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Introduction to the new edition

apologia: | was a 20-something, so any stupidities are on me, not my
source material

| was a freshman at the University of Georgia in the spring of 1973 when
Dr. Jackson Kesler, the costume professor in the Department of Drama &
Theatre, taught a graduate-level class called “Period Dress, Manners, &
Movement.” In it, students researched the dances of a historical period,
recreated them, and performed them in period costume.

The idea was that an actor who learned to perform dances from a
historical period, in costume, would be more completely prepared to
perform in a play from that period, since they would already know a) the
restrictions the costume would impose upon them; and b) the kinds of
movement that would have been valued by the society of the time.

The following fall, Dr. Kesler and the students in that class decided it
would be fun to create a performing group to show off their research, and
the UGA Period Dance Group was born. | auditioned and was accepted,
and — nerd that | am and always was — quickly became the “chief
researcher” for the group. The GV section in the UGA library became my
haunt as | tracked down names, music, and choreography for the various
dances that became our repertoire for “Five Centuries of Dance.”

Then in the spring of 1974 | was more than a little surprised to be told by
my academic advisor that as a student in the honors program | was
required to submit a “honors thesis” of some kind. This document is the
result, and what you have in your hands is no more than a photocopy of
my original, hand-typed by hand (as we used to say in the costume
shop), and all those choreography diagrams inked in by hand.

What did a performance by the Period Dance Group look like?

We performed in the round, with our audience seated around the space
as if they were in attendance at the ball. We would enter, having
developed our own personae and shtick, in full chatter mode. We would
acknowledge the monarch, if any, and then perform whatever dance
usually opened a ball of that period. Then we’d romp through the rest of
the period, gossiping and flirting and dancing and generally having a
great time.

[I: The 17-century court in full chatter mode, lapdog and all]

(Go see for yourself at perioddance.org!)




Officially, the group had three goals: to provide an outlet for those
interested in dance to acquire new skills; to aid in the production, acting,
directing, and costuming of period drama; and to have FUN. Those
capital letters are actually in the original UGA Student Union organization
form, and needless to say, it was this third goal that has made Period
Dance live in our memories for all these years.

It is with that in mind that I’'ve decided to dust off this half-century-old
work and make it available to the theatre/dance community. The sources
| used are still available, and | would encourage everyone not to stop with
the dances I've included here. Go and see what we left out — there are a
lot of dances out there still waiting to be adopted! (For one thing, this
thesis was produced just before we launched our Bicentennial program,
“Two Centuries of Dance: Six Inaugural Balls,” so there are far more than
the four dances we performed for the 19th Century for you to discover.
Maybe I’ll bestir myself and produce The Compleat Period Dancer:
Volume I1.)

Remember: Have FUN!

[Note: Since the founding of the UGA Period Dance Group, resources for
historical dance have exploded online, both for music, choreography,
and costuming. (I mean, we used to have to draft our own corset
patterns!) One value of The Compleat Period Dancer is that it pulls
together more than one era and it presents every dance in the same
format. Your mileage of course may vary.]

Dale Lyles
dale@lichtenbergianism.com

October, 2026
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PREFACE

The idea for this paper began in the fall of 1973
when the Period Dance Group of the University of Georgia
was founded. We began work on the Pavane and the Galliard
and prasented our first performance to the University
Yomen's Club on January 8, 1974. Soon we were the favor-
ite new performing group, and there was 1o place to go
but up. The question was: which way was up? With this in
mind, the dances in this paper were researched and pro-
duced.

This paper, then, is divided into two sections: the
first section gives the original choreozraphy as found in
the various sonrces, and the second section gives the chor-
cography as used in performance by the Period Dance Group.
Tn cases in which the orisinal dancoe has no specific chor-
eosraphy, the choreography developed by the sroup is given
in Section II, but notes on performance and style in all
cases are given in Section I.

I

A note to the realer: sood luck!






SYMBOLS AND TERMS

L - left

R - right

# - gentleman, gentleman's, gentlemen, gentlemen's (in text)
* - lady, lady's, ladies, ladies' (in text)

O - zentleman, etc. (in diagrams)

O - lady, etc. (in diagrams)

M~ zsentleman Tacing R

P~ - lady walking forward R
plié - bend at knees, knees out,,body upright
elevé - rise on toes
1t = first position (FIG., 1)
2nd - second position (FIG. 1)
37dR and 3rdL - third positions right and left (pr1g. 1)
4thR, 4thL - fourth positions right and left (prg, 1)
5thR, 5thL - fifth positions right and left (r1g. 1)
S - Dasic Step
5I - basic Step 1
USI-r PTasic Step I - right
(RILR) or (rlr) - secquence of steps or part of TS begin-
ning with right foot
131 - 1 casic 3tep
f - forward (in 78 of Gavotte)
- backward (in 28 of Gavotte)
=

i

orner - in a square, the ¥ to L of #, # to R of ¥

‘

b

I-1 - PIRST FIGURL, measure 1 (under dia roms)
c

onnosite~ person across Irom dancer



GENBRAL DEPORTMENT

BOWS

AND CURTSIES

16th Century: Bow- L foot in a curve to 4thR; bend L leg,

17th Century:

18th Century:

19th Century:

mw
L

)

2

CORTING

ceeping the R foot sfPationary and the
R leg straight; bow from waist, keep-
ing eyes on lady at all times; eyes to
floor when to royalty; L arm from side
to behind back, R arm aecross front

Curtsy- R foot to 4thL; bend L leg, almost
sit; rise

Bow- L foot in a curve to 4thR; bend L leg,
pointing R foot, lifting R heel off
floor; bow from waist; L arm behingd
back, R arm with flourish across front

Curtsy- in 2nd, plié; look modestly at per-
son to whom bowing, then down; rise
looking at no one in particular

Bow- There were two bows, the forward and
backward, The forward was used for
every occasion; the backward bow was
used upon entering a room to salute
the company in general.

Forward- L to 4thR; bend L leg, point-
ing and sliding R foot forward; R arm

zestures out to the R

Backward- follows a forward bow- R to

2nd; bow; arms down at sides

Curtsy- in 2nd, plié; arms at sides FIG 19
Bow- R foot to 2nd, bend at waist, incline

head forward; allow arms to hang nat-
urally at sides

Curtsy- in 2nd, »nlid¢; arms at sides

AID DANCTING POSITIONS

16th to 18th Centuries: (entleman extends R arm, R hand

palr down. Lady places L hand
palm down on this. Arms are held
out, slighXly curved.

FIG 5

20




19th Century: Gentleman offers L hand to lady, who places
her L hand in it. He then places her L hand
in the crool of his elbow. (This is for
escorting. For dancing, the closed couple
position is used, except in the Lancers,
in which the hands are held down hetween
the couple.)

SPECIAL NOTE

16th Century: "At the end of the dance... the gentleman
steps .up to his partner, puts his right arm
around her shoulder and his left hand... on
her waist in front, and kisses her cheek.

17th Century: An artificial walk developed in which the
foot was drawn from 4th behind to 4th before,
just above the ground, the heel touching
first.

19th Century: %hen a gentleman offers a lady his seat,
he must stand, make his salutation, and
enga;e in polite conversation for a few
moments, in order to allow the seat to
cool from the heat of his body.



THE PAVANE

MANNERS AND STYLE

The Pavane was a slow, dignified dance used for
ceremonial purposes, such as the opening of balls. Ar-
beau states that "A nobleman can dance the Pavane with
cape and sword, and you others dressed in your long
gowns, walking decorously with a studied gravity, and
the damsel with chaste demeanour and eyes cast down,
sometimes glancing at the onlookers with virsinal mod-
esty. And as for the Pavane, it used by Kings, Princes.
and great lords, to display themselves on some day of
solemn festival with their fine mantles and their robes-
of ceremony: and then the queens and the princesses and
the great ladies accompany them with the long trains of
their dresses let down trailing behind them..."1

Althouch the Pavane is generally consSidered to have
been a slow and solemn dance, the early pavanes were, in
fact, written in galliard rhythm. The dance had, there-
fore, a certain gaiety, but a galety combined with tre-
mendous dignity and restraint. ?

To take position to dance, the gentleman stands with
his left hand behind his back, palm out. His right hand
he extends to the risut and forward, and T e lady places
her left hand upon it. (Zarlier in the century, the gen-
tleman's hand wes on top, holding the lady's beneath it.)
The lady's richt hand rests on her gown.

is a matter of style, the head should be turned in
the direction of travel (except during the pivot), but
the body should remain parallel to the two lines of
dancers. During the pivot, partners should look at each

other; during the rest of the dance, every opportunity



should be taken to catch the eye of one of the other
dancers down the line. This should introduce that

"certain gaiety."

BASIC STEP

The Pavane had no set basic step, other than a cus-
tomary sequence of two singles and a double. However, the
execution of these singles and doubles varied. Sometimes
the single consisted of just a step and a close; some-
times there was an elevé included. The double was a sin-
gle with two extra steps before it.

CHOREQGRAPHY

Again, there was no set pattern that the Pavane was
danced to. It could be procession around the room or up
the center of the room. It could be danced straight for-
ward, or a sequence of advances and retreats could be
used. Sometimes, the dancers formed themselves into two
lines facing each other, and asdvanced and retreated to
and from each other., It is this concept that has been
used by the Period Dance Group; the choreography designed
for this dance will be found on page 62.




THE GALLIARD

MANNERS AND STYLE

The Galliard was by far the most popular dance in
16th century England. Arbeau says that "one must be blithe
and lively to dance it,"1 and Arena speaks of "the new
and graceful Galliarde which is to make our bodies sweat
exceedingly.”2 Elizabeth herself would dance six or seven
Galliards in the morning for exercise.

"hen the dancer had chosen a damsel and led her to
the end of the hall, after making the révérence, they
circled the room once or twice together simply walking.
Then the dancer released the damsel and she went dancing
away to the other end of the hall, and, once there, con-
tinued to dance upon the same spot. In the meanwhile, the
dancer having followed her presented himself before her
to perform a few passages, turning at will now to the
right, now to the left. This done the damsel danced her
way to the opposite end of the hall and her partner,
dancing all the while, pursued her thither in order to
execute more passages before her. And thus, continuing
these goings and comings, the dancer kept introducing
new passages and displaying his skill until the musicians
stopped playirg. Then, taking the damsel by the hand and
thanking her.he performed the révérence and returned her
to the place from whence he had led her forth to dance."3

There were many variations of the Galliard step,
which was called cing pas, or five steps, because the

fifth beat of the measure contained a rest rather than
a note; a saut, or leap, was executed on this beat. All
variations (there were also eleven step sequences) con-
sisted of vigzorous kicks and hops for the men, and in-

tricate, small steps for the women.



On the posture, or sixth beat, the effect of grace
is heightened if the pointed foot is placed in front of
the other foot and the body is inclined to the same side,

FIG 2

throwing the hips slightly to the other side,

BASIC STEP I
Measure Beat
T

hop to L foot, cross R leg in front
hop to R foot, cross L leg in front
hop to L foot, cross R leg in front
hop to R foot, cross L leg in front
hop or jump to I foot (saut)

point R foot in front on the ground
2 repeat with opposite feet

BASIC STEP IT
Measure Beat

1 1 hop on R foot, swing L leg straight for-
ward
hop on R foot, swing L leg straight back
hop on L foot, swing R leg straight for-
ward
nop to R foot, swing L leg straight for-
ward
hop or jump to I foot
point R foot in front
2 repeat with opposite feet

BASIC STEP II1
Measure Beat
1 1 hop on L foot, cross R foot behind to
5thL
2 hop on L foot, cross R foot in front to
5thR
% hop on L foot, swing R leg straight back
4 hop to R foo$, swing L leg straight for-
ward
hop or jump to L foot
point R foot in front
2 repeat with opposite feet

PASSAGE FOR A LADY
Measure Beat
1

O\ Win =

N = W N

[OARG ¥

op on L foot, step to the R
lose L to 3rdR, 1ift R leg
op on R foot, step to the L
close R to 3rdL, 1lift T leg

n
c
h

AN P -



Measure Beat

5 hop to L foot
6 point R foot in front
2 repeat with opvosite feet
CHOREOGRAPHY

As was described in MAWNNERS AND STYLE, the Galliard
had no set choreography, but was rather an improvisatory
display of the gentleman's ability which the lady and
the rest of the company admired. The adaptation developed
by the Period Dance Group will be found on page 64.




