoiopokHOTro Bok3anay (1864), «Ilomone3 B HukomaeBckoM 3aie 3UMHETO JIBOPIIa
(Ha4.1860-x.). CTHIIMCTHKA POU3BEICHHUH U MpoOIeMa KaHpa.

Hemenkuii sxuBomnuceny Anonbd ¢pon MeHuens U ero B3DISI Ha HCTOPUIO depe3 obOpasbl Oana.
Ucropust Opunprxa Bennkoro B uctopuko-0biToBOM KapTtuHe «bam B PeitrcOepre B 1739 romy» (1862).
KocTromupoBanHbIii pomanTu3M anbboma «BommedctBo benoit Po3ery (1854). MpoHust OBITOBOTO *)aHpa B
«bansHOM yxuHe» (1878).

KocTromupoBanHble U HCTOpUYECKHE Oallbl IMa3aMU CAJOHHO-aKaJIEMUYECKUX XYI0KHUKOB.
Crnenuduka moHUMaHUs HCTOpUUYecKoro kanpa. B.bakanosuu «bain mpu nBope ['enpuxa I1l», C.XneboBckumii
«Accambnes ipu [lerpe I» (1858), 3. Tyny3 «KocTromupoBanHsiii 6am», B.Akoou. «Jlensuoi qom» (1878) u

Ap.

J.M. Kapnosckuii «ban B IlerepOyprckom JIBopsitHckoM coOpanuu 23 deBpans 1913» (1915).
HcTtopuueckas cnpaBka, IepcoHaNuu. [ pynmnoBoil mOPTpeT MUTHl POCCHUICKON UMIIEPUN UITU UCTOPHUYECKAs
KapTuHa?

I/ICTOpI/I‘IeCKOC BpCMA KaK XyAOKCCTBCHHOC IIPOCTPAHCTBO.

Jlooyney IO. C.
LIKOJIA TAHIEB “TAHIIKJIACC?”, 2. Mockea

PekOHCTPYKIMS TAHIIA MATYHMII 10 OTHOMY PYCCKOMY MCTOYHHMKY

Hoxknao ¢ npezenmayueii

[MIupoxousBecteH ¢akt, uto B Havasie XX Beka B EBpone u CIIIA u3gaBasoch MHOXKECTBO OpOIIIIOP
C OINMHUCAHUSMU HOBBIX MOJHBIX TaHIEB. beumn Takue m3ganus u B Poccun. B onHoit u3 Takux Oporrrop
O00HAPYKUIIOCh OMHMCAHME TAHIIA MATYHII HAa PYCCKOM SI3bIKE. DTO OMHCAHHE MOXKET ObITh MHTEPECHO IO
HECKOIIbKUM MPUUYHHAM.

1. DTO eAMHCTBEHHOE PYCCKOSI3bIYHOE OMUCAHWE TaHIlAa MATYWII Ha CErONHSAIIHHMN JeHb. U
BOOOIIIE OJJHO U3 JOCTATOYHO HEMHOTMX OMHUCAHUI MOJTHBIX 3amagHbIX TaHeB 1910-x romos, u3gaHHBIX
B Poccun.

