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

theatralische Tantz-Schul” by Gregorio Lambranzi.............cccceceeeevveneeeiienneennnnne. 7

Models of Physical Appearance and Behavior at Dance occasions in French Trea-

tises of Civility of the 17th Century .........cceccvevieriiieiiereee e 8
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VII Esxeroztaast KOH(GEPEHIHs 110 BOIIPOCAM PEKOHCTPYKIIMU eBPONeHCKNX nctopuuecknx Tanues XIII - XX B.
Te3uce! J10KJ1aJ10B U COOOIIEHUIH

peKxoHCTpyKIuH Verceppe (JoKIam).

11:50 — 12:10 - Berenike Heiter Gerrit (Université Paris Ouest Nanterre La Défense, e. Ilapuc; Universitdt
Wien, 2. Bena) Models of Physical Appearance and Behavior at Dance occasions in French Treatises of Civil-
ity of the 17th Century (moxisan).

12:20 — 12:30 - Quaumonos /A. (Cmyous cmapunnozo manya TK MI'Y “3onomvie neca”, e. Mocksa)
Basbc Jlronosuka XVI (coobuienue).

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

13:00 — 13:15 - Kode-opeiixk.

13:15 — 13:25 - Epemuna-Conenuroea E. B.  (Canxm-Ilemep6ypeckuti Kny6 Cmapunnozo Tanya, APH
um. A.Al. Baeanosoii, e. Cankm-Ilemepbypz) O cOopHUKe MaTepuanoB KoH(pepeHIuH. [Torn 3a mecrts 1eT
(coobuieHue).

13:25 — 13:45 - Hanna Walsdorf (University of Heidelberg, 2. Xaiioenvb6epe) “Le Congrés ne marche pas, il
danse”: The Waltzing Congress of Vienna in Eye-Witness Accounts and Cinematic Adaptations (noxian).

14:00 — 15:30 —- OBEJIEHHBI! ITEPEPBIB

15:30 — 15:50 - Kaueysuna E. H. (APH um. A.A. Bazcanoeoi, 2. Canxm-Ilemepbypz) TlpunsopHsie u
BeJINKOCBEeTCKHE Oaibl B eBponeiickoii skuponucu XIX - Hau. XX Beka. K mpo6ieme nucropuueckoro xaHpa
(moknam).

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

16:30 — 16:50 - @unumonos /] A. (Cmyous cmapunnozo manya TK MI'Y “3onomuie neca”, 2. Mocksa)
I'poccdarep: 3akmounTeNbHBIA TaHEL PyCCKOTO aMITHpa (JOKIIaL).

17:00 — 17:20 - Coxonosa A. H. (Mucmumym uckyccmé A0bi2elicko2o 20Cy0apcmeenHo20 yHugepcumemd,
2. Maiixon) Yepkecckuil kpyr (IoKnazn).

17:30 — 18:00 - Kode-opeiik.

18:00 - 19:00 - Spreading Knowledge (Bompoc-otBer) “EBpomneiickue 1 AMepuKaHckue OajabHbIe TaHIbI 1
6anpHas kyabTypa XV — XIX Bekos“. Benymmii - @mmmonos [A.A. (Cmyouss cmapunnozo manya TK MI'Y
“Sonomuie neca”, e. Mockea), IpeaCTaBICHHBIE YKCTIEPTHI.

Oxonuarue 6mopo2o OHsi Kongepenyuu — 6 19:00

VII ExeronHast KOH(GEPEHIHMS 0 BOIPOcaM PeKOHCTPYKIINH eBporeiickux ncropuuecknx tanues XIII - XX BB.
Te3uce! J10KJ1a10B U COOOIIEHUIH

PexoHCTpyKITHS TaHIIa MATYHII TIO OJHOMY PYCCKOMY UCTOUHUKY........0eervreennnes 13
UEPKECCKII KPYT.e..uvveeervreeesreeessreeessseesssseessseeessseesssseessssessssssesssesssssessssssssssseessesans 15
ITpOTPaAMMA KOHDEPCHITH . .......oveeeereeeereeeereeaereeasreessseeessseesssseesssseesssesessessssseenns 17



VII Esxeroytaast KOH(GEPEHIHS 110 BOIIPOCAM PEKOHCTPYKIIMU eBpOneHcknx nctopuuecknx Tanues XIII - XX B.
Te3uckl J0KIaJ0B U COOOIICHUH

Cunuuesa M. A.
HIKOJIA CTAPUHHOI' O TAHIIA “MHWH/[OH DHBHHA ", 2. Mocksa

Tanubr CHeHCKOr0 MaHYCKPHIITA

Hoknao c npezenmavueit

CHeHCKHI MaHYCKPUNT COJCPIKUT ONMCAHMS ABAALATH AEBATH OaccalaHll M TPUALATH YETHIpEX
0anno. DTH TaHIBl MOJKHO Pa3leNUTh Ha TPH TPYIIbL: TaHIBl KKJIACCHYECKOro Habopay, HEYHUKAIbHBIC U
YHUKaJIbHBIE. TaHIBI «KJIAaCCHYECKOTO HabOopa» OBLIN 3aMMCTBOBAHbBI U3 TpynoB JlomeHuko u ['ymbensmo.
CpaBHEeHHME HEYHHMKAJIbHBIX TAHLEB C TAHI[AMH JIPYTUX COOPHUKOB MO3BOJISAET MPUOIH3UTENBHO AaTUPOBATD
Cuenckuii Manyckpunt pydexxom XV u XVI BekoB. B 1okiaane Mbl codupaeMcst HOSICHUTD KIACCU(PHUKALIUIO
TAHIIEB M HallIe NPECTABICHNE O JaTHPOBKE MaHyCKPHIITA.

YHuKanpHble TaHIB CHEHCKOTO MAaHYCKPHITA JAI0T HaM IpeJCTaBICHHE 00 0COOCHHOCTSIX TaHIIEB
no3zaHero nepuona ctuia Jlomenuko B Cuene.