THE ALLEMANDE

MANNERS AND STYLE

The Allemande, also known as the Almaine, came from
Germany, where it was a steady, heavy dance in 2/4 time,
usually followed by a lighter strain in 3/4 time. The
English lightened the dance to suit their taste by quick-
ening the tempo and introducing hops between the steps,
making it a dance of high spirits.

The Allemande position consists of the gentleman's
standing behind the lady and to her left. She rests her
left hand on his left hand, which is held in front of
him at chest height. The right hands are held at the
lady's right shoulder. The turn from this position to
the reverse is made clearer if the dancers will stand
in this position and turn simultaneously to the right,
keeping the hande joined, but reversing their height and
position. When not in this position, eye contact should
be kept up.

BASTIC STEP I forward
Measure Beat
1

L foot to 4thL

R foot to 4thR

L foot to 4thl

cross R leg in front of L leg with knee
vent and hold (this is where the English
introduced a hop)

2 repeat with feet reversed

AN PO -

(A

BASIC STEP I sideways
like BSI forward, except lead into 2nd, 5th, 2nd.

BAGIC STSEP IT

lieasure teat
1

foot sideways to 2nd
leg crossed and hold
foot sideways to 2nd
leg crossed and hold

A=AN Y -

fogli=v =5l ey

FIG 4
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BASIC STEP III (3/4 time)

Measure Beat

1 1 L foot to 4thlL (slightly diagonally L)
] R foot to 4thR
2 1 L foot to 4thL
3 hop on L foot and cross R leg in front of
L leg, simultaneously turning the body
toward the R in order to begin the next
two measures sligntly diagonally R
3=4 repeat 1-2 with feet reversed
CHOREOGRAPHY
@3 2.8 5 o>
) | o, © ':"""OE'—‘D —-my R
[} a N \ la
o, mo" o <—gol-- W ~ ___©
Beﬁinnin’ l °'b 7 - ‘l
FIRST FIGURE
lMeasure
1-5 BSTI straight forward
6 (RIR) % turn R in place; # and * are now
reversed
T-11 BSI bvack to starting place
12 (RLR) % turn to face each other and join
both hands, holding them at head height
-7 @ ‘ \ ¢
M. ! ‘} 2’ a Q}b &
"/
3-8 To-13 ; 29
1% BSI-(IRL) sideways, holding R hands
14 BSI-(RIR) sideways, holding L hands; then
drop hands and hold slirshtly open, at
shoulder heirnht
15 BSIT in place
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Measure , ‘
16 % turn I, hold R hands, and dance BSI-(IRL)
around partner
17 BSI-(RLR) continue around to partner's
former place
18 BSI-(LRL) turn to partner and take hands
as at 12
18-23 repeat 13-17 with opposite feet, hands, and
directions
24 BSI-(RLR) to starting position for next
figure; * must stop when they get in pos-
ition and # swing around behind, taking
hands; other couples prepare to dance
_ ] 4
R o ST oy AT A oy
ime., 'om we¥ fme lon mew ‘we onlfe
- n (’.'-;.-.é::: O‘DB‘ 2 G:Q u 0.. O:.QJ. -0‘ Rz u o ‘ ;?.i
A : o, fE A (et e
Second F-'aure Third Fasurc Fourth F:,bu»e

SECOND FIGUUE - like FIRST FIGURE,

THIRD FIGURE - like FIRST FIGURI,

POURTH PIGURE - like FIRST FIGURLS,

except all couples

dance

except that it is
danced in curved lines rather than
straignt ones

except that it is
danced in small circles; at 12, # dance

in place, allowing * to dance a little
further and turn to face #, so that ¥

will dance L into the center of the circle

394 . L4l -.014
R -
; O o 7
] © L N
S :
o
LO ... .y 3 3a
Fibth  Siqure
PIFTH FIGURE (in 3/4 time)
1-20 counles form the lar~we circle at 4 and

dance counterclockwise with BSIII




lleasure
- 21-24

2=
33-36
37-48

12

# dance almost in place and lead ¥ in %

circle; # are now on outside of circle
BSIITI clockwise

turn again, # dancing around *

BSIII counterclockwise, or exit

The adaptation of this choreography used by the
Period Dance Group will be found on page .



13

LA VOLTA

MANNERS AND STYLE

La Volta, Volta, Lavolta, all are the name for the
turning dance which later developed into the Waltz. In
its time it was remarkable for the personal contact, the
turning, and the lifting of the lady. (One version even
had the lady lifting the gentleman as we11.1) Its critics
considered La Volta to be bold and indecent, holding it
responsible both for pregnancies and for miscarriages.

During the turning, the head should be turned in the
direction of travel. As for the 1ift, Arbeau tells his
young gentleman pupil to "release the damsel's left hand
and throw your left arm around her, grasping and holding
her firmly by the waist above the right hip with your
left hand. At the same moment place your right hand below
her busk (flat, lower part of the corset) to help her to
leap when you push her forward with your left thizgh, She,
for her part, will place her right hand on your back or
collar and her left hand on her thigh to hold her petti-
coat and dress in place, lest the swirlins~ air should
catch them and reveal her chemise or bare thigh."

This procedure is not usually possible today, so
the gentleman's hands on the waist will suffice. During
the SECOND SxQUENCE , eye contact should be made, except

at the passage in which the dancers are nassing each other.
At the passage in the THIRD SUQUANCE in which the dancers

are in the Allemande position, the lady should look over
her shoulder at the gentleman; there should be sz pause

at this point before proceeding to the next measure.
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CHOREOGRAPHY

The choreography for La Volta was patched together
from several sources, and thus is the distinctive prod-
uct of the Period Dance Group. This adaptation will be
found on page 68,
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THE BRANLE A MENER DE POITOU

MANHNERS AND STYLE

The Branle a lMener de Poitou is one of the many
branles of France in the 16th and 17th centuries. The
branles in general were used like the Pavane, for the
opening of balls and such, and in fact, most branles had
the same pattern of two simples and a double. The dis-
tinguishing features of this branle were that it was
danced exclusively to the.left, had a figure rather than
being danced in a circle or a straisht line, and is
thousht by many to have developed into the Minuet.

As the music starts, the leading gentleman maxes
a2 reverence to his partner and begins dancing; the other
dancers join in, linking on to the first couple to form
a chain and being careful to stay in step. The leader
leads in a circle, then starts out in a straisht line to
the side. At the end of the line (which he decides upon),
he makes a sharp turn to face the line of dancers and
starts a new line, At the end of this track, he turns
again to put his back to tne line. This is repeated for
as long as desired.

In turninc the corners, and in the opening circle,
hands are held at shoulder height; but in the straigit
lines, the lead gentleman's right hand, holding his part-
ner's left hand, rests on his waist, knuckles turned
inward. The lady holds the hand of the ~entleman follow-
inz her in the same mannor, and SO on down the line.
There is no specific time or step on which to 1ift hands
to turn corners or to put them back after doins s0j it

is 2 matter of personal convenience.
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When the lead couple wishes to retire from the
dance, the gentleman offers the lady both hands and leads
her away from the other dancers to make the reverences.

Also, in keeping with the general period, no plié
should be introduced into the basic step.

BASIC STEHEP (sideways to the 1)

Measure Beal

1 1 R foot strongly to 5thR, elevé
3 T foot to 2nd (on toes)
2 1 R foot to 5thR
5 I foot to 2nd, lower heels
% 1 R foot to S5thR, elevé
3 L foot to 2nd
4 1 R foot to 5thR
2 L foot to 2nd
B R foot to 5thR
5 1 L foot to 2nd
3 R foot to 5thR
6 1 L foot to 2nd
2 lcwer heels

IXIT SHQUENCE - for leading couple

Measure Beat

1 1 close R to 5thR, elevé’
3 # 1, foot to 2nd, turning to face partner,
take both hands, lower heels
2 # slow step back on R, rising and lowering
¥ glow step forward on L, rising and low-
ering
3 # slow step back on L, rising and lowering
¥ glow step forward on R, rising and low-
ering
4 1 # vack, * forward, #R, *L
2 #L, *R
3 #R, *L
5 1 #1, *R
g AR, *1L
3 release hands #L, *R

6 roverence to company

CHOR EOGRAPHY

Tike many dances of this period, the Branle had no
set choreorraphy, the length and firure being determined
by the dancers. The FPeriod Dance Group's alaptation of

-

the Tranle a Mener de Poitou will be found on page 70.
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THE COURANTE

AN LIRS AND SEYLE

Although it reached its peak of popularity in the
late 16th century, the Courante in this form was danced
well into the 17th century. The tempo was slower than
originally, bhut btacically it was the same dance, though
as tTime went on the pantomimic element became less and
less pronouncazd. (Later, the Courante changed altogether

and became "mors of a march or walk, full of stately

- s |
poses, than a dance, for the feet never left the floor."))

The gentleman should place his hands on his hips
whenever they are not in play. Lilewige, the laly's hands
should rest at her sides. It should be kept in mind that

at this time tle Jance was zay, yebt restrained.

BASTIC STEP L
leasure Beat

6 from 1st, hop on R oot (swinging L 184°:
forward) .
1 1 spring onto L foot simple
3 spring onto R foot .
4 spring into 1st 8
6 hol’j O]’] L foo_tc'ocoouco.ot LR T N I A ) loo.Q:
[5) o 3 r i £ .
2 1 opr}né on?o R iomt simple
5 sprins onto,L foct .
4 spring into 1s% .
6 T:.Op O]’IH foot"-....o...-.-........-....:
% 1 spring onto L foot .
3 hop on I foct .
4 spring onto R foot donb{n
6 hop on R foot I ae
4 1 sprins onto L Toot .
3 spring onto R foot i
4 spring into 1st .