2. OmnwucaHHBIN TaHel] — SBHO CIIEHMYECKas xopeorpadus, 4TO HE TUMUYHO IS OMHCAHHMA
COLIMAJIbHBIX TaHIIEB 3TOr0 Mepuona. BrmonHe BO3MOXKHO, YTO aBTOP OPUTHMHAIBLHOTO TEKCTa OIMUCAT
YBUICHHOE UM Kakoe-T100 MosiHOe 110y. BriosHe BeposiTHO —napukckoe. Ha gppaHiry3ckoe mpoucxoxaeHme
3TOTO ONHMCAaHMs yKa3bIBaeT TO, YTO B TEKCTE HCIONb30BaHA (PpaHIly3CKas TEPMHUHOJIOTHS, B TO BpeMs
KaK OpUTMHaJIbHAs TEPMUHOJIOTHS MaTyuIlla JOKHA Obl ObITh MCMAHCKOW WJIM MOPTYTraJibCcKOM M Oblia
OBl TakoBOMW, eciu Obl Maruumn mpuiien B Poccuro HemocpenctBeHHO u3 FOkHOW Amepuku. Takum
00pa3oM, Mbl UMEEM BO3MOXKHOCTH MOIYYUTh HEKOTOPOE MPEACTAaBICHHE O TOM, B KAKOM BUJE MaTUHII
ObLT IPEJICTaBIICH B MAPMKCKUX 1110y. Hy>KHO 3aMeTHUTh, YTO BIIOJIHE BEPOSATHO, YTO ABTOP OPUTHHAIBHOTO
OTHCAaHUs, BUACBIINIA III0Y, 3TO HE aBTOP PYCCKOTO TEKCTA, T.€. TEKCT — NEPEBOIHOM.

3. ®panmysckue Ha3BaHUS QUTYp U IIArOB, UCIOIb3yEeMbIE B TEKCTE, HE TIOXOXKH Ha Ha3BaHMS,
UCIIONIb3yEeMbIE B aHIIOSI3BIYHBIX YUeOHUKAX, I7ie onucaH MaTuuil. Hekotopsie maru u ¢Gpurypsl BoooIe
HUKaK He Ha3bIBAIOTCS, @ IPOCTO JOCTATOYHO MPOCTPAHHO OMUCAaHBI MO-pyccku. OmHaKo, pu OIKaiiemM
PacCMOTPEHHH OKa3bIBA€TCS, YTO OOJbINAs YacTh JIEMEHTOB — T€ K€ caMble, UTO U B aMEPHUKAHCKHUX
UCTOYHHUKAX. UTO TOBOPUT O TOM, YTO XOTS €BPONEHCKUI (U BEPOSTHO, PYCCKUI) MaTUYUII U OTIHYAJICS
OT aMEpPUKAaHCKOTO, HO BCE€ XK€, BUIUMO, HE OYEHb CHIIbHO. B KayecTBe aMepHKaHCKUX HCTOYHHUKOB
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MOXKHO paccMaTpHBaTh, B 4aCTHOCTH, KHUTY 1914 r. Mopuca MoB3 — o1HOTO U3 MEpBbIX Xopeorpados,
npeacraBuBimux mMatuuin B CIHIA. A Takke — U3BeCTHYI0 Buaeo3anuch 1914 r. ¢ tanniem Mpsu u BepHnona
KacnoB u, ¢ HEKOTOpbIMU OTOBOpKamH, - Buao3anuch 1933 1. ¢ tanuem ®pega Actepa u JxuHmxep
Pomxepc.

4. B cepenuHe TaHIla UMEETCSl CTpaHHas U HE MMEIOIIas aHaJoroB (uUrypa, B KOTOPOW Mapsl
pa3fensioTcs U KaBaJepbl M JaMbl BHICTPAUBAIOTCA B JIBE€ JIMHUU Jpyr HampoTuB apyra. [lomumo Toro,
4TO 9Ta (PUrypa yKa3plBaeT Ha TO, UTO MEpe]] HAMU — CIICHUYECKHM BapHaHT (CM. 11.2), OHA ellle HHTepEeCHa
TEM, YTO, BEpOATHO, BCTABJIEHA B LIIOY JJISl TOTO, YTOOBI HATOMHUTH O OPa3HIIbCKOM MPOUCXOXKIEHUH STOTO
taHna. Takoe moctpoenue u Gopma TaHIa BOOOIIE OUYEHb MOXOXKHU HA HEKOTOPBIE FOXKHOAMEPUKAHCKUE
HApOJHbIC TaHIIbI, TaKUe, KaK, HampuMmep, yakapepa. EcCTb U elle oAMH MOMEHT, YKa3bIBaIOIIMK Ha
yakapepy — 3To puHaj 3TOH QUTYypHI.