1. TlosiBIEeHHE MPAMOPHBIX ITOJIOB B ITyOJIMYHBIX AJIALLIO, IPEIHA3HAYCHBIX IS TPHEMa IeTIeraruii
U TOP)KECTBEHHBIX IPa3IHOBAaHUH, HE TOJIBKO MOJIOKHIO HA4alo OabHOH KynbType, HOTydYHBIIei cBOe
pa3BHUTHE YK€ 33 paMKaMU CTHIS JJOMCHUKO, HO ¥ OTPasmIOCh HAa OCOOCHHOCTH HUCIOIHCHHS CHCHCKUX
TaHues cTuis JlomeHuxo. bonbloe KoanuecTBO 31€MEHTOB HCIONHANOCH in Volta, TO eCTh ¢ TOBOPOTOM
Jaxe TaMm, IJe 3To He ObUIo o0ycioBieHO kommo3unnoHHO. Hampumep Gaccanmanupsr Corta u Nobile
HCHOJHAIOTCS II0 NPsAMOI, 6e3 B3aMMOICHCTBHS HAPTHEPOB, U B HUX ripresa in volta BCTaBJICHBI HE B CHITY
KOMIIO3UIIHOHHBIX TIPUYHH, 3 HCKIIOUUTENBHO UL AEMOHCTPALUH STUX YJIEMEHTOB.

2. B3aMMONPOHUMKHOBEHHE KOMIIO3MIMOHHBIX OcoOeHHOCTeH OaccamaHiu u 6amio. OcobeHHO
XOpOILIO 3TO 3aMeTHO B 6accaganuax. Eciu 6accananis! n 6ano I'ynpensMo OTIHYAOTCA APYT OT Ipyra
CHJIBHO, TO CHEHCKHE 0accaiaHIIbl II0YSPIIHYIHN U3 0aJlIo 09€Hb MHOTOE. DTO H3MEHHIIO HX KOMIIO3HIHIO
W OTYACTH HpHBENIO K ycnoxHenuto. Hampumep Gioia obGmamaer 3amerHbIM cxonctBoM ¢ Belfiore,
npuHaiexkaimum nepy Jlomenuko, a Morosa — ¢ pparmenramu ero sxe Sobria.

3. VCnoXHEHHE TeXHUKU HCIIOMHUHHUS: GOIBIIOE KOMUYECTBO CalbTapesIbHBIX BapHalii BOIILIH
B cocTaB (DUryp BEIXOIa M yXOJa CUEHCKHUX 0alio; MHOXKECTBO JIBMKEHUH, HE ONIMCAHHBIX I TIOYTH HE
MPUMEHSEMBIX B JIPYTrHX COOpHHKax — stracorse, squasetto, brigamania, BapuanTsl galoppo; n3o0Ounue
CJIOXKHBIX (popM KOHTparnacco.

4. HenonroTta HEKOTOPBIX onrcaHui. OMICaHNsI HEKOTOPBIX TAHIIEB HAYMHAIOTCS HE CHavYasa Win
HE coJiepaKaT KOHIIA, a MHOTIA U TO, U Apyroe BMecte, HampuMmep Fodra. IIpudem 5tu hpparMeHTs ObUH
yTpadeHsl ellle A0 BKIIOYEHUS TaHIA B COOPHHUK, a He B pe3ybTaTe MOBPEXKICHUS STOT0 MaHYCKPUIITA.
HeBO3MOXHO CKa3aTh, MCHONHSINCH JH 3TH TaHIBl B yXe YKOPOYEeHHOH (opme, HO cocraBUTeneit
CHEeHCKOro MaHyCKpHITa HE CMYTHJIA UX HEMOJIHOTA.

Cson YTBEPKACHHUSA Mbl XOTHM NOAKPENUTH HeMOHCTpaHHCﬁ (bpal"MCHTOB HEKOTOPBIX BBIIIC-
YHOOMSAHYTBIX TaHLICB.

VII Esxeroztaast KOH(pEPEHIHs 110 BOIIPOCAM PEKOHCTPYKIIMHU eBponecknx nctopuuecknx Taxues XIII - XX Ba.
Te3uckl J0KIA0B U COOOIICHHUH

IMPOI'PAMMA KOH®EPEHIINHN

8 mapra. naTHMNA, yueOHbI TeaTp u aynutopuu APb

10:00 - 10:30 - Perucrpanus.

10:30 — 10:40 — OtkpbITHE KOH(DEPESHIIUH.

10:40—11:00— Cunuuesa M. A. (ILIkona cmapunrozo manya “Munoon usuna”, 2. Mockea) Tauup CHEHCKOTO
MaHYCKpHITA (TOKJIaJ C IPe3eHTaINeH).

11:10 — 11:20 — Teipenxo M.-C. B. (Canxm-Ilemepbypeckuii Kny6 Cmapunnozo Tanya) Beunoe Belriguardo
(nmpe3enTanusi).

11:30 — 11:40 — Cunuyesa M.A. (LLxorna cmapunnozo manya “Munoon Oueuna”, . Mockea) bamno Chirin-
tana (mpe3eHTars).

11:50 — 12:10 - Topenxo M.-C. B.  (Canxm-Ilemepoypeckuti Knyo Cmapunnozo Tanya) PexoHcTpyKims
TaHIEeB U3 bproccenbckoro MaHyckpunTa. Bo3MoxHbIe TPAKTOBKM M MHTEPECHBIE BBIBOIBI (IIPE3EHTALIN).
12:20 — 13:00 - Kode-opeiik.

12:20 — 13:00 - OtkpsIThiii Ki1acc APB 1o ucropuxo-0srToBoMy TaHiy (negaror Anacracus Bacuier).
13:00 — 13:30 — Quaumonos JJ.A. (Cmyous cmapunnozo manya TK MI'Y “3onomeie neca”, 2. Mocksa),
OcHoBHbI€ TaHIbl bapokko: KypaHThI U OpaHii (IOKIaJ C Mpe3eHTaluel).

13:40 — 13:50 — Epemuna-Conenuxosa E. B. (Canxm-Ilemepoypeckuiit Knyo Cmapunnozo Tanya, APE um.
AA. Bazanosou, 2. Canxm-Ilemepoypz) Anemanna na tpoux 1770-x ronoB (mpe3eHTars).

14:00 — 14:40 — Klaus Abromeit (L autre pas, 2. Beprun) Reading Experiences. A short instruction how to read
the “Neue and curieuse theatralische Tantz-Schul” by Gregorio Lambranzi (nokmna).

14:50 — 16:00 — OBEJIEHHBI1 INIEPEPBIB

16:00 — 16:20 — Epemuna-Conenuxosa E. B.  (Canxm-Ilemepbypeckuit Kny6 Cmapunnoeo Tanya, APE um.
AA. Bacanosou, 2. Cankm-Ilemep6ype) Banbc B koHTprancax Jlanuu (moxnan).

16:30 — 16:50 - Jlobyney FO.C. (Lllxona manyes “Tanyxnacc”, 2. Mockéa) PekoHCTpyKIUs TaHIIa MaTIHII 1O
OJIHOMY PYCCKOSI3bIYHOMY UCTOYHHUKY (JOKJIaJ C Ipe3eHTalnei).