Yl

Bas3IC 375P R reverse feet

e
Fa Y




CHOREOGRAPHY

PIRST FIGULE

18

! -~
—— 0 .. Yo oy '
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2
u 1 D é ______-,D :.‘6 .- ’{f\
) n
—> o 2 Pt
4..._.-.['.-Db ';l]
[ ~& 3-4 7-9.
lleasure
AR ) # to ¥; ¥ in place
BSL =4 * pass # on L, to # original places,
. without turning; # $turn R in place
e rrbeb # to *, ending behind and slightly L; * in
. place
BSR 7-8 # lay R hand on * R hip; join L hands;
R dance in a curve R to center line
35 3 J‘E
'] 7 TN A
v 14 { ! // VL
e 11/ 8 e
L l /o
¥ B.¢ & L
9-10 fr-12 13-4
***9-10 couples 1 and 2 take #R, *L hands and
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C{?0.00‘
= H
—

—

|

—

N

o

TR 2T AR
o |
[ype

dance backward
#3 and ¥*3 dance
#2 agnd ¥2 dance
#3 and *¥3% dance

backwara

diagonally forward,
diagonally forward,
on outside

L,
#L,

#1 and *1 dance
#1 and *1 dance
#2 and #3% dance
*¥2 and ¥3 dance
all dance
nariner

backwe

backward in center

dia~onally forward,

vackward on the L
baclkward on the R

] o 1
rd; at 16, =

=R
*R

turn to faoce



SECOND FIGURE
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o i W LD
< Ty A A 2 /! ; /
(D --o° (. ¢ Q7 nlo crulcy
’ i '
A o s 89
A N ‘40&” ‘6
ﬂx
T ‘s
CD} < n
- 7-3 9-10
Measure
13éI'J"‘1--2 # and * toward cach other
- 3=l all turn 3 L and return to places; % turn L
10 5.6 all dance to partner and take position of
. measure 9 in PIRST FIQURE, # turning % I,
. *AN—R
. pre
BSR  7-8 counle 1 dance forward and % turn R
: couple 2 dance to L of couple 1 and % turn R
. couple % dance to R of couple 1 and % turn R
2 1 b)
? @ @
| {
b L? Q E t 3
~ n
Loob vRY A o 3
B R [ S | g P ¥
2 | 3
- 12 I~ 14 15 -1k
0 9-10 # % turn R and dance forward
BSL ¥ } turn L, forward, and 3 turn L
. 11=-12 * dance to L of partner; # % turn in place
et 13-14 # forward, % turn R in place; * forward
BSR 15-16 # to R of partner, % turn L
: take #R, *IL hands




THIRD FIGURE
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@
v, -
o % -0
] ™ &3 " L2
ne " "'
BKO ae B} 8. a!e EL?
(-~ 2 3-4 5-6
lieasure
M ey couple 3 dance diagonally L
. couples 1 and 2 in place
ngy  o-4 couple % diagonally L
T couple 1 diagonally L
: couple 2 in place
M ST couple 3: # 4 turn L and forward; * in
. place
& BSR couple 1 diagonally L
2 couple 2 diagonally
N /N 7
<@ ~» 4 /O‘L
N ? /f/ ’ O:L © t G 3
Z“o l__,Q n D n
Ny >
. a1 1o
1 gsp -8 #1 and #2 % turn L, forward; all # % turn R
B *¥ dance in place; at 8, 4+ turn L
B3L***9-12 couple 2: gplit outward and lead line back
B;é"'13—16 couples meet, Jjoin hands, dance to form
DD 1 ¥ " -
. horizontal" line

oooooooooooooo




FOURTH FIGURE
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. : ) & > ¢ :
R €8) 6 Fr 9% 93
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S B N I S
: : : X ! '
{0 © Lo N b e
".Dl -.D\ ‘D)
-4 5-k 1-9
leasure
MM P couples pivot £ to face R (# around, * in
BSL place)
. 3-4 couples forward
$rrrr5-6 couples pivot % R
BéR 7-8 couples forward; % turn to face each other,
ki take both hands
1“ l[ 3.‘\ x \ 3
‘0\\620‘;\3/ - Re We Re
LS - et . . - A\ A A
v vV P UP RP
G-10 -1 15- e
[;i"'9—10 ronde % L, release #R, *L hands
e 11-12 forward
ﬁ;é"‘13-14 loose hands, % turn #L, *B
=2 15-16 all take hands in a row and dance forward

The adaptation used by the Period

be found on pasze 71.

Dance Group will
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THE GIGUE

MANNERS AND STYLE

The Gigue was a country dance adopted by the Court
along with many others. The stamping and clapping present
in this Gigue are reminders of its origin.

The four couples dancing stand in lines facing each
other, but at opposite sides of the room, men in one
line, women in the other. Hands are held at shoulder
height in pgraceful curves, except for the outside hands
of the dancers on the ends of the lines; these are held
on the hips. To facilitate matters, the right hand should
be held palm up to receive the left hand, .which ig held
palm down. (This is when men and women are in their res-
pective lines; when partners are dancing, the man holds
the lady's hand in the usual manner.) Heads should be
turned in the direction of travel, except while turning
with another dancer, in which case eye contact should be
made. Eye contact should be maintained with one's own

partner whenever possible.

BASIC 378P I - L
Measure Beat
1

foot to 2nd

1 L
3 R foot to 1st and chassé L foot
4 L foot to 2nd
6 R foot to 1st and chassé’'L foot
2 1 L foot to 2nd, loose hands, 3 turn L,
join hands
% stamp R foot in 1s?T
4 stamn L foot
AsIC 870P I - R - reverse feet
BASIC STIP IT - R (Pas de Schottisch or travelling step;
perforned flat and gliding on talls of
Measure Beat feet.)
1 1 R foot to 4thRk




Measure Beat

3 L foot to 3rdR, swing and stretch R foot
in front

4 R foot to 4thR

6 hop on R foot, swing and stretch L foot
in front

BASIC STEP II - L reverse feet

CHOREOGRAPHY
FIRST FIGURE

- -©008
~- e e

q ['\ . '
8 i e
i | / o
- \oq
I-12 13~ 16
lieasure
1-2 BSI-L toward the L
F=d BSI-R to R
5-6 BSI-L to L
7-8 BSI-R to R
9-10 BSI-I to L; start turning the chain back
in % circle
11-12 BSI-R to R
13-14 loose hands and after 1/8 turn, dance BSI-L
to L, diagonal-wise
15-16 BSI-R 4o R and conclude with 148 turn to

face partner, forming the lane
SECOND FIGURE

- ~ 7 R
TN P
\ © ! / Q:) (’ '‘a :;l‘i
i | o\ 1 Z;B 01 ’! ) | ‘y
i | e e ©°F 2@/ O
«1 ¢ O "3, L ©vs
/\// “~0 ne- T
-4 5-% 9-/6
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Ileasure
1-4 couples 2-4 kneel, I knee on floor
#1 and *1 dance BSII (RLRL) to the end of
the lane, hands (#L, *R) joined over the
kneeling *; The kneeling couples clap:
1 1 clap
4 clap
2 1 clap
3-4 repeat
At measure 4, couple 1 stamps on the steps
5-8 couple 1 returns over the kneeling #; others
clap; at 8, all coupnles stand and stamp
with counle 1
9-16 repeat 1-8 with couple 4
§ 1
IQ "Q' L -
a(’ {‘)L 17 12
' kéa ¥ 03
4 © U "H\ 2 2T
I7- 20 32
17-20 couples 1-% hold both hands in an arbor
17-19 1 # R to 2nd, * L to 2nd
4 # L to 1st, ¥ R to 1st
20 1 # R to 2nd, * L to 2nd
3 # stamp I to 1st, * stamp R to 1st
4 # stamp R, ¥ stamp L
for couple 4
17-19 dance BSII under the arbor, with-
out hopping
20 take place at end, join hands,
and stamp
21=-24 repeat 17-20 with couple 3
25-28 repeat 17-20 with couvle 2
29-32 repeat 17-20 with couple 1; at 32, couples

L furn to face front; loose #L, *R hands
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THIRD FIGURE

™
[
{ i
Coennn a,..l.e 'q 'é\
< .ale b’
Aoy ‘(l 04
(-4 -
Meagure
1-4 couples 1 & 3 BSI-L, BSI-R,to L
couples 2 & 4 BSI-R, BSI-L, to R
5-8 couples 1 & 3 BSI-R, BSI-L, to R
couples 2 & 4 BSI-L, BSI-R, to L
at 8, loose hands and % turn on stamps to
face partner; rows join hands
9-12 both rows BSI-R, BSI-L, to R
13-16 both rows B3I-L, BSI-R, to L

FOURTH PIGURE
During the FQURTH FIGURE, the stationary couples clap
and stamp. While stamping, the hands are kept on the hips.
Four measure pattern:

1 1 clap
4 clap
2 1 clap
% 1 stamp L
4 stamp R
4 1 stamp L
1y -0 ! :

N ©) LT
ka 02 i L ﬁl(‘& > L
7@ ©) 334 ©7
"R | 04 ¢ A 04

=1 34 5-6
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lMeasure
1-2 couple 1 pass by each other with a short

R handreach, beginning with BSII-R; #1 to
*2, ¥1 to #2, take L forearms
4 circle each other, then loose arms; #1 and
*¥1 to0 center
-6 #1 and *¥1 R forearm swing

8 #1 and *¥3, *¥1 and #3 L forearm

10 repeat 5-6

=12 #1 and *4, *1 and #4 L forearm

#1 and *1 dance through the lane, #1 cross-
ing behind *1, briefly taking her upheld
R hand with his R hand. As they reach their
places, they stamp with all couples:
16 1 stamp L

% stamp R

4 stamp L
17-32 repeat 1-16 with couple 4, reversing order
of pairs
FIFTH FIGURE
SN { © 1
< v Y,
o> R

D
L 8"
-4 4-iv
Veasure
-1 # and * 1/8 turn L; BSI-R, BSI-L sideways

to R. nacsing bheforc partner




Measure
5-8

9-12

13-16

SIXTH FIGURE

27

# and ¥ return, BSI-L, BSI-R to L until
facing partner; join both hands

couples 1 & 3 dance backward (from #'s
viewpoint) stamping on concluding steps
of both B3I

couples 2 & 4 dance forward and stamp
couples wveturn to starting point; at 16,
loose hands and turn back to the lane,
stamping on the concluding steps

- -

{ 3 v N .
WA 4 ae me 5o we ‘
: \
20/ _ -
WY 25 de
/R AN e @« o E\/\g
' 4 > 3 4
A +0/
o (Women are revessed
-2 3-49 -6
lleasure
1-2 #1 and *1, #3 and *3,beginning wit: R,
join R hands and dance BSII % turn R
#2 and #4 dancc backward % turn R
*2 and ¥4 dance forward 3/4 turn L
Two rows will be formed, # facing in one
direction, * the other; rows join hands for
"Balance in Line" with "Scottish Branle"
3 1 small spring with R foot to Znd
4 hop on R font and cross L les in front
4 1 spring with L foot to 2nd
4 hop on L foot and cross R leg
5-6 people in the center of the rows loose
hands and & circle around the person with
whom they are holdinz hands (BSII-R,L)
7-8 like 3-4
9-10 like 5~6
11-12 like 3%-4
13=-14 #1 and *1, #3% and *3, join R hands and &
circle R
#2 and #4 forward to pnlace with & turn L
*¥2 and *4 Torward to plac: with 3/4 turn R
15-16 counles 1 & % loose I hands, dance back

- 5 % axole v oy il . W——
to places; all stamn last steps, hands on
hi

£

.
.

w
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leasure
15 1 stamp L
4 stamp R
16 1 stamp L.
3 stamp R
4 stamp L
b 2 pag
4 ‘ -7 1 \
Id
a b /// O- O
‘\~L\ é’,/ Qﬁc
\U '\\ 2 1
N
~
NN 1O 03
N © y<@ O
4 ¥
7T -20 15-2%
17-20 #2 and *¥3 dance toward and past each other
passing by R shoulder, backward L shoulder
#3 and *2 dance back and forward diagon-
ally
couples 1 and 4 clap and stamp as in FOURTH
FISURE —
21-24 repeat 17-20, #3 and *2 dos & dos-ing
25-28 couples 1 and ? join R hands and moulinet
couples 3 and 4 join L hands and moulinet
29-721 all couples switchh hands an® dance other
way
32 drop hands; couples join both hands
SEVENTH ITGURL
T, Sl '
N, g\ " L& { R l Q
© 5 .. ‘
Q! v T Y
o4 3 pBE
) A ¢
j/ ® ‘q‘ 100 ’
< N\ T
-y 5-%
easure
1=-4 all couplcs dance outwards, ToI, without
letting go hands and witheut turning;




Yeasure

29

# dance BSI-L, ¥ BSI-R; then loose hands
and % turn to face out

all couples dance BSII (IRIR), turning L
to center; join hands in a circle

BSI-L to L on circle (stamping without

turning)

B3I-R to R on circle (only chassé, no
stamping)

stamp R foot (in 1st)

capriole L (jump, kick L front and back)
land in 3rdit and hold arms up in curve

The adaptation used by the Period Dance Group will
be found on page 72.
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THs GAVOTTE DU ROI

HMANNERS AND STYLE

This Gavotte was composed for Louis XV of France
when he was six years old.
The four BASIC 3T.UP3 ziven below are actually the

same step (Contretemns) in different circumstances. It

is hot necessary to learn each one as if it were a sep-
arate step. The point is that the contretemps is always
besun with the inside foot (partner-wise), and the step

on the third beat, after the ascenmblé, is always a step

to the rear, Therefore, when the contretemps just finished

has been to the back, then the outside foot dteps back,
leavine the insid~ foot forward to begin the next con-

tretemps forward. Likewise, after a forward contretenmps,
the inside Foot =teps back, ready to bhesin the next con-
tretenps backurard.