5. Taxoke B onucaHuu ecTh ocleAHss purypa, sBHO 100aBIeHHAs B TAHEIl B YTOly €BPOIEHCKOM
moge: «llapbl <...> TaHIYIOT SHEPTUYHBII TaloN KPyroMm BCel 3alibl». JTO HE OYEHb XapaKTEpPHO IS
Opa3uIBCKOTO TaHIIA. 3aTO XapakTepHO Ui, HapuMep, MocienHedl purypbl Kaapuiei 3Toro Wik 4yTh
Oosiee paHHETO MEPHUO/A.

6. Bcero B onucanHoM TaHIle uMeeTcs § GUryp, OMMCaHHBIX JOCTATOYHO MOAPOOHO (XOTS U HE
Bceraa MoHsATHO). YTo AaeT Ham Xopollee MpeACcTaBlIeHHe O Imarax u Gurypax, KOTopble HCIOJIb30BaUCh
B E€BpOIEHCKOM (M, BUAMMO, pycckoMm) maruuiie. M1 kpome TOro, B HEKOTOPHIX CIy4asX MO3BOJSET
MPEONOKUTH, KAKHE U3 DIEMEHTOB JIEHCTBUTENBbHO MpHIUTH 13 KOkHON AMepHKH, a KaKie PUBHECEHbI
B TaHel| yxe B EBporie.

Hy u, momumo mpodero, MOXKeT B KaKOW-TO CTENEHHU paccKas3aTh O TOM, KaK eBpOIenIibl B Hayane XX
BEKa IMPEeJICTaBIsUIN ceOe F0KHOAMEPUKAHCKYIO KYIBTYPY.

Bpomrtopa, o KoTopoii moiieT peub, HareyaraHa u3gareabcTBOM «MysbikanbHas Husa» B CaHKT-
[TerepOypre. Jlara HE CTOUT, HO MOXHO JIaTUPOBATh TEKCT Mpuom3uTenbHo 1906 — 1914 . bonee BeposTHO
— 1912-1913 rr. K onucanuro mnpunararorcss HOTBl. 1o Menoaus aBtopctBa Illapna bopens Knepka,
OpUTHHAIIbHOE Ha3BaHHE KoTopoil — La Sorella (uT. — cectpa). [1o Bceit BUIUMOCTH, 3TO — caMasi Oy pHAs
MeJOoAMsI, MO/l KOTOPYIO TaHIIEBaJl MaTyulll, Tak Kak yxe B 1910-x Ha Bcex MIacTMHKAaX OHAa Ha3bIBaeTCs
npocto La Mattchiche (opdorpadust morna ObITh Ipyroii), 6€3 yKa3aHHusl OPUTHHAIBHOTO Ha3BaHUS.

Coxonosa A. H.
UHCTUTYT HCKYCCTB Aﬂb]FEﬁCKOFO T'OCYHIAPCTBEHHOI'O YHUBEPCHUTETA,
2. Mazrixon

Yeprecckuili Kpyr

Hoknao

[IpencraBuTenu aAbITCKOM Neneranuu, NpuHUMaBiiue ydactue B CeBepo-ATinaHTUYeckoM ¢opyme
HapOJHBIX CKpHITadeit, KOTophlil poxoaui ietoMm 2006 1. B Abepaune (IloTnanaus), ObLTN YIUBICHBI YHCITY
pazHoBUIHOCTEHN “Uepkecckoro kpyra” v T€M, HACKOJIBKO IIMPOKO nomyssipeH TaHel B EBpone. K nmpumepy,
Oenpruiicknii «Yepkecckuid Kpyr» 3HAYUTEIHHO OTIMYAETCS OT MIOTIAHACKOTO, TOT, B CBOIO OY€peib, OT
rOJIJIaHICKOT0 Wi (hpaHiry3ckoro. OJTHAKO BCE 3TH TAaHIbI UMEIOT 00111ee Ha3BaHUE, TPOUCXOXKIEHHNE KOTOPOTO
710 HACTOSIIET0 BPEMEHHU OCTaeTcs BechMa 3arajoyHbiM. [loyemy B pa3iuuHBIX €BPOINEHCKHX KYJIbTypax
yTBepauwioch Ha3zBaHue «Yepkecckuir kpyr»? C kakoro BpeMeHHU cyliecTByeT TaHel? Kakue KynbTypHbIE
KOHTAKThI MOPOJWIN MpHUcBOeHue uyxkoi uHpopmanuu? UTo ecth «uepkecckoe» B «UepKecCckoM Kpyrex»?
[Touemy «Hepkecckuit Kpyr» UCHOIHIETCS MO pa3HbIe MEJTOANM?