17:00 — 17:20 - Cmpamunamos b. I (Knyo6 ucmopuueckoii pekoHcmpyKkyuu u poieo2o 63aumooeicmeus
“Sasepkanve”, e. Apocnasnv) Gurypsl ['paH-poH B pyCCKHX TaHIEBAIbHBIX yYEOHUKAX (JOKIAM).

17:30 — 18:30 - Qunumonos J].A. (Cmyous cmapunnozo manya TK MI'Y “3onomuie neca”, 2. Mocksa),
Pannsist TexHMKa U QUrYypBI IOJBKU (MacTep-KJIacc).

17:30 — 18:30 - Qunumonos JI.A. (Cmyous cmapunnozo manya TK MI'Y “3onomeie neca”, . Mocksa),
Pannsist TexHHKa U QUTYpBI TOJBKU (MacTep-KIacce).

18:30 — 19:00 - Kode-opeiik.

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

Oxonuanue nepeo2o OHs kongepenyuu — 6 19:30

9 mapTra, cy000Ta, KOH(pepeH-3a.1

10:00 — 11:00 - Kpyrustii cron “Bonpocsl opranusanuu aesrensHoctr Acconnanuu Meropuueckoro Tanna”.

Benymwmii - MuxaitnoBa-CmonbasikoBa E.C. (Caunxm-Ilemepoypeckuii Kny6 Cmapunnozo Tanya, APE um.

AA. Baeanosou, 2. Cankm-Ilemep6ype).

11:00 — 11:20 - Koe-opeiik.

11:20 — 11:40 - Cunuuesa M.A. (ILlkona cmapunnozo manya “Munoon Dneuna”, 2. Mockea) TIpobnemMsr
17



VII ExeromHas KoH(pEPEHIUs 10 BOIIPOCaM PEKOHCTPYKIMH eBponeiickux ncropuuecknx tanmes XIII - XX Bs.
Tesuckl 10K1a/10B ¥ COOOIIEHHH

3HaueHussMu. Ha TIOBEPXHOCTD BBIIIN 3CTETUYECCKAS, CIOKETHO-PA3BJICKATEIbHAsA U DTHO3HAKOBAs (byHKI_II/II/I
O10 TIOCTY?KUJIO ITOBOAOM JIs1 CMEHBI Ha3BaHUs UJIU HpI/IO6peTeHI/Iﬂ €ro JIONOJHUTENIbHBIX 3HAYCHUM.

TaHer, KCHONHsEMBbIN Kak «YepKecCKHil Kpyr», MEHEe BCEro HAlOMUHAST KABKA3CKUi MPOTOTHII, &
caMo Ha3BaHHe Bce Ooiiee M 0ojee 3aKpEIuIeTCs] B BPOIECHCKOM CO3HAHUH Kak OOJIBIION KPYroBOM TaHell,
HEOOXOIMMBIH JUISl OKOHYAHUSI TAHIICBAJILHOH BEUCPUHKH.

Takum 0Opa3oM, yepe3 3HaHKUE U MCIOIHEHUE TaHIIA MO Ha3BaHHeM «UepKecCKuit Kpyr» eBpOMCHIIbI
CKa3aIu CBOE CIOBO M CBOEOOPA3HO BBIPA3HIM 0c000€ (yBa)XKUTENIbHOE, IIOYTUTENILHOE, 3aNHTEPECOBAHHOE,
MPUBJIEKATEIbHOE) OTHOILEHUE K YEePKECCKOH KynbType, B HacTosiiee Bpems, Ha MK BHICOKOTO MHTEpeca
K JTHHYECKMM KYJIbTYpaM M LIMPOKOH MOMYJISPHOCTH TaHIEBAIBHBIX KIyOOB, ¥ «UepKeccKoro Kpyra»
BO3HHUKAIOT JIOMOJIHUTENbHbIE IIAHCHI OBITh MOMYJISIPHBIM U BOCTPEOOBAHHBIM.
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VII Exeromaas KoH(pEpEHIUs M0 BOIIPOCaM PEKOHCTPYKIMH eBpomeiickux ncropuuecknx Tanmes XIII - XX Bs.
Tesuckl 10K1a/10B ¥ COOOIIEHHH

Cunuvesa M. A.
IIIKOJIA CTAPUHHOI'O TAHIIA “MUWHJOH SHBHUHA”, 2. Mocksa

IIpoGaemMsbl pekoHCTPYKIUK Verceppe

Hoxknao

Verceppe — 3T0 6au1o Ha MATEPBIX UCTIONHUTENEH (TPEX KaBajlepoB U JBYX JaM), CTOSILIMUX B KOJIOHHY
npyr 3a apyrom. Ero aBrop, Jlomenuko mu Ilpsuenna, ommcan mocieqoBaTelbHOCTh ABM)KEHHH TaHIA U
3amucai My3bIKy JUISl HETO.

ITpu nocranoBke Verceppe uccienoarent (Verceppe ObL1 peKOHCTPYUPOBaH MHOTUMH 3apyOeKHBIMH
uccnenoBareIaMu, TakuMu kak b. Cnapry, B. [lanuens, E. Kpomnosa, Beies 3a HUIMH OPOIUIY 3TOT IyTh U
MbI) CTAJIKUBAIOTCSI C PAZOM IIPOTHBOPEUHIA.

Bo-nepBsIx, mocne (GUrypsl BBIXO4A OJHO3HAYHO yKa3aHO, YTO UCHOIHHUTENU CTOST HAJEKO APYT OT
zpyra.

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 'uno dal altro per spathio de pasi iiii
poi se afermano tuti.

OnHaKo OHA U3 MOCIENYIONMX GUryp TpeOyeT, 4YTOObI IIePBBIil U MOCIESAHUN TAHIIOPHI TOMEHSJIUCH
MecTaMH, 110 «3MeHKe» 00X0/s CTOAIIUX apTHEPOB, 33 YETHIPE CaJIbTapeIIo. DTO HEBO3MOXKHO.

Bo-BropeIX, cxema, onmcaHHas J[OMEHHMKO, B HEKOTOPBIX MECTaXx HE COOTBETCTBYET MY3bIKE,
npuBeJeHHOM JloMeHUKO.