“;SIC Sl R forwar
leasure Heat

1 1 homn on the T foot
2 step Torward on R foot on toes
5 uten forward on 1. foot on toe:
4 hold

2 1 nop into 1st (Assembld)
3 R foot Laock to 3rdl

BASIC 5TEP R backward
hop on R foot
step back on I
step back on
hold
assemblé
ide
1

L foot wack to 3rdR

oot on *©

LT oes
R foot on toes

R e T A
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BASIC STEP L forward
Ileasure Beat
1 1 hop on R foot
2 otmp Torward on L foot on toes
3 step forward on R foot on toes
4 hold
2 1 ascenblé
3 L foot back to 3rdR

DASIC 37EP L backward

1 1 nop on L foot
2 step back on R foot on toes
3 step baclm on L foot on toes
4 hold

2 1 acsemhlé
3 R foot back to Prdl

is a simple rule, "SR are uscd when the pariner is
1L

on the R; BSL are used when the partner is on the L. #
and * arc onposite feet, therefore.

CHORLOGRAPI!

u@onlne Yood's written choreography was unintell-
igible, and no diagrams wexe include., Therefore, the
Period Dance Group worked out a choreopraphy boced on
whatever comld be deciphered from Wood. This a’aptation
will be found on page 73,




32

THE COTILLION (18th Century)

MANNZRS AN STYLZS

In 1651, John Playford published a book called The
snglish Dancing Master. In it were the country dances
which Elizabeth had had brought to court late in her

reign. They had become very popular, and had crossed the
Channel into France almost immediatély. The French took
the country dances and modified them over the years so
that the "contredanse" that crdéssed back to LEnsgland in
the 18th century was no longer recognisable to a society
that had forgotten the originals anyway.

The Cotillion (or Cotillon) was one of these contre-
danses and was the m
the fifth fimre of

of contredanses,

0
ost popular. Later it developed into
t

ne Quadrille, which was a collection

The dance should be kept 1lisht at 2ll times. Feet
should be Turned out during the chassés which are used

during some of the fi ures. llost of the lance is walled.

BASIC 5757 to the R (Chassé)
Leat
1 bring I foot to 1st, striking R foot and
liftins R foot to the R FIG 8
5 hop to R foot, raising L oot in pre- FIG 9

paration for the next chag:-é

L QT ey 4 T - “r 4 R
2A85T0 SUEP to the I - reverse fuoet

BASIC 3uiF forward and vackward - drive from rear or
front wit® specifi Toot
Technically, each chassé takes one besat of
i

e rmigsic to
neriorm, 50 the thres-count is for the trinlet.
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CEOREQGRAPHY

Unfortunately, as valuable as llelusine Wood's books
have been, they do not contain diagrams, and the explan-
ation of the patterns are not too clear at times. The
Cotillion was one of these cases. The Period Dance CGroup
used what they could get from the books, and the chore-
ozraphy they leveloped based on Wood's will he found on
page 76,
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THE MINUET

MANNERS AND STYLE

The Minuet was the epitome of the 18th century. The
and the Latin
small and neat. Originally, the floor pattern of
stll later a 2,

and about the year 1700 was changed to a 4 by the dan-
"yith dainty little steps and glides,

to the right and to the lefd,

name derives from the French "menu' "min-

utus®:
the Minuet was a figure 8, then an S,

cingz master Pecour.
forward and backward, in
quarter turns, approaching and retreating hand in hand,

searching and evading, now side by side, now facing,

now gliding past one another, the ancient dance play of
courtship appears here in a last and almost unrecosnis-—

able styligation and refinement. nl

In a period when the
correct manner of making a number of bows and of taking
one's hat off were poverned
aft
the stylized and

Minuet suited the aris

by definite formulae and

could bve mastered only :r years of practice, the ftiny

precise staps, mann-=red charm of the

stocracy of
2

the 18th century as

nothins else could have,

The s

should be
should be olmost rigcidly

=

contact
the hody
should

finrer, The man's

:ps should be small and preciss. Eye

B ook
®

pt at all times, and the bearin. of

formol. The lady's hands

hold her dregs vy the thunbh and fore

nands have a gnecial no'm as

e T e s
les Bras.”

scguence of Dositions,

"Porte To obtain the place

hagic U¥u7 lOH,

the hands on the abdomen, and then swins then out ot the
eloows. Al the firct plié of tha gt-vn, the elbows are
1ifted and the hands orc turne’ in. Tol owin~ this, the

FIG

14
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hands are slowly lifted to shoulder
until the

basic position. "Porte les

n2ight and turned ouf
second plié, when they are returned to the

Bras" is begun by the sentle-

man at measure 21 of the FIRST I'ILURE and continued by

one hand wheneve:r the other is bheing presented to the
lady.
PASIC STEP PORVARD (Pas de Mennuet)
lleasure leat
3 in %rdL, plié
1 1 elevé, R foot to 4thR
2 plid
3 elevé, L foot to 4thlL
2 1 on tiptoe, R foot to 4thR
2 on tiptoe, L foot to 4+h
BASIC 5T3P L {(sideways)
lieasure iecat
3 in %rdl, plié
1 1 elevé, R foot to 5thR
g nlié
) pl@vé L foot to 2nd
s 1 on t*ntoe, R foot to 5thl
2 on tiptoe, L foot to 2nd
BASIC ST4P R (sideways
leasure Beatl
3 in 3rdL, nliéd
1 ] elevé, R foot to 2nd
2 plid
% elevé, L foot
2 1 on tiptoe,
L on tintoe,
CHORZOGRAD
PIRST »I0U2% (steps written for #; ¥ revers d)
easure Peat
1=8 take position, # ZrdL, * 3miR, join hands
% I;.LO(n+ in @ cnrved line to AthR
9 1 continue
2 R feot o
% R Toot in curv-d At
10 1 bow, wc1'%: o B
3 wel-s to L tes, it (%3 wei~bkt to
Be P les) loo: 5

FIG 16

FIG 20




Measure Beat

11 1
2
>

12 1
2
3

13

14 1
5

15 1
2
3

16 1
2
3

36

clevé, R font to 4thR

plié

elevé, 4 turn R, L foot to 2nd, lower heels
R foot to %rdR

R foot to 4tHL, wei~ht to R leg (*: L
foot to 5thR

bow deeply

continue to bow

strai-hten gradually

plié

elevé, R foot to 2nd

plié

elevé, 4 turn L, I foot to 5thR

R foot to 2nd on tiptoe, Jjoin hands

# and * L foot to 3rdlL

(from here, steps are same for # and *)
plié in 3rdl

! =

5, & --->
11 -20 20=22 23-24
17-18 # starts to lead * around him BSF
19=20 # continues to lead ¥ ground him in a
L circle USF
01-22 loose hands, # BSR almost backward (1lzad

with R shoulder) facing *; ¥ TSF and turns
L to face #; # begins "Porte los Tras!

BSR to plac-s




SECOND FIGURE
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R Y A P~
€enm-- o .
- -1

Measure

1-4 two BSL sideways

5-8 two BSF along the Z, always facing each

other, passing by R shoulder
9-12 twp EBSR sideways
13-24 repeat; ‘dancers should now be bhack in

THIRD FIGURH
1-12

original places

repeat 1-12 of sgcoND FIGURE, except that
at 9 (two B3R sideways), tne R arm is
extended 1in a curve

/‘\,
—_—e - ey - 7
(= 7 R’
// /
4 //’71 0
& N S
/
Ve
/[\”/
I3-1% [9-122 23-24
1%-16 two 28L sideways
17-18 BSF to one another (R arms extended)
19-20 tour de main R, =3I along 7 circle
21-22 BSE along + circle, loose hands
25=24 BSEF back to corncrs, turn R, lower R arm,

extend I arm

FIG 21
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/0 é—-—e.—,_____g
/////‘
/ -
\ ’/
S M e
25 -3 EE ST 37-4¢
Measure

25-%2 repeat 17-24 with L hand

33-36
37~-48
POUREH PICULE
lieasure Deatl
1-12

two BSR sideways
répeat 13-24 in SECOND FIHURE

repeat 1-12 in SECOND FIGURLE

- e o -

/
/ 4 o é
</ A QMJ)
13-(% /9-2L2 213-26

WY =\

28

Ny -

29-32

The adaptation of the
Group will ce Ffound on pae

two BoL sideways

7SF to center, R shoulders, turn to each
other, join both han- s

4 ronde, two 8L

+ ronde, two BSL

(steps from here are written for #; *
revarsed)

plié in 3rdL

clevé, R fo t to 2nd

plié

elevé, & turn L, L foot to 5thR, loose #IL,
*R han's

on tintoe, R foot to 2nd

on tinloe, L foot to ZrdL, lower heels

o b
repoat 9-14 (or 11-14) ad 1ib. of FIRST

PIGURS

cinuet used by the Period Dance
e
o
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THE MINUET EN HUIT

MANNERS AND STYLE

The Minuet en huit (for eight) was a dance developed
from the 18th century Cotillion, usinz variations of the
iinuet step.

Gentlemen should always keep their arms in the basic
position of "Peorte les Bras" when not engaging them else-
where., The one-measure reverences must always be made
with the outside foot nointing.

BASIC STEP R

Measure Bzat
1

1 roint R toe forward
2 point R toe backward, next to L leg
3 point R toe forward
2 1 elevé, R foot to 4thR
2 L foot to 4thl
3 R foot to 4thR, down

RBASTIC STU0P L reverse feet

JALCZ STEP R (rlr)
1=

lMeasure Zeatl
1 1 from a plié, elevé amd R foot to 4thR
2 L foot to 4thl
3 R foot to 4thR and plié
JALTZ S575F I (1rl) reverse feet
1
ALANCH
Loa“uf@ Teat
1 1 from a plié, R foot to A4thR
2 L foot to 1s8t, clevé
5 nlié
2 1 L foot back to 4thR
2 L foot to 1st, eleveé
3 down
Performed while facin: wnariner and joining R hands

o]
Couple dances J5 eround each other, K or L hanis
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MOULINET (windmill)
Four dancers dances ¥S around circle, R or L hanis
joined in center.

GRAND MOULINET L
Four couples dance WS around circle in center, L
hands of # joined.

RONDE
Pour dancers join hands in circle, arms held in
lizht curves, and danc> R or L.

OPEN CIRCLE
One partner leads the other around himself in a
circle, himself dancing in place.