I/ICCJ'IGI[OBaHI/Ie ((qepKeCCKOFO Kpyra» TOJIBKO Ha4aJIOCb, W Ha I[aHHLIf/'I MOMCHT AJI1 HaC CaMbIM
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PaHHUM JTOKYMEHTOM, CBHJIETEJbCTBYIOLIEM O HAJW4YMM B AHINIMK TaHIA C TaKUM Ha3BaHHUEM, SIBISETCS
kHura I[lomnaka «/lononHenue xk coBpemenHou Teprcuxope», Jlonnon, 1820. K coxaneHuro, B KHUTE€ HET
HOTHBIX ipuMepoB. [1o nanupiM ['enpu ["apdaca B 1827 roay Beimuia kaura «llloTmanackue KOHTpIAHCHD. B
Hel ykaszaHo, 4yTo «Uepkecckuil Kpyr» HalOMUHAET MepBble (GUTYPHI KaAPUIIH, TAHEI] 3aMUCaH OT MECTHBIX
XKUTeNel U myONUKyeTcsl ¢ BapHaHTaMU. YNOMHHaHHE «YepKeccKOro Kpyra» BCTpedaeTcsl B MyOIHKAIUH
Omuc Xoge (Elias Howe) «1000 »xwur u puioB» (bocton, 1867). Onucanue TaHa gaHo B mpocnekre JIemkeTT
bepn (Leggett Byrne). «Mpnanackue tanusl XIX Beka. Teprncuxopa: Ee nountanue u cnocod opraHuzaiim
(Hdy6mun, 1898). B CripaBouHmKe 1O OMYJISIpHBIM HapoaHbsIM TaHiaMm J[xeiimca Ckorta CkuHHepa (James
Scott Skinner), cozganaom B 1900 u n3mannom B 1905 rony, «Yepkecckuii Kpyr» Ha3BaH «3aMedyaTelIbHBIM
JIETKUM TaHlem». Menoausi K HeMy He NMPUBOAUTCS, HO OTMEUYAETCs, YTO OPUTMHAJIBHAS MY3bIKa MOXKET
BapbUPOBATHCS C JTFOOBIMU MOAXOASIIUMU MOTHBAMHU.

®paHIiry3bl KOHCTAaTUPYIOT, UTO «HepkecCKuit Kpyr» OHM 3aMMCTBOBAIIM M3 AHIIINU B Hadane XX Beka
onaromaps aestenbHOocTH Cecmina Illapma (Cecil Sharp) m Mon Kapnenec (Maud Karpeles). [lo ganabsiM
Omnaiin bpazke, Benymero 6ubnmorekaps O0mecTBa aHITMICKOTO HAPOJHOTO TaHIa U mecHu, Mox Kaprenec
cobpana (3anmucana) 3tu TaHmbel B Hopramb6epnenae (Northumberland) u B Maccauyccere (Massachussetts) B
cepennne XX Beka. [leHTpanbHbie 00macTi BearKkoOpUTaHNU MEHBIIIE HCITBITHIBAIIN BIMSHUE MOT-KYJIBTYPHI,
UMEHHO 3TUM DnaitH bpajike 00bscHUIIA COXPAHHOCTh TaM «YepKeCcCKOro Kpyray.