—y S
:

Il
=Er= s o= ]
e 1 —
----------- contrapasso ---------- mez/salto  saltarello saltarel. saltarel.  saltarel.
«3Mmeiika»
l 1
N — N L —— L — T L —H4G = 1 N
| i 1 T 1T 1‘1 r-' r : f f
- E' 1 ] {! = 1 1 1 1 1 1 1 1
T T ' T L f )
? ? doppio doppio doppio saltarello
JlaMbI MEHSIFOTCSI MECTaMH. Kasanepst
= — e e s
} ] 1 H—t—1 1 =} 1 1
1 =i _J - T T L |
saltarello saltarello. ? doppio doppio

00XOZAT aM 32 TPH CalIbTapesuio. JlaMbI MEHSIFOTCSI MECTaMHU.
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Te3uce! J10KJ1a10B U COOOIIEHUIH

EEEE

L ISEY
ol

saltarello saltarello ?

doppio saltarello
LleHTpanbHbIil KaBanep 0OXOIUT JaMy 3a TPH CAITBTAPeILIO.

B-TpeTBHX, HEBO3MOXXHO IIOHATH, K Kakou MHU3YPE€ OTHOCATCA BBIACICHHBIC KPDACHBIM HOTHI, U KaKyrO
PpOJib B TaHIE OHU HUI'PAIOT. B sTtom mecte HCpBLIP’I TaHLOPp JAOJDKCH HUCHOJHUTH MELABOJBTY U CaJIbTO, a
MOCJEAHUN TOJIBKO caibTo. Ho Ha MELABOJIBTY HE HYKCH OTHICIbHBIN CYCT, HAa CAJIBTO ABYX CJIMIIIKOM MHOTO.

Bce stH npoTHBOpeuYMs MOKHO YCTPAaHHUTh, €CIIM JOMYCTHTh, YTO B OINMCAHHHM CMEIIAINCH JIBE
MOCTaHOBKH Verceppe, NOX0Xkue, HO HEMHOTo oTnyatonmecs. To ecTb cHavana JJOMEHHKO TOCTaBUII OUH
BapUaHT TaHI[a, OH OTPEIIECTUPOBAH U NOKa3aH, 4Yepe3 HEKOTOPOE BpeMsI cXxeMa Obljla HEMHOTO H3MEHEHa, U OBbLIT
OTpeNneTHpOBaH BTOpoit BapuaHT. [locie 3Toro npouuio Bpems, 10CTaToqHoe, 4TOObI B AMSTH HCHOIHUTENCH
¥ TaHIA ¥ My3bIKH 3TH CXEMBI IIEPEy TAJICh U CMETIAICh, ¥ TOJIBKO ITOCIIE 3TOT0 OBLIO COCTABIICHO OIMCAHUE
Verceppe u 3anrcaHa My3blKa K HEMY, KOTOpble 0e3 perakTupoBaHust Bouutd B cOopHuk JJomenuxko. [Tpuuem
cXeMa TaHIIa OTPaXkaeT CKopee MepBYI0 TIOCTAHOBKY, a My3bIKa — BTOPYIO.

Bce ynomsHyThI€ BbIlIE pEKOHCTPYKTOPBI BBIYJICHSUIIN NIEPBBIN BApUAHT TOCTAHOBKH, HO HE BTOPOH, U
HHUKaK HE PEUIad TPEThEro IPOTHBOPEUHSI.

MBsI nonpoOyem mokasarh 4To:

1. JAnst HyXJ BTOpO# OCTaHOBKH Obli1a MOAN(HUINPOBaHA My3bIKa IIEPBOI TOCTAHOBKH Verceppe, a
He Obljla HalKMcaHa HOBas;

2. Kak BBIDIACTa BTOpast HOCTaHOBKA Verceppe;

3. BblneneHHblit (parMeHT My3bIKH BBIITOJIHSI pa3Hble (YHKIMU B 000MX IOCTAHOBKAX, JUISL HYXKIL
BTOPOI1 MOCTAHOBKH Y 3THX JIBYX HOT ObliIa H3MEHEHA JUTUTeIbHOCTD, M U3 3aTaKTa (JUIsl CajbTo)
OHH NPEBPATIIINCH B IOJIHBIN TaKT CaJIbTapesnIo.

Qunumonos /. A.
CTYVIIUA CTAPUHHOI' O TAHLIA TK MI'Y “30JIOTHIE JIECA”, 2. Mockea

OcHoBHbIE TaHIIbI Bapokko: KypaHThI 1 OpaHIn

[oxknao c npesenmayuei

MemyapHble HCTOYHUKH, PABHO KaK W TaHIeBaJbHBIE TpakTarbl KoHIa XVII — nagama XVIII BexoB
BMECTO XOPOIIO BCEM M3BECTHBIX M TIIATEIBHO 3aIMCAHHBIX TaHIEB Tpaguuuu Belle Danse yka3sbiBaror Ha
KypaHTy ¥ OpaHJIM Kak Ha OCHOBHBIE TaHI[a BCeX 0€3 UCKIIFOUCHNUS OaloB.

HWccnenoBanuii u, TeM 6osiee, HOAPOOHBIX PEKOHCTPYKIIMIT K HACTOALIEMY MOMEHTY CACIaHO MaJio. Bo
MHOTOM 3TO OOBSICHSIETCS KAK HEMOMYSIPHOCTBIO TEMBI (3T TaHIbI HE TaK 3PENHIIHBI M HE aJ1anTHPOBAHEI
JUTSI CLIEHBI, HO MCIIOJHSUIUCH B OAJIbHOM 3aiie), TaK M CKYIHOCThIO HCTOYHUKOB, 0COOCHHO (hpaHIly3CKHX.

K 1aHHO# MocTaHOBKE MBI IOCTapaIich COOpaTh MaTepHa He TOJIBKO U3 (PPAaHITy3CKUX KHHT, HO TAKKE H
u3 GynnamenranbHoro Tpyaa lorrdpuna TayGepra, conocTaBUTh HMEIOLINECS CXEMbI U TEKCTOBbBIEC OITHCAHUS,
My3bIKy. JlaHHOE HCCIEeOBaHUE AJEKO OT 3aBEPIICHMS, OJHAKO MbI TOTOBBI IIPEACTABUTh PEKOHCTPYKIIUIO
YeThIpeX TUIIOB KypaHThI U OpanieByto crouty Tpuxorers! (Les Tricotets).
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npocto La Mattchiche (opdorpadust Mmorna ObITh Apyroii), 6e3 ykazaHUs OPUTHHAIBHOTO HA3BaHUSL.