SIMPLE CHAIN

Partners facing each other, begin with W3SR: aive
the R hand, then (in next measure) zive the L hand to
onconing dancer, and continue thusly until ori-~inal
partner and place are reached arain. (Also known as
the srand R&L.)

DOUBLL CHAIN

Partners facin: each other, perform a 3-measure
tour de main R around each other, then pass the next
person (L hand) in one measure, Shen tour d- main R,
and so forth until orisine place are met
with amaiin.

!

B AT ARTTY 7Y T ATV AT 4
i ».).L'LUJ. il .“u‘_i) PRAPIPRY ;_/L\..J.‘J.lv\:r\l <

Sauté: spring in 3rdR, both hanis on I hip

s
Reverence: L le; plié, stretch R leg forward,
regture o tThe B with © hand

TITRLY TTETT LT AT DUATT O & ~ S - s 3
_,EUI,{'\J#?J.‘.J Y u__‘,u(ﬂ Lens e [y VO DRVoIE e )
— =
Qensure
Ty w Tyl
1 *L) # L lep from 3ral

2 and »lié, point-
a ity % oplié, wolght

atis renein upright, glance
Lo

3 strais ten, ei Wt 4o R les, nlid ow 3

4 elevé, L leg to 5thl, % turn R to Taco
a down, loose an's

5 curve to

S R leo 2
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Meanure
7 like 3, then wel-ht to L leg
8 elevé, 3 turn L, R leg to )rdR down, join

#R, *L hands

AsURs REVERENCE T

1 # L foot to 4thL; * R foot to 4thR

Z # weicht to R leg, plié; * L leg to 5thR,
plié

3 rise

QUE-LiSURE REVIRENCS T1

Beat
1 L foot to Athl
2 R foot to 4thR
3 welght on I leg, plié, bow

This is used during the chains

CHOR.GOGRAPHY

PINGY PIGURE (steps are written for #; *reversed)

¢ @ %
;oo gyl
ﬂ \‘/ I \_,D \]\J\ ‘D
0— -y 7 ﬂ r7o~ (n
: ‘o ’l
e
e S ;
=g i
TSP 3R toward center of circle
A BST toward cernter of circle
B=T 3 WS, tesiamning with R loose han's, pass
each other by L shoulders, in a & circle
back to partner's place
8 One-measure deverence I

9-16 repeat in reverse (J: L foot)
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# *

sauté 17 WSR toward center
reverence 18-19 join L hands, moulinet
repeat 17-18 20 loose hands, turn L

three times with 21-22 join R hands, moulinet
& turn to ¥ at 24 2% loose hands, return
24 one-measure R I

SR toward center 25-27 WSR: small circle R

hands, moulinet
loose hands, turn R 28 one-m. RI at center
L hands, moulinet 29-31 WSL: small circle L
one-m. RI 32 one-m. RI

(steps are same for /} and *)

balancé with partner

repeat, except at 4, turn on tiptoe #L, *R
to corner

repeat 1-4, turn #R, *¥L to partner

tour de main R, beginning with W3R; at 12
loose hands and dance to corner

tour de main L, beginning with W3SL; at 16
return to partner

simple chain: R hands and be~in with WSR
one-measure R II to partner

simple chain: at 32, #5L into position
for next fizure

% *

kneel on L knee, 1-2 give L hand, "SL around
zive R hand to % Z-4 TSR around

stand, loose hands 5-7 8L, WSR, WS

one-m. R T 3 one-m. R I
repeat,reversed 9-16 repeat, reversed
sauté, reverence 17-24 ronde in center

ronde in center 25=%2 small circleg and

reverences
The rondes are executed in the same nannsr
%c moulinets in the 3BECOHD FIGURE.

#R, *L hands; # lead ¥ around in circle,
F st taying stationary (open circle)

* lead # in circle R

loocse hanﬁs and dance to corner

#L, ¥R hands; # lead ¥ in circle R

* lead # in circle T

loose hands, return to partner

docuble chain

one-measure izverecnce 1T




FIFTH FIGURE

ileasure
1-16

43

repeat 1-16 of FIRST FIGURZA

=

4

B a o

® ©

32
17-20

21-24
25-28
29~-30
51
32

srand moulinet: repeat 1-4, but instead
of the last three steps, couples pivot
R into place, * almost in place; # join
L hands in center, * are on outside
WSR,W8L, WSR, WSL ardund

BSR, BSL around

WSR, WSL around

loose hands, turn to partner on WSR
reverence

The adaptation of the Iinuet en huit used by the
Period Dance Troup will e found on nage 30,
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THE LANCERS

MANNZRS AWD SLYLE

The Lancers was a dance developed from the Quadrille,
supposedly originated by a comnany of soldiers to honor
a visiting prince (hence the name "Lancers.") It was
introduced into England in 1250 by four couples who had
learned it specifically for that purpose. Gradually it
eclivsed the Quadrille in popularity.]

At first, the steps used were complicated, but as
more people became familiar with it, the figures began
to be walked through. By 1885, it was being written that
"these figure dances, commonly called 'Squares,' were
very nopular and fashionable many years ago, when 1t was
the custom to introduce glissades, chassés, and other

movements into th: various figures. They are still often
danced, or rather walked, & tempo on the Continent, tnt
in Zngsland they are for the most part dealt with in a
somewhat coantemptuous or occasionally apoloselic manner.
Undc» existins circumstances the result is chaotic and
bungling, and no wonder then thot the mere mention of
'S5quares' should be enouch to alarm all lovers of penuine
Aancing. This is certainly not as it should be; for if
peonle would only take the trouble to acquire a correct
tnowledge of the five simple fisures... and endeavor,

moreover, to walk them smartly and strictly in time,

bringing the feet well together at the end of their phrases,

shey would Aiscover that a ~ood iecal of hitherto un-—
known satisfaction may be ~ot out of these old but ner-

lected friends...”z
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BASICU STEP

Whether forward or backward, the step consists of
three steps and a hold, except when crossing, in which
case the step is seven steps and a hold. The music is in
2/4 tlme, so there are two steps to a measure.

'DAJJAIVC ~-forward

1 step forward on R, balancing on that foot
2 extend L to 2nd
H
BALANCE
1 step backward on L, balancing on that foot

2 extend R uo 2nd

The BALANLE can also be executed twice forward or
backward with alternate feet.

CHOROGRAPHY

FIRST FIGURE

\
.= ? A\
q|] . © ?E q‘) /o O
> o o Q‘) o 0
E \J ‘
: 3
~e \ md
3 ‘ N AS
ileasure
1 3 salutations to partner and corner
9-12 head couples forward and back
13-16 forward, present both hands to opposite,
turn L, and back
17-24 CTross ove; to ovpposite places, one cou-
ple pascing through the other, hut return-
inz on outside to allow the oTLeL to pass
throush
!
N q& 4D f !
& v 27 Z
¥ L -
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Measure
25=3%2 turn to corner, balancé, give both hands,
turn L, back to »nlaces
REPEAT FOR SIDE COUPLES
SECOND FIGURE
1-8 hold
9-12 head couples forward and back
{ /\‘ \
® Q ;i ¥Q
| S i) ol o b s 0,
q 1 q n"‘ Y
» ., ® o o @ ©
‘ @ 8w
3 1 1, >
13-/ 17-20 2/ ~2¢
1%2-16 # hand * in front; * take three stevs,
stopping on 4th to face partner; sal-
utations
17-20 balancé forward and back, passing on R
21-24 present both hands, turn ¥ back to place
5@ @ ' @--7 R o "«
© ¢--0 “O
e ! ¢ B . ! D
0 B ip- \ 'y
(\ )Hé"ﬂ} A\ -
C.aaa-/ 7 9.0
D 8B D P s 29-32
25-28 head counles separate, #L, *R, join side
couples to form line; lines forward and
back
29-32 all turn partners to places
REPBAT FOR SIDHE COUPLES
TUIRD PIGURE
1-8 hold
9-12 head couples forward and back

13-16

forward, salutations, and back
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Measure

1724

giving R hand to opposite *;
who fturn into

* cross over,
# give R hand to opposite *,
place; return

REPEAT FOR SIDE COUPLES

FOURTH FIGURE

1-8 hold
]
©. W
o O o © oA
d []< 7 ks El 0 ﬂq qﬂ _.03 1\]«"0 2
0 D Yo [\ 0 0 oin O R
3
9.2 B-(e 17-2¢4
9-12 head couples to R side counles; all make
salutations

13-16 head coupl:s to other side couples, pass-

] ing on L; all make salutations
o 17-24 return to places, make salutatons to
/ partner

Lo
] ba
\ [ D) ©
“0 <a SR 2

0o o (N 4 1

¥ .

\ S
15 -3
25-372 hend counles advance; offer R hand to opp-

ogsite, wmass on R ~ive L hand to partner,
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ieasure

turn to face opposites;

REPEAT FOR SID: COUPLES

FIFTH FIGURE

return

48

1-16 grand R&L all around; make salutations to
partner at 8 and 16
t ( /
@ R 1« [ e
. N
- # O
N P N I e 7 e o,
9 0 o n n
N,e 8o B2
3 3 3
J7-20 20-22 23 -2
17-20 head couple promenade around around in-
side, stopping in place facing out
21-22 2 8ide couple step to behind head couple
2%-24 L side couple bvehind
(___,,\ -~
ne . [ é \t O—>1<--0
S — <
5 - 1o 12cs
G‘ELIL,fa 3 O et
N/
25-31 30 91y
25=-%2 * 3 cnassés to I and hold
# 3 chassés to R and hold
9 1 balancé once forward and back
hassé back to place
baluncé forward and back
33-40 head couple separate, lead lines bhack and
down
41-48 join hands in line; lines forward and back;
lines forward acsain, turn nartners to places
49-564 grand ROL
The adaptation of the Lancers used by the Period
vance Groun will be found on page g1,
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THE POLKA

MANNERS AND STYLE

The Polka swept Europe like a storm. The Waltz had
prepared the way for closed couple dances, and when the
more lively Polka appeared onstage in 1840 in Paris, the
public ballrooms seized it joyfully. Society was not far
behind and no less enthusiastic. In 1844 The Times cor-
respondent commented that "The Paris papers of Monday
are destitute of news. Our private letters state, that
politics are for the moment suspended in public rerard by
the new and all-absorbing pursuit —the polka— a dance
recentlt imported from Bohemia, and which embraces in
its qualities the intimacy of the waltz, with the viv-
acity of the Irish jig. You may conceive how completely
is 'the Polka' the ware from the (I am assured) fact that
the lady of a celebrated ex-minister desiring to fisure

in it at a soirée dansante, monopolized the professor

par excellence of the specialité, for three hours on
nl

Jednesday, at 200f. therhour...”
It should be emphasized that the steps should be
smooth and gliding, not stamped, as this would be un-
seemly. The hop on the fourth best should be more of an
elevé, not allowing the foot to actually leave the floox.

BASIC STEP
weasure beat
1 1 step out, #L, *R
2 sring other foot to 1ot (chassé—like)

E sten out azain, #L, *R
A hop #L, *R, 1liftins other foot behind
repeat in reverse

e

The above is done while turning in one direction,
which can be reversed 1if desired.
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ESMERALDA or THREE-SLIDE

Same as above, except that a slide-chassé-slide-
chassé, beginning with the first foot above, is intro-
duced be orehand

BOHEMIAN or HEEL-AND-TOX
Measure Beat
1 1 hop on #R, *L foot, placing other foot
in 2nd, with heel on floor and toe ponit-
ing upward
% hop again, and put other foot behind in
5th, pointing toe down

This is introduced before the BASIC 5TEP, and can
be executed once or twice in doing so.