[TonpiTo’)knBasi coOpaHHyI0 WH(GOPMAIUIO, HE OCTAeTCS COMHEHHI, YTO TaHel pacHpOCTpaHsIICs
C CeBepHBIX TeppuTopHuil BenmmkoOpuranuu Ha rokHble U Janee — 1o Bcedl EBpome. U3 cenbckoro on
MOCTETIEHHO TPEBPAIAETCS B «TOPOJCKOW» U, OTBeuas MOTPEOHOCTSIM ypOAaHHUCTHUYECKOTO MOKOJICHUS U
HOBOMOJTHBIM T€UEHHSIM, XapaKTEPHBIM JIJIsI €BPOIEHCKON MPOCBEIIEHHON MOIOAEKH BTOPOM MONOBUHBI XX
BEKa, CTAHOBUTCS OOBEKTOM U MHCTPYMEHTOM MEXKYJIBTYPHOTO JTUAJIOTra.

Ha6moz[a;1 3da COBPCMCHHBIM UCITIOJTHCHUCM «‘lepKeccmro Kpyra», HaM KaxXCTCs, YTO KYCPKECCKOC» B
HeM — TOJIbKO Ha3BaHue. C TeueHuEM BpCMCHU KYJ'IBTypHO—HOJII/ITI/I‘IeCKI/Iﬁ CMBICJI TaHIIa ObUI3aMeHEH APYIruMu
3HaYeHusIMHU. Ha IMOBCPXHOCTH BbBIIIJIN 3CTCTHYCCKAA, CHOKCTHO-PA3BJIICKATCIIbHASA U OTHO3HAKOBAA (I)YHKHI/II/I
9T0 MMOCIYXKHUJIO ITOBOAOM IJIsI CMCHBI Ha3BAHHWA UJIN HpI/IO6peTeHI/I${ €ro JOIMOJHUTCIBHBIX 3HAYECHHIA.

TaHeu, HCITOJTHSAEMBIH Kak «I‘ICpKeCCKI/Iﬁ Kpyr», MCHCC BCCTO HAIIOMUHACT KaBKa3CKUH IMPOTOTHII, a
caMo Ha3BaHHE Bce Oojiee u Oonee 3aKpPCIIACTCA B eBpOHeﬁCKOM CO3HAHHUHU KaK OOJNBIIOH pr1"0BOI71 TaHCII,
HCO6XOI[I/IMI>II71 JJI1 OKOHYaHU A TaHHCBaHBHOﬁ BCUYCPHHKHU.

Taxum 006pa3zom, yepes 3HaHNE U UCTIOJTHEHHE TaHI[a Mo/ Ha3BaHueM «Uepkecckuil Kpyr» eBponeiIisl
CKazalld CBOE CIIOBO M CBOE0Opa3HO BHIPA3WIN 0c000€ (YBaXHUTEIbHOE, TOYTHTEIHLHOE, 3aMHTEPECOBAHHOE,
MIPUBIIEKATEILHOE) OTHOIICHHE K YEPKEeCCKOHM KynbType, B HacTodiee BpeMs, Ha MUKe BHICOKOTO MHTEpeca
K STHUYECKUM KyJIbTypaM U IIHPOKON MOMYISIPHOCTH TaHIIEBAJIBHBIX KIy0OB, y «YepkeccKkoro Kpyray
BO3HHUKAIOT JIOTIOJIHUTENBHBIE MAHCHI OBITH MOMYISIPHBIM U BOCTPEOOBAHHBIM.
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IMPOI'PAMMA KOH®EPEHIINU

8 mapra, naTHUNA, yYeOHbIii TeaTp U ayiuTopuu APB

10:00 - 10:30 - Perucrparusi.

10:30 — 10:40 — OTkpbITHE KOHPEPEHIINN.