Coxonosa A. H.
HHCTHUTYT HCKYCCTB AJJBITEHCKOI'O TOCYJIAPCTBEHHOI'O YHHUBEPCHTETA,
2. Maiixon

Yeprecckuii Kpyr

Hoxknao

IIpencraBureny agpIrcKoil Aeneranuu, npuHUMaBmue ydactue B CeBepo-ATiaaHTHYECKOM (opyme
HAPOIHBIX CKpUMavei, KoTopsiit mpoxoaui getom 2006 1. 8 Abepaune (LLlotnanaus), ObUTH yAUBICHBI YHCITY
pasHoBHIHOCTEH “Uepkecckoro kpyra” M TeM, HAaCKOJIBKO MIMPOKO romysipeH TaHen B EBpore. K nmpumepy,
Oenbruiickuii «Yepkecckuii Kpyr» 3HAYMTENIbHO OTIMYAETCs OT IIOTIAHJICKOrO, TOT, B CBOI OuYepeb, OT
TOJUIaH/ICKOTO WK (hpaHiry3ckoro. OJHAKO BCE ITH TaHIIBI HMEIOT 00l1ee Ha3BaHUE, TPOUCXOXKICHHE KOTOPOTO
JI0 HACTOSAIIEr0 BPEMEHU OCTAeTCs BeChbMa 3araJouHbIM. [loueMy B pa3iM4HBIX €BpPOINEHCKUX KYJIBTypax
yTBepawiIock Ha3BaHue «Yepkecckuit kpyr»? C kakoro BpeMeHH cymiecTByeT TaHen? Kakue KyiabpTypHBIE
KOHTAKThI MOPOMIIN TIPHCBOEHHE 4yxoi MH(popmarmu? Uto ecTh «depkecckoe» B «UepkecckoM Kpyre»?
ITouemy «Uepkecckuii Kpyr» HCIOMHIETCS O Pa3Hble MEIOAuU?

HccenenoBanne «UepkeccKoro Kpyra» TOJNBKO HAa4yanoch, ¥ Ha JAHHBI MOMEHT JUIS HAaC CaMbIM
PaHHUM JOKYMEHTOM, CBHIETEIBCTBYIOIIEM O HAJIMYMM B AHIIMM TaHIA C TaKUM HA3BaHHEM, SIBISETCS
kuura Ilomnaka «Jlononxenue k coBpemennoit Tepricuxope», Jlonnon, 1820. K coxaneHuio, B KHUre HET
HOTHBIX npuMepoB. [1o nanubiM enpu [apdaca B 1827 roay Beinuia kaura «lllotnanackue KoHTpaaHCh. B
Hell yka3aHo, 4To «YepkecCKHii Kpyr» HallOMHUHAET MepBble (DUTYphl KaJIPUIIH, TAaHEIl 3alHCaH OT MECTHBIX
XKUTeneill u myOnuKyercs ¢ BapuaHTaMu. YHNOMHHAHUE «YepKeccKoro Kpyra» BCTpedaeTcst B IyONMKaLuu
Onuc Xose (Elias Howe) «1000 swur u punosy» (bocton, 1867). Onucanue Tanmna gaso B npocrekre Jlemkert
Bepn (Leggett Byrne). «Mpnanackue Tanns XIX Beka. Teprnicuxopa: Ee mounTanue n crioco0 opraHusanum
(dy6mnun, 1898). B CrpaBounuKke mo nomy/sipHbIM HapornHbiM TaHiam Jxeiimca Ckorra CkunHepa (James
Scott Skinner), coznarzoM B 1900 1 m3ganHoM B 1905 romy, «Uepkecckuil Kpyr» Ha3BaH «3aMedaTeIbHBIM
JICTKUM TaHLIEM)». MCJ'[O}II/ISI K HEMY HE€ NPUBOAUTCHA, HO OTMEUACTCA, UTO OpUIMHAJIbHAsA MY3bIKa MOXCT
BapbHPOBATBCS C JIIOOBIMU MTOAXOASIIUMI MOTHBAMH.

DpaHIry36l KOHCTAaTHPYIOT, UTO «HepkeccKuil Kpyr» OHU 3aMMCTBOBAJIM U3 AHIVIMU B Hauane XX Beka
Onaromaps pesitenbHocTH Cecwmina lapma (Cecil Sharp) u Mon Kapnenec (Maud Karpeles). [To panHbIM
Dnaiin bpazke, Benymiero 6ubnrorexapst O0miecTBa aHIIMIACKOrO HApOAHOTO TaHa U necHu, Mox Kaprnienec
cobpaa (3amwmcaina) 3tu Tanusl B Hopram6epaenae (Northumberland) u 8 Maccauyccere (Massachussetts) B
cepeauHe XX Beka. LienTpanbable oOnacti BenukoOpuTaHuM MEHbILE UCTIBITHIBAIN BIUSHUE MOI-KYJIBTYPBI,
HMMEHHO 3TUM DrnaitH bpasike 00bsicHIIA COXPaHHOCTH TaM «HepKeccKoro Kpyray.

IMonbiToXMBass coOpaHHYI0 HMH(OPMALHMIO, HE OCTACTCsl COMHEHMH, YTO TaHel| PaclpOCTpPaHsUICS
C CeBEpHBIX TeppHTOpHil BenukoOpuraHum Ha rokHBIE W Janee — mno Bceit EBpome. U3 cenbckoro on
MIOCTEIIEHHO IPEBPAIaeTCsl B «TOPOACKOI» M, OTBe4asi HOTPEOHOCTAM ypOAHMCTHYECKOTO ITOKOJICHUS U
HOBOMOJHBIM TE€UEHUSIM, XapaKTepHBIM AJISl €BPONEUCKON MPOCBEIIEHHON MOIOIEKH BTOPOH MOMOBUHBI XX
BEKa, CTAHOBUTCS OOBEKTOM M HHCTPYMEHTOM MEXKKYJIBTYPHOTO JTHaJIOora.

HaGJ’I}O,HaH 3a COBPEMCHHBIM HCIIOJTHEHUEM «1Iep1<e(:(:1<0r0 Kpyra», HaM KaXeTCs, 4TO «4YCPKECCKOE» B
HEeM — TOJIbKO Ha3BaHue. C TeUeHHEM BpEMEHU KyJ'IBTypHO-l'[OJ'II/ITI/I‘ICCKI/Iﬁ CMBICJI TaHIa ObLI3aMEHEH ApyrumMu
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C OIMKMCaHUsIMH HOBBIX MOJHBIX TaHIICB. Boutn Takue U3gaHusd U B Poccun. B OZ[HOﬁ U3 TaKux 6pOII_IIOp
06Hapy>l<1/mocr> OIIMCAaHUE TaHL@ MaT4dull Ha PYCCKOM S3bIKC. DTO OnmUcaHHE MOXKET OBITh HUHTEPECHO I10
HECKOJIbKUM ITPpUYUHAM.