The use of the Polka in the Cotillion by the Period
Dance Group (who used a standard of four 5S followed by
two HEEL-AID-TOEs) will be found on pasge 84,
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TH

=

GAT.OP

MANITERS AND STYLE

The only thing that needs saying about this dance
iz that it is the simplest dance ever to grace a polished
floor. It had a short popularity, and was kin both to
the Polka and to the Deux Temps WValtz,

BASIC STEP
lieasure Beat

1 1 # slide L to 2nd, * R
2 # chassé with R, ¥ with L
3 # slide L to 2nd, * R
4 hold

2 repeat in reverse

This is performed while turning. It also could be
done straight forward and backward.

Tor the use of this dance by the Period Dance Group,
ser page B84,
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THE WALTZ

MANNERS AND STYLE

"If the observation of social waltzing in New York
and Zurope, for more than forty years, proves anything
whatever, it is that the method of holding which is pre-
scribed below is to-day, as at the beginning, adopted by
all who may bhe noticeable for refined manners and move-

ment.

"The gentleman approaches the lady, offering his
left hand — one who is au fait will at the same time FIG 24
make a slislit inclination or bow. The lady places her g%g gg
right hand in that of the gentleman, who then extends TIG 23

his right arm in a direct line to the side, the forearm
bent so as to form an acute angle. In this angle the lady
will place herself, with the centre line of the person
opposite the line of the gentleman's right side, both
persons on parallel lines, not forming an angle. In this
position each will be looking over the other's richt
shoulder, and by the lady turning her head slightly to
the left the effect of the group will be greatly im-
proved, and prevent all possibility of taking each others
breath, which is rarely pleasant, and in the case of a
youns man directly from the use of a meerschaum is 'vpos-
itively horrid,' as many ladies have remarked. The lady,
if not too short, places her left hand, hooked, upon

the gentleman's right shoulder, the fingers appearing

in front. The right hand of the gentleman should rest
very gently upon the lady's back, as near the waist as
possible, so as not to remove the upward pressure of the
elbow directly under the lady's shoulder, as this is the
lady's suvoport, and must be held with sure, but ~entle,
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firmness. The hand on the back should rest very lishtly,
and on every possible occasion should be slightly raised,
so that the air may pass between, as in some cases the
close contact induces perspiration, and may leave its
mark on the lady's dress. Both persons should be slirshtly
bent forward, from the hips upward, so that the shoulders
may be only three or four inches apart, the distance in-
creasing downward; this leaves both parties free in their
limbs, so that any contact of person or knees may be
avoided, and should be so avoided as a most serious mis-
take. The gentleman's left hand, holding the lady's
right, should be extended downward in a line with the
body, the hands three or four inches distant from the
person, the arms forming a gentle curve from the should-
ers downward. No weight is placed upon this arm; all the
guiding and changes must be governed by the elbow under
the lady's arm. It will be found, that this grouping
will be perfectly modest in appearance, no more contact
of person occurring than in a lady taking a gentleman's
arm for walking. In conclusion, let it be remembered that
purity of thought and action may be as conspicuous in
waltzing as in any other situation of 1life; that the =zross
waltz grossly, the vicious viciously, the refined and
innocent innocently and in a refined manner.

"...usually the lady follows every movement of the
gentleman, but if necessity requires it, the sentleman
may follow the lady, one changing, the other following,
scarcely knowing what they are doing; for during this
time an animated conversation is freguently maintained.
These, however, have... made waltzing a memory of the
muscles. There 1s no theory for this, it is all in prac-
tice.
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"Always maintain a proper attitude.

"Disguise all effort.

"An extended leg must not be bent.

"Bend only the knee from which a motion is made.

"When moving the feet, let the heels pass close
together,

"Keep the heels about half an inch from the floor.

"In rising, allow the toes to be the last part of
the foot whic!. leaves the floor.

"When descending let them be the first to touch,

"Endeavor to keep the feet at a right angle at all
times.

"These can only be suggestions; graceful of motion
must be learned from example."1

BASIC ST

Measure Beat # ¥

1 1 step forward on L step back on R

2 bring R to side, bring L to side,
turning R turning R

3 change to L change to R

2 1 step back on R step forward on L
2 bring L to side bring R to gide
3 change to R change to L

Dancers pivot around each other, stepping out on
alternate measures. Also, the amount of time taken to
complete one revolution can be varied; 4 measures (small
step) and 2 measures (large step) are sugrested.

PURSUIT STEP

leasure Beat # -
1 1 L straight forward R straieght backward
2 R forward L backward
3 L forward R backward

The pursult step can also be done with the feet
and/or the directions reversed.
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TO CHANGE DIRECTIONS

From clockwise to counterclockwise
One measure of pursuit forwards (for #) (LRL), and
then resume turning with R foot.

From counterclockwise to clockwise
Two measures of pursuit backward (for #) (IRL, RIR),
and then resume turning with L foot.

There was, of course, no fixed pattern for the waltz.
Its free nature was part of its allure, and the best
dancers were those who could avoid all obstacles (i.e.,
other dancers) by reversing and using the pursuit step.

The adaptation used by the Period Dance Group will
be found on page 83. .



56

THE COTILLION (19th Century)

MANNERS AND STYLE

Originally a French innovation, the Cotillion became
popular in the latter half of the 19th century. Bearing
no resemblance to its 18th century namesake (which became
the Quadrille), it was a combination of figures, mixers,
and games,

"The first thought that usually occurs to one tak-
ing part in a cotillion is, 'I am about to enjoy an hour
or more of unmingled pleasure...'

"Attention to the following five suggestions will
give to the cotillion its true character and position,
as the representative dance of modern civilization, com-
bining fine music, fine motions, and fine manners.

"1st. Alertnesg, each dancer being at all times awake

to the duties required of him or her.
"2d. Promptness.in taking places for the execution

a figure.
"2d. Silence and attention during the explanation
of any novelty.
"4Ath. Obedience at all times to the conductor dur-
ing the management of the dance,
"5th, Willingness to sacrifice momentary personal

pleasure, so that others may gain.

",..The conductor and his partner taking seats, all
the others arrange themselves to the left of their posi-
tion, ladies invariably seated upon the right of paritners.
This formation may reach round a2 room, forming a circle,
or in a lar;er room may extend as a line of seated cou-

les.

o]
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"In a properly arranged cotillion the ladies and
gentlemen are egual in number, this being most conducive
to success in every way. Consideration for those with-
out partners has allowed, in many cases, that they may
be seated among the others, each being called upon in
turn as a couple; dbut this is liable to cause confusion
when a figure requires a positive number of couples.

"Knowing the waltz, galop, and polka...,no one need
hesitate to take part in this dance; but at first it is
well to take seats towards the left of the line, oppor-
tunities will then be gained of seeing the figures before
attempting.them. When selecting partners, the lady should
present the left hand, the gentleman always the right,
except, of course, in cases where two ladies are required.

"When new partners are obtained, places must be
immediately taken for the figure about to be executed..Af-
ter the completion of this figure a general waltz takes
place, in which any of those not engaged in the figure
may join... At this point there will be necessarily a
number of ladies and centlemen seated alone; any one of
these zentlemen nay with propriety offer himself as a
partner to a lady thus seated alone, but never to a lady
seated with her partner, unless in the regular selection
of partners for a fimre.

mhen the sitnal is given %o cease dancing, it is
not expected that a couple shall immediately stop, per-
haps on the opposite side of the room, and walk to seat:

but they may continue to dance until the lady's seat is

o

2 8
9]

reached, when after seeciny the lady safely scated, the
c

-5

~entleman returns to his own place. The nductor always
r

on
ows sufficient time for this before calling the next
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"As nearly all fi-ures depend upon a fixed number
of couples for their completion, the half of that num-
ber is called up at first, and by each choosing another
partner the whole number required is obtained.

"The mistake sometimes occurs of one of the first
half selecting another of tue first, thus defeating the
object of the selection of other partners, It should
therfore, be understood as a rule, that each one of the
first half called upon must select from those seated.

"The character of the figures should be suitable
to the time and those forming the cotillion. Many are
of so merry a nature they cannot be introduced except
among intimates, who will make allowance for an oc-
casional slight exaggeration of conduct; but such figures
are dangerous, if there should be those present who can-
not be merry without rudeness. ¥hen indulged in by those
who can be decently funny, although bordering on the
childish, yet in their proper place and time they may be
sources of real, innocent pleasure.

"Phe conductor and his partner, with the required
number of couples indicated by him, taken from those next
in succession to the left, will, after waltzing a short
time, or until the signal is given, all select other part-
ners and execute a figure for the first time. After all
again are seated, but not until then, he designates the
number of couples required, taking them from those seated
next in succession to the left of the first party. When
they are all seated a third party is called, and so on in
succession until all have been called upon..After a short
pause in the music a second figure is introduced, and in
the seome manner repeated by as many groups of couples as
the figure requires, and the number engaged in the cot-

illion allows.
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"To clap hands once should be the signal for all
to cease dancing; twice for the commencement of a sim-
ultaneous movement; three times to stop the music; and
this is the last recourse, when a conductor has to deal
with inconsiderate or obstinate couples, who persistent-
1y occupy the floor after the signal to cease is given,
or at a time not permissible by the regulations of the
dance.

"4 cotillion composed of willing and attentive mem-
bers, under the guidance of an expert conductor, realizes
all that is possible from dancing, and its accompanying
social pleasures. If the German (another name used) could
be enjoyed in well-ventilated rooms, allowing abundance
of space, without the accessories of costly suppers and
wines, and not during hours which ought to be devoted to
sleep, all the objections ever made against dancing
would be removed, and this pleasure would be counted among

. 1
those most truly innocent."

The following figures were selected from hundreds
that were available to the discerning conductor.

THE COVERED ALLEYJAY
Partners stand opposite each other in lines, form-
ing a lane with # and * alternating
on the sides. # hold hands down the
line, forming the covered alleyway.
@ o me * join hands in a chain, and con=
- \35 =R ductor's partner leads them out and
around to the other end of the alley-
way, where they take new positions
in the line (facine alternately) be-
fore being led back into the lane.
411 dance with new partners.

THE MIRROR

The conductor selects a *, gives her a mirror, and
selects # to look ov-or her shoulder one at a Time into
the mirror. The * wipes out e face of a # with whonm
she does not wish to dance; if she wishes to dance with
the [}, she kisses either the mirror or the #.
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THE CUSHION

The selected # kneel before a *¥ who has been given
a cushion by the conductor. If she does not wish to
dance with the #, she snatches the cushion from under
his knees. She allows her choice to kneel on the cushion.

THE CANDLE

A * is given a lighted candle, which the selected #
attempt to blow out. The one who succeeds wins the *, who
tries to keep all but her choice from doing so.

THE UMURELLA

A¥ with an umbrella must choose between two proffered
#. She gives the umbrella to one and dances ith the other.
The # with the umbrella must open it and hold it over the
dancin:z couple.

LE ROND SHRPINTE

# form a circle facing outwards and join hands. *
form a chain and are led by the conductor in and out of
the circle in whatever pattern he pleases. He ends with
the ¥ forming a circle on the inside, facing in. At his
5inal, both circles chassé L, Also on his signal, they
stop, turn, and ‘ance with new partner.

T”IJ\D ‘l Ln__/Iuk)

¥ Tide behind a curtain or door and stick their hands
out. # must choose a hand and dance with the ¥ 4o whonm
the hand belongs.

TUHE PIGURE ZIGHT

Couples must waltz around two chalirs in a figure
eisht. (This, incidentally, was the ultimate test of
one's waltzing ability.