10:40—-11:00— Cunuuesa M. A. (LLIkona cmapunnozo manya “Munoon Sneuna”, 2. Mockea) Tanisl CHEHCKOTO
MaHYCKpHIITa (I0KJIaJ ¢ Ipe3eHTale).

11:10 — 11:20 — Teipenxo M.-C. B. (Canxm-Ilemep6ypecxuii Knyo6 Cmapunnoco Tanya) Beanoe Belriguardo
(mpe3enTanus).

11:30 — 11:40 — Cunuuesa M. A. (Illkona cmapunnozo manya “Mundon Oneuna’”, 2. Mockeéa) banno Chirin-
tana (mpe3eHTanus).

11:50 — 12:10 - Tepenxo M.-C. B.  (Canxm-Ilemepbypecxuii Kny6 Cmapunnoco Tanya) PekoHCTpYKIUS
TaHIeB U3 bproccensckoro MaHyckpunTa. Bo3aMoxkHbIE TPAKTOBKH U UHTEPECHBIC BHIBOJIBI (ITPE3CHTAITHS).
12:20 — 13:00 - Kode-opeiik.

12:20 — 13:00 - OtkpoiThiii K1acc APB 1o nuctopuko-os1ToBoMy TaH1y (nexaror Anacracust Bacuien).
13:00 — 13:30 — Qunumonos /[.A. (Cmyous cmapunnoco manya TK MI'Y “3onomuie neca”, 2. Mockesa),
OcHoBHbIE TaHIIBI bapoKKo: KypaHThI ¥ OpaHiau (0K ¢ Ipe3eHTAIUEH).

13:40 — 13:50 — Epemuna-Conenuxosa E. B. (Canxkm-Ilemepbypeckuu Knyo Cmapunnoco Tanya, APB um.
A.A. Baeanosou, e. Cankm-Ilemepbype) Anemanpaa Ha Tpoux 1770-x rogoB (mpe3eHTarus).

14:00 — 14:40 — Klaus Abromeit (L autre pas, e. bepiun) Reading Experiences. A short instruction how to read
the “Neue and curieuse theatralische Tantz-Schul” by Gregorio Lambranzi (noxnan).

14:50 — 16:00 — OBEJIEHHBIH ITEPEPHIB

16:00 — 16:20 — Epemuna-Conenuxosa E. B.  (Canxm-Ilemepoypeckuii Knyo6 Cmapunnoeo Tanya, APB um.
A.A. Baeanoesou, e. Cankm-Ilemep6ype) Banbc B konTpaancax [lanuu (nokian).

16:30 — 16:50 - Jlo6yney FO.C. (ILxona manyes “Tanyknacc”, 2. Mockea) PeKOHCTpYKIIMS TaHIIa MaTYHUII 110
OJTHOMY PYCCKOSI3bIYHOMY UCTOYHUKY (JIOKJIAJ] C Mpe3eHTalue).

17:00 — 17:20 - Cmpamunamos b. I (Kny6 ucmopuueckoii peKkoHCmpyKyuu u poiesozo 83aumooeicmaeus
“Sasepkanve”, 2. Apocrasns) Gurypsl [ paH-poH B pyCCKUX TaHIIEBAJIbHBIX YUYEOHUKAX (IOKIIAL).

17:30 — 18:30 - Quarumonos /[.A. (Cmyous cmapunnoco manya TK MI'Y “3onomsie neca”, 2. Mockesa),
Pannss TexHuKa ¥ QUTYPBI TOJIBKH  (MacTep-KI1acc).

17:30 — 18:30 - Quarumonos /[.A. (Cmyous cmapunnoco manya TK MI'Y “3onomsie neca”, 2. Mockesa),
Pannss TexHuka ¥ QUTYpPBI TOJIBKH  (MacTep-KIacc).

18:30 — 19:00 - Kode-opeiik.

19:00 — 19:30 - Kpyrsrii cron “Working with sources other than dance manuals”. Bexymmii - Susan de Guar-
diola (New England Regional Fellow).