1. DTO eaMHCTBEHHOE PYCCKOSI3bIYHOE ONMUCAHME TAaHLA MAaTYWIl Ha CErogHsIIHUN neHb. U
BOOOIIE OJJHO U3 AOCTAaTOYHO HEMHOTUX OMHMCAHUI MOIHBIX 3amagHbIX TaHueB 1910-x roqoB, U3TaHHBIX
B Poccun.

2. OmnwucaHHBI TaHeN — SIBHO CIIGHHYECKas Xopeorpadus, 4T0 HE THIIUYHO Ui OMHCAHHI
COLMANIBHBIX TAHIEB 3TOr0 INEpuoja. BriomHe BO3MOXHO, YTO aBTOP OPUTHMHAIBHOTO TEKCTa OIHCAll
YBHCHHOE UM KaKoe-JIn00 MojiHoe 110y. Briosie BepositHo — napnkekoe. Ha paHity3ckoe npoucxoxeHue
9TOrO ONHUCAHMS YKa3bIBaeT TO, YTO B TEKCTE HCIIOJNB30BaHAa (paHIly3cKas TEPMHUHOJIOTHS, B TO BpeMs
KaK OpUTMHAaJIbHAsl TEPMHUHOJIOTHS MaTyYHIla J0JDKHA OBl OBITH MCIIAHCKOW WJIM TOPTYTaNbCKOM W Oblia
ObI TakoBOW, eciau Obl marummi mpuinen B Poccuro menocpeactBeHHo u3 FOxHOi Amepuku. Takum
00pazoM, MBI IMEEM BO3MOXKHOCTb ITOJYYHTh HEKOTOPOE HPEICTABICHHE O TOM, B KAKOM BHJIE MaTYHII
OBLJI IIPE/ICTABIICH B MAPIKCKHUX 110Y. Hy’HO 3aMeTHTb, 4TO BIIOJIHE BEPOSITHO, YTO aBTOP OPUTHHAIIBHOTO
OIHCaHNUS, BUEBIIHI II0Y, 3TO HE aBTOP PyCCKOTO TEKCTA, T.€. TEKCT — NEPEBOIHOM.

3. ®paHiy3ckue Ha3BaHHs (UIYp U IIArOB, HCIOJIb3YeMbIe B TEKCTE, HE IMOX0XKH Ha Ha3BaHUS,
HCTIONB3YEeMbIe B aHIVIOS3BIYHBIX y4eOHHUKaX, TIe onucad Marduil. HekoTopsle mark u Guryps Booouie
HUKAaK HE Ha3bIBAIOTCS, a IPOCTO JOCTATOYHO IPOCTPAHHO OITUCAHBI TO-pyccku. OHaKo, IpH OivbKaieM
PacCMOTPEHUH OKAa3bIBAETCs, YTO OONbIIAs YacTh AJIEMEHTOB — TE€ )K€ CaMble, YTO M B aAMEPUKAHCKHX
HCTOYHUKAX. YTO FOBOPUT O TOM, YTO XOTSI €BPOICHCKHUII (M BEPOSITHO, PYCCKMIT) MATUHII U OTINYAIICS
OT aMEpHKaHCKOro, HO BCE K€, BUIMMO, HE OYCHb CHJIbHO. B KauecTBe aMEpHKAaHCKUX HMCTOYHHKOB
MOXHO paccMaTpuBarh, B 4acTHOCTH, KHUTY 1914 r. Moprca Mo — omHOTO U3 TIepBbIX Xopeorpados,
npencrasuBinux Maryuin B CLIA. A taxke — M3BeCTHYIO BuAeo3anuch 1914 r. ¢ Tanuem Mpasn u BepHona
KacioB u, ¢ HekoTOpEIMH OroBOpKamy, - Bupo3anuck 1933 r. ¢ Tanuem Ppema Acrtepa u JHxunmxep
Pomxepc.

4. B cepeauHe TaHI]a MMEETCsl CTpaHHAs M HE UMEIOLIAs aHaJOroB (urypa, B KOTOPOW Maphbl
Pa3meNAIOTCS M KaBajiepbl M JaMbl BBICTPAUBAIOTCS B IBE JIMHUM JpYyT Hanmpotus apyra. [lomumo Toro,
41O 3Ta (hUTypa yKas3eIBaeT Ha TO, YTO IEPel HAMH — CLCHUYECKUI BapHaHT (CM. I1.2), OHa ellle HHTepeCcHa
TE€M, 4TO, BEPOSITHO, BCTaBJIEHA B LIIOY JUISl TOTO, YTOObI HAITOMHUTH O OPa3HIIECKOM MPOUCXOXKICHHH ITOTO
TaHna. Takoe mocTpoeHue U (opMa TaHIA BOOOIE OYCHb ITOXOXKH Ha HEKOTOPHIE I0)KHOAMEPHKAHCKHE
HapOJHbIE TaHIBI, TaKHe, KaK, HampuMmep, yakapepa. ECTb M elle OAMH MOMEHT, yKa3bIBAalOIIMH Ha
yakapepy — 3To (puHaI 3Toii GuUrypsl.

5. Taxxke B OIMCaHUU €CTh MOCIEHss PUTypa, SBHO J00ABICHHAs B TAHELl B YTOY €BPOICHCKOI
moze: «[lapbl <...> TaHIYIOT SHEPTHYHBIN TaJON KPYroM BCEW 3ajbl». DTO HE OYEHb XapaKTepHO IS
Opa3uIIbCKOTO TaHIA. 3aT0 XapaKTepHO IS, HAIlpUMep, IMOCieAHeH GUrypsl Kaapuiel 3TOro Wi 4yTh
OoJiee paHHEro mepuosa.

6. Bcero B omucaHHOM TaHle uMeercsi 8 GUryp, ONMUCAHHBIX JJOCTATOYHO NOIPOOHO (XOTS U HE
BCeryia MOHATHO). UTO 1aeT HaM XOpollliee MPEACTaBICHHUE O IIarax 1 (GUrypax, KOTopble UCIIOIb30BaINCh
B €BPOICHCKOM (M, BUANMO, PyCCKOM) Maruuiie. M1 kpome TOro, B HEKOTOPBIX CIIy4asX IMO3BOJISET
MIPEATIONOKHUTE, KAKHE U3 3JIEMEHTOB JICUCTBUTENHHO NMPHILIH U3 OXHOI AMEpHKH, a KaKKe IPUBHECEHBI
B TaHel yxe B EBpore.