Ts POUR CORNL.LS

four selected * stand in the corners of the roon,
Conductor and four # "perform a wild round in the centre
of the room; after a few turns they s“pavate, and each
rushes toward a lady: the fifth has to COﬂﬁaﬁb nimself
as best as he can and return to his place."”

THE UIZARDS
Two Zolls dressed as wizards arve plgccd at
of a *, 1,0 # ust try to bend over and nic™ up th

g e

with their toeth; the first to do so wins the *,

ot

o

[©)
Co
@]
=@
= ot

o
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THE STEEPLECHASE

Wiy equal number of men and women stand opposite
each other in lines. The leader arrives with his partner,
and between them they hold a small hedge; the men nugt
jump over it before they may waltz with the ladies.”

As mentioned above, there was no "step" belonging
to the Cotillion. Instead, the steps of the waltz, the
polka, and the galop were used. These dances are found
elsewhere in this paper. :

The use of some of the dbove figures by the Period
Dance Group will be found on page 84.
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Jig. 15. The First Posture of a Bow Backwards

FIG. 14

16. The Second Posture of a Bow Backwards

FIG. 15
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FIG. 21: A Lady and a Gentleman Presenting Right Hands
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The extended arms, and the lady’s hand grasping the gentleman’s
arm, are not in good taste,

The proper way.

FIG. 23 FIG. 24



The lady’s head too close, the extended arms and bad attitude of hand

very objectionable.

Extremely vulgar,

FIG. 26

FIG. 25
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THE PAVANE

Recording: Elizabethan Music
The Julian Bream Consort ‘
RCA Records, Stereo LSC-3195

Side 2 - Band 3
De la Tromba Pavin - Allison

Of special note is the fact that, immediately prior
to the fanfare-like material used for the exit figure,
the music ritards greatly. Therefore, the last reverence
to the partner is prolonged for the usual 4 beats, but
it lasts longer, due to the slowness of the music. The
lane/exit figure begins with the fanfare.

[a

la 2a = la Za
O R © R ol g/; & &5 @ @
& &«

ale 5#}’ B;Jﬁ% Ei/is,fﬂﬂiffég E5‘€5
la P

q 5

CHOREOGRAPHY
Measure Beat

o

hold

reverence to partner

rise

Z turn to face opposite couple
reverence to opposite couple

rise, join hands

step forward and to R, almost sideways,
turning head R

L foot to 2nd

elevé

down

6-8 repeat to L, to R, to L

step back to R, L foot to 2nd, elevé
down

step back to L, R foot to 2nd, clevé
down

step straight back on R foot

L foot to 2nd

elevé

down

I - WA —
3 AN AN D

AN

10

F NP = AN PO
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/ ¥
5 ‘e \QD B\ %AQ ’é\
" /2 13
Measure Beat
11 drop hands; * cross to outside of oppo-
site #; # give L hand to ¥ L hand on 4
12 # cross to partner; on 4, give #R, *L
hands ,
1% pivot, # backward, * forward; look at
each other
14-16 repeat 11-13
17-22 repeat 5-10
23 reverence to opposite couple
24 1 rise
3 £ turn to partner
2 reverence to partner
o Iﬂg cete o fa |
aR @ o1
N2
o oM &> @
& & < ’?i] ’}é ’»2':
'b E% \( f: _ B L ... 8 O
al ? 3 €' (e SRR VI '
3 3 B2
“ 24 27+
26 rise; dancers with backs to head of line
% turn inside to face head
2+ head couple lead into lane; others follow

to exit
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leasure Beat

6 1

2

%

4

5

6
7=12
13-18

diagonally back L with L foot
close R foot, elevé

down

diagonally back R with R foot
close L foot, elevé

down

BSTI in place

BSII in place

\

=
7

19-20

19

20

DO = VOISO N =

21-26
27
28
A

Z
/

34

27

diagonally forward L with L foot

close R foot, elevé

down

sideways to R with R foot

close L foot, elevé

down

diagonally back L with L foot

close R foot, elevé

down

hold

BSIII in place

solo couple take center; others watch
solo couple reverence

solo couple perform PASSAGE FOR A LADY,
*L, #R, twice

solo counle holad

solo counle clasp R hands at head height
and go around each other (tour de maln)

5e%

oy

3R

/’—?,"’
AW ";
bf\ﬁ @
. ;
4

bE)

30 3%




leasure Beat
35
36
37
38
39

40

S A Y

66

all couples clasp R hands, tour de main
start grand R&L, touching I hands on 1,
R hands on 4

touch L hands on 1; reach partner on 4 in
opposite place

tour de main R with partner until * is
inside circle facing #

# 1ift * ¥ to L

* land, kneel, holding #L, *R hands

* rise

1ift YJoined hands above heads; turn back
to back

42
44

45
46
47
48

*, on inside circle, turn around I once
while advancing toward next #; # advance’
toward oncoming *

* kneel, offering # I bhand to #; # offer
R hand to *, bow

repeat

repeat

repeat; should be with partner at original
place

join L hands, % tour de main

join R hands, return to original places
offer hand as at beginning

reverence to opposite couple




THE ALLEMANDE

Recording: Elizabethan Music
The Julian Bream Consort
RCA Records, Stereo LSC-3195

Side 1 - Band 1
Mounsiers Almaine - Byrd

This piece is 72 measures long and does not have
the concluding refrain in 3/4 time.

CHOREOGRAPHY
Wo changes were made in the steps, except that BSIII
was not used. The FIRST FIGURE was omitted, as was the
THIRD FIGURE. The FIFTH FIGURE was changed in that the
steps used were a repeat of the other two figures,
For the reverences, 4 measures were taken at the
beginning: 1 hold
2 Treverence to partner
5 rise
4 take position
Consequently, only 2 BSI (4 measures) were danced out
and back in the FIRST FIGURE. The regular three were
danced in the other figures. At the end, a reverence was
performed after the last BSII instead of returning to
the dancing position, after holding one measure to =et
in front of partner.




LA VOLTA

Recording: Elisz
The
RCA

Side
Gall

CHOREQGRAPHY
FIR3T SEQUENCE
Measure Beat

1 3
2 1
2
3
3 1
2
3
4-5
6 1
2
3
7 1
2
3
8
9-16
SECOND SEQUENCE
1 1
2
B
2
B 1
2
3
4 1
2
3
5

68

abethan Music
Julian Bream Consort
Records, Stereo LSC-3%3195

2 - Band 9
iard: Can She Excuse

# places hands on * waist; * hands on #
shoulders

step to side, # L foot, * R foot

close to 1st, turning R

step in place (4revolution)

step to side, # R foot, * L foot

close to 1st, turning R

step in place (% revolution)

repeat 2-3, completing the revolution

* plié in preparation for 1ift

# 1lifts ¥ + turn L

* lands

hold

hold

* 1lifts arms above head in arc, leans back
* turns R on toes

repeat 2-8 and hold at 16

leap to R on R foot, arms outstretched in
curves, Jjoining L hands

1ift L leg forwards, crossing in front of R
hop on R foot

repeat to L

step forward on R foot, passing partner by
R, leaning forward

1ift L leg in small arabesque to rear
complete arabesque by extending R arm for-
ward and upward, L arm back and down

hop on R foot, arms dowm

1ift T knee, hop on R foot, arms above
head in an arc

jump onto L foot (should be past partner)
bring arms down to sides, take three small
steps in semi-circle R to face partaer



leasure DBeat
6 1
7 1
8 1
9-16

THIRD S5:Q

1

N

G0 -3

9-16

UENCE
7

PO

69

# hop,into 3rdR, * 3rdl; join #R, *L

hands while facing each other

# hop into 3rdL, * 3rdR; join both hands
hop into 2nd, extend hands downward, palms
out

repeat 1-8

extend arms at waist level, palms up; #
hop to L on L foot, * to R on R foot

bring hands together while holding #R, *L
leg to side (keep palms up)

# hop to R on R foot, ¥ to L on L; turn
palms down and separate hands

repeat 1, except join hands on 3, crossing
R honds over L hands

# % turns R, raising R arm; * passes under
it, +turning L; couple ends in Allemande
position with # L arm across * back

* turns R, passing under # R arm; # % turns
L; each is now in partner's former place;
on %, hop on R foot, extending L leg for-
ward

repeat 3-4; # and ¥ are now in orisinal
positions

join #R, *L hands, hop into #3rdR, *3rdl
hop into 2nd, release hands

repeat 1-8, except at 16, step back with
#L, *R foot; extend # R arm back and up,

* R arm out and down




THE BRANLE

A MENER D& POITOU

Recording:

Dances and Diversions

Mercury, Mono Hi-Fi 1G50404

Side B - Band 4

70

Variations on "Mein junges Leben hat

ein End" -~ Sweelinck

This piece had three sections: fast-slow-fast. The
center slow section was cut, and the the second fast
section was cut so as to make the entire piece 56 measures
long. The choreography was designed to fit this music.

(Also the music was recorded by accident at a speed
somewhere between 33 rpm and 45 rpm, but the Branle can
be danced at the music's original speed.)

CHOREQGRAPHY
lleasure
1-8 make reverences to partner, take place
in line
7 @e oReRo R ey I
- A A et oRe@eR®
@ ‘ -
;z’ ; g :
e .xf .......... > A
g-20 (- 50 st-5¢
9-20 two BS in circle
21-26 BS across in a line
27-32 leader turns at 27, starts new line
3%-38 leader turns at 33, starts new line
59-44 leader turns at 39, starts new line
45-50 leader turns at 45, starts new line
51-56 leader and partner retire from dance; the
rest of line continue across, then all

reverence at 56.
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Recording: The Four Suites for Orchestra
Yehudi Menuhin and Bath Festival
Capitol, GBR 7252

Side 1 - Band 4
Suite No. 1 in C - Forlane

This music was only 36 measures long, so the first
16 measurrs were repeated. The choreography given was
used as id was, except that the first single L was not
danced in order to glean the beat of the music,
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: The PFour Suites for Crchestr
Yehudi lfenuhin and Rath Festival
Capitol, GER 7252

Side % - Band 5
Suite Ho. 3 in D - Gigue

This piece is 144 measures long. To cut the 160
measures of choreonraphy down to size, some of the least
interesting and more repetitive figures were omitted.

4 measures were held.

FIRST FIGURE was uncut.

S#COND FIGURE was uncut.

THIRD FIGURE was uncut.

FOURTH FISURE was uncut.

FIFPH FPLGURE was uncut.