Oxonyanue nepsoco OHs kougepenyuu — 6 19:30

9 mapTta, cy060Ta, KoH(epeH-3a

10:00 — 11:00 - Kpymslii cron “Bomnpocs! opranuzanuu aesrenbHoctu Acconanuu Metopuueckoro Tanma”.

Benymuii - MuxaiinoBa-CmonbasikoBa E.C. (Canxm-Ilemepoypeckuii Kny6 Cmapunnoco Tanya, APF um.

A.A. Baeanosoti, e. Canxkm-Ilemep6ype).

11:00 — 11:20 - Ko¢e-oOpeiik.

11:20 — 11:40 - Cunuuesa M.A. (Lllxona cmapunnoeco manya “Munoon Sueuna’, . Mockea) I1poGiembl

pekoHCTpyKIHH Verceppe (1oknan).

11:50 — 12:10 - Berenike Heiter Gerrit (Université Paris Ouest Nanterre La Défense, e. Ilapuoic, Universitit

Wien, e. Bena) Models of Physical Appearance and Behavior at Dance occasions in French Treatises of Civil-
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ity of the 17th Century (moknan).

12:20 — 12:30 - Qunumonos /[.A. (Cmyous cmapunnoco manya TK MI'Y “3onomuie neca”, . Mockea)
Banbc JIronosuka XVI (coobmienue).

12:30 — 12:50 - Susan de Guardiola (New England Regional Fellow) Quintuple-meter dances from 1840s-
1930s (moknan).

13:00 — 13:15 - Kode-opeiik.

13:15 — 13:25 - Epemuna-Conenuxosa E. B.  (Canxm-Ilemepoypeckuii Kny6 Cmapunnoco Tanya, APB
um. A.A. Baeanosoii, . Cankm-Ilemepoype) O cOopHUKE MaTepuaioB koHpepeHIuu. Toru 3a mecTh JeT
(coobmieHME).

13:25 — 13:45 - Hanna Walsdorf (University of Heidelberg, 2. Xatioenvbepe) “Le Congrés ne marche pas, il
danse”: The Waltzing Congress of Vienna in Eye-Witness Accounts and Cinematic Adaptations (nokmnan).

14:00 — 15:30 — OBEJEHHbBII IIEPEPLIB

15:30 — 15:50 - Aauieysuna E. H. (APE um. A.A. Bacanosoii, e. Canxm-Ilemepbype) llpunBopHbie u
BEJIMKOCBETCKHE Oalibl B eBponeiickoit xuBonucu XIX - Hau. XX Beka. K npobieme ucropuueckoro >xkanpa
(moknan).

16:00 — 16:20 - Letizia Dradi (2. Munan) The Italian Contraddanza to the passage of the 18 century
(mokmnan).

16:30 — 16:50 - Qunumonos /[.A. (Cmyous cmapunnoco manya TK MI'Y “3onomuie neca”, e. Mockea)
I'poccdarep: 3aKTIOUUTENBHBIN TaHEIl PYCCKOTO aMIupa (JI0KIam).

17:00 — 17:20 - Coxonosa A. H. (Mucmumym ucxyccme Aodvieeiickoeo 20Cy0apcmeeHH020 YHusepcumema,
2. Maiikon) Yepkecckuit KpyT (IOKJIaL).

17:30 — 18:00 - Koge-opeiik.

18:00 - 19:00 - Spreading Knowledge (Bompoc-otBer) “EBpomneiickue u AMeprKaHCKUEe OallbHbIE TaHIIbl U
OanpHas kyapTypa XV — XIX BekoB*. Benymuii - ®wmmonoB [I.A. (Cmyous cmapunnozo manya TK MT'Y
“Sonomule neca”, e. Mockeéa), IpeACcTaBICHHBIC SKCIIEPTHI.

Oxonuarnue 6mopoco OHs kongeperyuu — 6 19:00
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