Hy un, momumMo mmpoyero, MOXXeT B KaKOI-TO CTEIIEHH paccKa3aTh O TOM, KaK eBpOIEHIb B Hadase XX
BeKa MPEACTABIISUIN ce0e F0)KHOAMEPHKAHCKYIO KYIIBTYDY.

Bpourtopa, o xotopoif moiaer peub, HameyaraHa uzgarenbcTBoM «MysbikanpHas Hua» B CaHKT-
[MerepOypre. Jlata He CTOUT, HO MOXKHO AATUPOBATH TEKCT Mpuonu3uTeabHo 1906 — 1914 rr. Bonee BeposiTHO
— 1912-1913 rr. K onwucanuio npuiararorcsi HOTBL. Oto Menoausi aBropctBa Lllapns Bopens Kiepka,
OpHUrHHAaJIbHOE Ha3BaHue KoTopoii — La Sorella (ut. — cectpa). [1o Beeit BUANMOCTH, 3TO — camasi MOMyJIsipHast
MEJIOANS, MOJ KOTOPYIO TaHIEBAIN MATYHUII, TaK Kak yxe B 1910-x Ha BceX INIACTHHKAaX OHA HAa3bIBACTCS
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Abromeit Klaus
L’AUTRE PAS, 2. bepnun

Reading Experiences. A short instruction how to read the “Neue and
curieuse theatralische Tantz-Schul” by Gregorio Lambranzi

Hoknao

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.
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Heiter Gerrit Berenike
UNIVERSITE PARIS OUEST NANTERRE LA DEFENSE, 2. Iapuxc; UNIVERSITAT WIEN, e.
Bena

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

Hoxknao

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'CKHH KJIVE CTAPHHHOI'O TAHIJA, AP5 HUM. A.S.BATAHOBOH, .
Canxm-Ilemepbype

Baabc B konTpaancax lanun

Hoknao

B noxnane paccMarpuBacTCsad TO, KaK B JAaTCKUX KOHTpAAaHCaxX IIOfABHUJIaCbh M CTajla aKTUBHO
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baiizysuna E. H.
APE UM. A. 1. BATAHOBOMH, 2. Canxm-Ilemep6ype

IIpuaBopHEIC M BEJMKOCBETCKHE 0a/1bl B eBpONelcKoi skuBonmncu XIX
- Ha4. XX Beka. K npod;ieme ncropu4eckoro xaHpa

[oxknao

ITocranoBka mpoOIeMbl HCTOPHUYECKOTO JKaHPa. | paHuIIbl )KaHpa 1 ux Moaudukanuu. Paccmorperne
npoOyieMbl Ha TpuMepe eBporeiickoi skuBomucn XIX - Hayama XX BEKOB B CIOKETaX IPHUIBOPHBIX
BEJINKOCBETCKHX 0aJIOB.

Teodunp KesrkoBckuii «Ilonmone3 Ilonena (banm B ortene Jlambep)» (1849-60). Ocobennoctn
TIOHUMaHHsI UCTOPUIECKOH >KUBOIHCH Y TOJBCKUX XYJOKHHUKOB-poMaHTHKOB XIX Beka. [lommrmyeckuit
MoATEKCT npousBeeHus. [lepconanuu.

Benrepckuit Xynoxnuk Muxaii 3uun Kak «JI€TONHCEL PYCCKOM NMPUABOPHOI xu3HK cepenunbl XIX
Beka. «ban B KonueprHoM 3ane 3umHero aBopia Bo Bpems opuuuansHOro Bu3uta maxa Hacup-an-Juna
B Mae 1873 roma» (1874), «ban B yects Anekcanapa I, opranmsoBanubiii . [enscunrdgopcom B ceHTIOpe
1863 r. B 31aHKH JKeJIC3HOOPOXKHOTO BOK3anay (1864), «Ilomone3 B HukomaeBckoM 3aje 3MMHETO ABOPIIa»
(nau.1860-x.). CTuarcTHKa IPOU3BEACHUI U TPOOIeMa JKaHpa.

Hewmernknii sxuBonucer; Anonbd ¢Gor MeHuens U ero B3NIAA Ha HCTOPUIO depe3 oOpasbl Oaia.
HUcropust @punpuxa Benukoro B mcropuko-osToBoil kKaptune «ban B Peitncoepre B 1739 romy» (1862).
KocrromupoBanHblii poManTi3M ansooma «BosmeberBo benoit Poser» (1854). MpoHus ObiToBOTO *XKaHpa B
«banpaoM yxuue» (1878).

KOCT}OMPIpOBaHHbIe U HUCTOPUYCCKUEC Oanpl Ia3aMd  CaJlOHHO-aKaJIeMHYECKHX XYHAOXKHHUKOB.

Crienr(uka mOHMMaHUS UCTOPHUECKOTO )aHpa. B.bakanosuu «ban mpu aBope ['enpuxa I1l», C.XneboBckuit
«Accambunes ripu Iletpe I» (1858), 3. Tyny3 «KocTiomuposanHslii 6am», B.SIkoou. «Jlemsnoit nom» (1878) u

ap.
J.M. Kappnosckuii «ban B IlerepOyprckom JlBopsiHckom cobpanuu 23 deppans 1913» (1915).
Hcropuueckas cripaBka, mepcoHainun. [pyImoBoit MOPTPET MUTH POCCHIACKONW MMITEPHUH M HCTOPHYECKAS
KapTuHa?
Hcroprueckoe BpeMs KaK XyJ0XKECTBEHHOE IIPOCTPAHCTBO.

Jlobyney FO. C.
HIKOJIA TAHIJEB “TAHIJKJIACC”, 2. Mocksa

PexOHCTPYKIMA TAHIA MATYMII 110 OAHOMY PYCCKOMY HCTOYHHUKY

Hoknao c npezenmavueit

[IupoxoussecteH ¢axt, uto B Hauane XX Beka B EBpone u CIIA u3naBanock MHOXECTBO OpOILIIOp
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Dunumonos /. A.
CTYIUA CTAPUHHOI' O TAHIIA TK MT'Y “30JIOTHIE JIECA”, 2. Mocksa

I'poccdarep: 3aKkII0YUTENBHBIN TAHEL PYCCKOI0 aMIINPA

Hoxknao

B pycckoii MeMyapHO#i JIUTepaType 4acTo BCTpedaeTcst TaHel I'poccdarep (OH ke a Jis rpek) Kak
3aKJTIOYUTENBHBIN TaHel| Ha Ganax. JIo cux mop B yueOHHMKAX HE HAXOJHUIOCH OMMCAHMiT HTOTO TaHI(A, HO JIHIIb
HaMEKH, YTO 3TO OBLI UMIIPOBU3ALMOHHBIN TaHEI] B KOJIOHHY WIIH LICTIOUKY.