SIXTH PIGURE used m. 1-16 and m. 25-%2

SEVENTH FIGURE was altered: 1-2 BSI into place

3-10 like 1-8 originally
11=-16 % BSI to L

17=19 chassé to R

20 like 16 originally
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TIE GAVOTTE DU ROI

Recording:

CHOREOGUAPH

Measure
1 hold
2 reverence to opposite couple
L ]
o R A 4
: | '
:' { : [ '
(¥4 G R ‘q O n... )
A~ s ¢ "3 o
: ! 1 2
e v é
* 2
3-9 5 7-% 9-/10
3-4 #BSRf, *BILF
5-6 #BSRb, *BSLb
7-8 #BSRf, *BSLf; on the ssemblé, % turn to
face partner; ftake hand of opposite on 3
9-10 #BSLb, *BSRb
B ) !
: = ?
. f
(e : t '
@ -~y ®oR S o
e - -0, Ao —N
2 L 1
v e &
2 2
-2 13 /4 197~/ & I7-1%
11-12 #BSLE, *BSRT; on the assemblé, % turn to

face opposite; take hand of partner on 3




T4

Measure
T5-14 #BSRb, *BSLb
15-16 #BSRf, * hold; # on assemblé, % turn R
17-18 #BSLb, *BSLf; * on assenblé, % turn L
t
Px 2@
i | ! / ! N
{----0 n o> ~—r—"oH/ 396 ,
oo et 6?
2 2 Y 2
. '
Y
1§ -20 20-22 23-24 25-26
19-20 # hold, * BSRb; take hands on 3
21-22 #BSLf, *BSRE; on 3, after assemblé, 1/8
turn X
2524 #13SLb, *BSRD )
25-26 #BSL, *RSRf; on assemblé, ¢ turn to face
opposite; take hand: of partner on 3
l"\ » N ! 2
7’\ 1 h \\ 2 Q
‘Q R N
0% ‘ oy
Yo "
o r v < g
U‘ ‘\—b G \\-\ \\
‘ ea,
27-2% 29-30 2132 Y3y
27-28 +RERM, *¥BSLb
29-30 #BSRE, * § turn L and BSLf; on assemblé,
# % turn R to face partner, ¥ 1/8 turn
R to face partner
31=32 #BSLb to opposite place, * 3/4 turn R and
BSRE to oriszinal place; e #L, *IQ hands
on 3 (opposites together in * place)
353~34 # 1/8 turn R and B3Lf, ¥ 1/8 turn L and

BSRT;
and

on ©
wake

he aszemblé,
h'nd

turn to
of partner

=z

2

face center



4 ]
oS o S,
n oo
35- %0 37 - 3%
Measure
35-%6 #BSRf, *B3Lf to center; on assemblé, turn
L dﬁd put R} hand into moulineton 3
37-38 all BSRf % around
39-40 BSRf ¢ arcund
41=d.2 BSRf % around; on assemblé, turn R into
position to back into O“l_lﬂal places
J BN
A

%

&

(¥

AN ']

45-9¢ 34722,

43=-44 #BSRb, *NSLb; on assemblé, L turn to
face partner

45=-46 BSREf 4 tour de main R

47-48 BSRf 4 tour de main R; on assembl?d, turn
into position

49-50 #RGRE, *BSLE

51-52 cive iotn hands to omposite, BSRf 4 to T

a5 BSLf + to R

55~56 #pox *B5Lb

57-58 everence t0 onposite counle

59-560 reverence to partner




Recording:

76

CHORZEOGRAPHY
Measure Beatb
1 hold
: # R foot to 3rdl, foot to 3rdR
% # L foot to 3rdR, foot to 3rdk
4 1 # bow, * curtsy
2 rise
5 1 # R foot to more than * L foot fto
more than 5thh
2 4 1 foot to 2nd, % *¥ R foot to 2nd,
2 turn L
( now facing partner)
6 1 4 bow, * curtsy ( R to 4thIL, * in 2nd)
2 rise
7 look over shoulder at corner
8 look at partner's corner's partner;
foot to 3rdR
9 1 # I foot to 4thiL, * foot to 4%thR
2 # R foot to S5thR, % ¥ L foot to
5thl, % turn R
10 # L foot to 3rdR, R foot to 3rdl
» T @
— © n“"’ R0 °N
o 0 d--y 0 <>
g - = e
@
[ 12 [3-16
11 4 step out (R first) and hold arms out
on 2
42 * step out, take hands of on 2, forming

circle
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lleasure
13 two chasséssideways to L
14 two chassés L
15 two chassés L
16 one chassé 1L, assemblé
17 step back #R,L (¥L,R) (now in opposite place)
18 hold
& e
' oW _o
]
A L R s
4] , o z¥ _—{
: °
® v
§-2a 23 - 2¢
19 head couplez advance
20 give L hand to opposite, pass by, L hands
over * head
21 bow and rise
22 give hand to partner
2% head counles retreat; side couples advance
24 side counles give L hand to opposite, etc.
25 bhow and rise
26 mive hand to partner
27 side counles retreat
28 hold
29 # step out, hold out arms on 2
30 ¥ step out, take hands, form circle
1 two chassés R
%2 two chassés R
33 two chassés R
%4 one chassé R, assemblé
o o
(\ﬂ\ (:yﬂ)
o8 @O on :59
&n{j 42
o 0
37 28
35-36 join hands, R crossed over L; # pivot

around into position to promenade L
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leasure

37 promenale % circle, # stepping R,IL; *
running on toes

38 turn to center, bow, pointing R foot

39-40 repeat 37-38

41=-42 repeat 37-%8

43-44 repeat 37-38

1 v
%* 0304, N
? “a {2
v g0

& (B A,0 v g®

45 46 w7

45 # step in, 1ift R arm to moulinet L

46 * step in, 1ift R arm to moulinet L

47 two chassés forward, L foot driving

48 two chassés forward

49 two chassés forward

50 one chascé forward, assemblé

51 retreat

52 hold (all end in 4thL)

53 head couples two chassés forward, R foot
driving

54 one chassé forward, present both hands to
opposite, one chassé L around

55 one chassé L, one chassé back, R foot driving

56 two chassés back

57-60 side couples repeat 5356

61-68 repeat 37-44 directions reversed

69~76 renma+ 45-52 dlmoctlons reversed; while
stepping back, * turn under # R hand

T7-84 repeat honors, 2-9
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THE MIRUET

Recording: Jean-Philippe Rameau
Six Concerts in Six Parts
The Jean-Francois Paillard Chamber Orchestra

Side 1 - Band 7
Second Concert in G - Menuet 1

o

L2

The two minuets together (wit: the repeat of the
first) were 140 measures long, which was more than enough
for the choreography. The only problem was that the chor-
eography taken altogethe* wag monotonous and borins. So,
both the music and the choreography had to be cut.

The second minuet was omitted, which left 84 measures.
In the choreo-raphy, the first 8 measures we-e omitted;
the dancers began immediately in position. The entire
SECOND FIGURE was cut. The THIRD FIGURE was performed in
its entirety. In the FOURTH FICURE, the first 12 measures
(a complete Z) were cut, and 4 measures in the ronde,
so that the counle ended up facing the audience. The
concluding reverence was Uer¢ormed exactly as at the be-
ginning, except that at the 15th measure, the turn was
to the #R, *IL, ana an extra reverence was ad libbed to
the king and queen.

FIRST FIGURE - m.9-24 16
SECOND FIGURE- cut
THIRD FIaURE - m.1-48 = 48
FOURTH FIJJRE- m.13=-22= 10
27-%32= 6
+ 4 n, = 4
84 measures

]
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THE MINUAST BN HUIT

Recording: Mozart - Divertimentos
English Chamber Orchestra - Davis
L'Oissau~Lyre, SOL 60029

Side 1 - Band 2
Divertimento 11 in D, K. 251 - Menuetto

This minuet is only 140 measures long. The chore-
ography had to be cut from 160 measures to 128, leaving
time: for the 8 measure reverence and 4 measures for the

taking of positions.

FIRST FIGURL - uncut

SI00ND FTIGUE - cut 16-%32 (simple chains)
THIRD PIGUAE - cut 16-3%2 (rondes)

FOURTH FIGURS - uncut

FlrTH FIGURE - uncut

Therefore, in +the new SECOND FIGURE, the dancers go
directly from the tour fie main L with corner to the
"lazurka" stev.

Also, it is very difficult for the counles to be
back in position to begin the FIFTH FIUURL after the las%®
measures of the grand chain. Therfore, it is suggested
that the couple perform the first measure (point-point-
point) facing each other while joining hands, and slowly
turning to face the center in the next measure.
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THI LANCERS

Wusic: see FIG 22

This music was taken at a tempo such tha there were
four beats to the measure rather than two. Therefore,
there were 64 measures altogether. The entire 64 measures
were played through a total of three times, and each fig-
was performed once. They were not repeated. Otherwise,

the choreozraphy stands as written.
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THE WALTZ

Recording: The Best of Johann Strauss
Eduard Strauss and Orchestra
Sine Qua Non, SQN 106

Record 3, Side 2 - Band 2
Roses from the South

There was a long introduction to this waltz. The
music started at the two pianissimo measures that intro-
duced the waltz proper.

FIRST STRAIN - 40 measures

SBECOND STRAIN - 32 measures

THIRD STRAIN - (32 measures-CUT)

FOURTH STRAIN- (32 measures-CUT)

FIFTH STRAIN - 2 measures + 32 measures

SIXTH STRAIN =~ 4 measures + 32 measures

SEVENTH STRAIN- 32 measures

BEIGHTH STRAIN -~ 4 measures + (16 measures-CUT) + 16 measures
NINTH STRAIN - 40 measures

The rest of the waltz was cut.

Two steps were distinguished: the small step (S5
and the big step (LS) (see: CHOREOIRAPHY). Also, turn-
ing clockwise was known as forward; counterclockwise
turning was known as backward.

W o iy
e (1’2/: 2, ,
- &,
D! RS -
F o I 8%
~ .
!
) >
- 1' al‘) #
r’ -
7-2¢ 15 -yo
FIRST STRAIN
lleasures
1-8 Invitaticn and salutations
9-24 55 forward around circle, counterclockwise
25-40 at 1st measure, reverse; 5SS backward.

around circle, clockwise




A VOICE FROM THE FUTURE: Don't know what happened
here; there was never a page 82.
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SECOND STRAIN
lleasures
1-76 at 1st and 2nd measures, reverse; 33 for-
ward around circle, counterclockwise
17=32 LS forward around circle, counterclockwise
FIFTH STRAIN
s 2 stop, applaud
1-16 entreat chaperones to dance; they take the
floor reluctantly
17-32 chaperones dance while others look on
SIXTH STRAIN
1,2,3,4 prepare to dance (salutations, etc.)
1-16 3 couples on each side of the room; S8
forward crossing to other side, passing
by R
17=-32 return, passing by L, SS forward; center
couples do not cross all the way, but meet
in center and circle % around cach other
] .3 - - - o ot
BTt | BT 8| '8 B8
< AN S
-? (’ ; \‘\7 1/ '.
2 — g o 2 W X
8. é G5y B | A8
o P <o N o i
T -8 % v AR~ I /’ )
38L-"’ 8 "“'—-—\>B %B )B(A\
M - e = 7-32 T ~-%
SEVENTH STRAIN
1+8.7, ., center couples head *to opposite corners;
other corners come to center; first cor-
ners go to vacated corner along side; all
this is accomplished with 4 1S to get %o
place and 4 SS turning in place
9-16 repeat 1-8
17-24 repeat 1-8 (couples have described triangle)
25-32 repeat 1-8
EIGHTH STRAIN
1,2,3,4 all couples except one center counle stop
dancing
17-32 other couples join in one by one, SS for-
ward
NINTH STRAIN
1-24 IS forward in circle, counterclockwise
25-40 chaperones dance S35 in center; other

couples tighten outer circle till end.
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THE COTILLION (19th Century)

Recording: The Best of Johann Strauss
Eduard Strauss and Orchestra
Sine Qua Non, SQN 106

Record 2, Side 1 - Band 2
Singer's Joy -~ Polka

and

Giselle
Paris Conservatoire Orchestira - lMartinon
London, STS 15010

Side 2
a short waltz

The Polka was recorded in its entirety; then the
Waltz was recorded. Finally, the recapitulation of the
Polka was added.

The figures used: COVERED ALLEYWAY - Polka

MIRROR - Polka

CUSHION - Galop

CANDLE - Polka

UMBRELLA - Waltz

LE ROND SERPENTE ~ Polka

There was no set number of measures used for each
figure. Certain cues were learned, but the nature of
the dance prevents any exact choreography.

The conductor would call out each figure, and each
was performed only once by one set of dancers rather than
it being repeated by all. The first and last figures in-
volved all the couples.

Also, the # closed their eyes during the COVERED Al-
LEYWAY while the ladies were out of their places.
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