B HenmaBHee coBMmecTHOe mccienoBanue aBropa ¢ Errenmeit Epemunoii-ConennkoBoit u bopucom
CrpaTninaToBbIM OBLIO TOKA3aHO, YTO, HECMOTPS HAa YKOPEHHUBIIYIOCS TPAIULIUIO CUUTATh 3TOT TaHEL TAaHLIEM
ere [TerpoBckoro Bpemenu, ['poccarep Tem He MeHee OTHOCHTCS CKOpee B Meproay nepBoit yerBeptu XIX
Beka. Kpome Toro, B ykazaHHOH paboTe OBUTH JaHBI CCBIIKM Ha HECKOJIBKO HalIEHHBIX CXEM 3TOTO TaHIIA.

B HaCTOHHICﬁ pa60Te IIPUBCACHBI U UCCIICAOBAHbI BCC NMCIOLIUECS CXEMbl (K HacCTOAILIEMY MOMCHTY
HaﬁHeHO YETBIPE OHHCE).HI/IS[). HOKa?;aHO, 4To Fpoccq)aTep HUMECT MHOT'O 06Luero C KOHTpAaHCaMH B IOCTPOCHUU
JIOHTBEH U C IOJIOHE30M. YKa3aHbl BO3MOYKHBIE CBSI3H C AJIEMaH10M WIN JICHAJICPOM, UCCIIEOBaHbI 0COOEHHOCTH
Iaros.

Cmpamunamog b.1I.
KJIVE HCTOPUYECKOH PEKOHCTPYKLIUHU U POJIEBOIO B3AUMOIEHCTBUA
“34A3EPKAJIBE”, 2. Apocnasns

®@urypsl Grand Rond B pycckuX TaHIeBaJbHbIX HCTOYHMKAX

Hoxknao

OnmHMM M3 CcaMbIX HONYJSPHBIX TIPYINIOBBIX TaHLEB pycckoil OanpHOM mporpammel B XIX Beke
ABIsUIach (hpaHiy3ckas kajapuib. Ha nporspkeHun psija et ee ycroiunsas Gopma U3 MATH WK mecty Guryp
MIPaKTUYECKU OblIa HEM3MEHHA, B TO BPEMsl KaK TEXHHMKA UCIIOJIHEHHs B TEUEHHM BPEMEHH YIPOILAIACh, H
HaKOHEI| CBEJIaCh K MPOCTBIM IIaram.

B koHIle Beka mociie (puHana KaJpuiid HAYMHAIOT UCTIONHATH PsiI Pa3iInYHbIX (UTYp, MOCIEN0BaTeIbHOCTD H
BHJI KOTOPBIX 33/1aBall PaCHOPSAUTEb. DTH (GUIYphI MOIY4MIN B 00IIecTBe 00001IIaolIee Ha3BaHHEe “TpaH-
pon”. Llens Moero ToKIana - H3ydeHne JAaHHOTO SABJICHHUS 1 0000IIeHIe HMEIOIIEeHCsT HHPOPMALIHH.

B noknazne OynyT pacCMOTPEHBI CIIEIYIOIINE BOIPOCHL:

1. O630p nuTEpaTypBhl, COAEpIKAILCH onucaHus GUryp, ykasaHuii AJ1st pacnopsAnuTeNs U
pyKoBozcTBa Ui TaHopoB. [lepuon yBiedeHus rpaH-poHoM B Poccuiickoit uMiiepuu, Ha OCHOBaHUU
HMEIOIHUXCS HOCOOUI 110 00LIIECTBEHHOMY TaHILy U Xy/IOKECTBEHHOU JIMTEPAType.

2. PernoHanbHbIE pa3nnuyus B UCIIOJHEHHH.

3. IIpuHIUTBI PyKOBOACTBA H POJIb PACHOPSAUTENS.

4. Hawubomnee pacupocTpaHeHHbIE (DUTYPHI U MTOMYISIPHBIE ITOCIIEJOBATEILHOCTH UX UCTIOTHEHHUS.
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HCIIOJIb30BaThCS TEXHUKA Bayibca. [1o CHaCTIIMBOMY O6CTO$ITCJ'II>CTBy (B JHCBHHKaX Moxana BrojoBa MHOTHE
TaHIbI Z[aTHpOBaHbI) MBI MOXKEM paCCMOTPETH 3TOT IIPOLUECC ¢ TOUYHOCTBIO 10 roaa.

Tak, BiepBbIe BaJIbC yIOMUHAETCs B 1773 rofy —paHblile, 4eM B U3BECTHBIX HAM COOPHUKAX KOHTP/AHCOB
Ipyrux cTpas, u g0 1781 roaa ucnonb3oBanue ero ObiI0 oueHb peakum. Ho OykBanbHO B TeueHue 1782 roma
CHTyallust pe3K0 MEHSACTCS — YIIOMUHAHYS BaJbca MOSBIIAIOTCSA HE TOIBKO B KKIOM BTOPOM TAHIIE, HO JUIL
HOBBIX TaHIIEB BCE PEXKe NMUIIYTCS MEIOAUHU B pazmepe 2/4, u Bce yamie — 3/8. U Takast cuTyanus Coxpansiercs
II0 KOHIIA CTOJIETHS.

Taxoke B fokiazie OyayT pacCMOTPEHbI 0COOEHHOCTH IIPUMEHEHHS BalbCa B PA3HBIX TUIIAX TAHLEB — B

aHIJIE3aX U BO @che3aX.

Qunumonos /1. A.
CTYJUA CTAPUHHOI'O TAHIIA TK MT'Y “30JIOTHIE JIECA”, 2. Mockea

Baasc JIropoBuka XVI

Coobuenue

B coobmenun OymeT paccka3aHO O HalIEHHBIX HENABHO YNOMHHAHHAX M ONHCAHUAX Balbca BO
BpemMena Jlronosuka XVI.

Susan de Guardiola
NEW ENGLAND REGIONAL FELLOW

Quintuple-meter dances from 1840s-1930s

Hoxknao

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.
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The Five-Step Waltz

Created in Paris almost contemporaneously with the Perrot/Cellarius cing 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
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. Xaiioenvbepe

“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 1814—15, 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.
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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 Teitsch, which is made of the contraction of
Deutscher Tanz, so well as the presence of the term A/lemanda 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.
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