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Abstract

An abstract of the thesis of Lyndon Keith McEwirg the Degree of Master of Arts.
Victoria University of Wellington, School of EnghisFilm, Theatre, and Media
Studies—Theatre Programme, presented May 2008.

Title: Is the Dance Still in the Music? Chaconrenpositions from the
Seventeenth to the Twentieth Century.

This thesis looks at the relationship of dancénéorhusic with which it is performed, and
how consideration of the dance component in theanwhether literal or implied, can

influence and even inspire a musical performandayo

As a contemporary point of reference, the introuncbriefly describes Douglas
Lilburn’s Chaconng1946) for piano, and the composer’s inspiratibwalking the west

coast of New Zealand’s South Island.

After describing the history of the chaconne—itsusiph introduction to Europe as a
peasant dance, to Italy and t@mmedia dell’arteto France where it was adopted by the
court, and then the rest of Europe—chapter onaigs®s the general inter-relationship of
dance and music. The arts of dance and music veei®dered equal in Europe prior to
the eighteenth century. Continuing with defining term “dance music,” the chapter
then considers other Baroque dance-types, illustrdtow the chaconne is representative
of the genre. It further defines the chaconne asrit@ng a journey, thus providing a

basis for a comparison of chaconnes written thrabglcenturies and around the world.

The chaconne’s role, and dance generally, in thatth of the seventeenth and eighteenth

centuries is discussed in chapter two. The fifiaant Baroque dances for which



notations are available are discussed in chaptee thvith four of them being analysed in
detail using seventeenth-century rhetorical thsoofeBary and Lamy, as defined and
applied in twentieth-century analyses of Baroquecdeby Ranum, Maher, and Schwartz.
Three chaconne dances for ttanmedia dell’arteharacter, Harlequin are also

discussed.

Chapter four looks at the music of the chaconnelyaas the corresponding music for
the four dances studied in chapter three, anddbesiders the interaction between these

dance and music examples.

Chapter five concludes with a discussion of mogeriormance practices for dance and
music, and the current contrasting trends of caoefusideration being given to
performance of Baroque music, but the general ¢d@quivalent sensitivity to any dance
that is deemed “old.” A study of two contrastingaedings of Lilburn’sChaconne
follows: one dance-spirited, the other with anlietsual approach. A similarly detailed
examination of José Limon’s choreograplyaconng1942) demonstrates a careful

consideration of the music on a par with the Baeodances discussed.

Several appendices are included. After a briebthiction,Beauchamp—Feuillet

Notation and How to Read, fifteen notated Barogue-chaconnes in this natagthema
are included, with a brief description precedingreane. This is followed by a selective
list of twentieth-century choreographies eithdetitchaconne or to chaconne music, and

selective lists of chaconne music, separated ieforb and after 1800.
In addition to the written thesis, live performarmdehe noble danc€hacone of Amadis

and the grotesqueéhacoon for a Harlequimvas undertaken as an integral part of the

study. A DVD recording of this event is includedhvthis volume.
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Ill. 1. First plate of The Favorite a dance composed by Edward Isaac, published 1706A Collection
of Ball-Dances Perform’d at CourtUsing the notation schema devised by Pierre Begwamp and
published by Raoul-Auger Feuillet, dance and musiare represented on the page side-by-side.
Reproduced fromAn American Ballroom CompanionLibrary of Congress

<http://memory.loc.gov/ammem/dihtml/dihome.htmI>
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Introduction

A Two-Beat Anacrusis

In 1946 New Zealand composer Douglas Lilburn corad@haconnégor solo piano.
The work consisted of a theme and thirty-one vianiat the number chosen to signify his
recent birthday. In a radio interview with John Maeld Thomson, Lilburn describes

how a walk along the West Coast of the South Islasgdired the work.

At about midnight in May 1946 [...] | suddenly febsolutely fed up with
Christchurch so | caught the night train to Greythouarrived there at 6 a.m. on
a dreadful morning, it looked like the end of therld, but | walked a bit down

the coast, and then | could see Mounts Cook anchdmshining in the distance
and | thought “Aha, I'm going there.” And it was ahsolutely incredible walk
because in those days the original roads werdrgtitt, and they took their time
getting up hills, winding around corners. There wasse bush a lot of the way,
and full of bellbirds at that season, and of cotingeroads were bounded by these
huge banks of ferns and moss; full of colour. TH®le thing was magical.

In his introduction to the interview J.M. Thomsagsdribes the chaconne as an “ancient
musical form, originally linked to the dance, whichs attracted composers down the
centuries.” He adds that it is a demanding mugarah. Here he is referring to the
virtuosic technique required to play the chacomvigch also reflects the virtuosity of the

solo danced chaconnes of the early eighteenth gentu

That Lilburn should choose a European historic dagpe to capture his experience of
nature some 12,000 miles away and 300 years laggt iseem curious. Looking more
closely at the structure, history and significaotéhe chaconne, however, the choice

seems entirely explicabfe.

! An anacrusis is an upbeat or unstressed beag &eiinning of a musical phrase. Two upbeats were a
feature of seventeenth-century chaconnes.

2 Radio New Zealand Sound Archives, CDR 2@5.487)

® Douglas Lilburn’sChaconnewill be discussed in more detail in chapter five.



Lilburn’s description of his West Coast walk isastount of a journey. This echoes a
characteristic of the chaconne that one can triace $he dance-type was first
documented in Europe: namely a forward progresianincludes a succession of
moments or episodes such as one encounters omaypwhether literally, or
metaphorically through a range of emotions.

This abstraction of a journey is reflected throtigt range of emotions and experiences
expressed in its performance. The chaconne evdéileeda creative form integrating
both dance and music in the seventeenth and eimghteenturies, to one which by the

twentieth century was mostly associated with music.

Both dance and music reflected this journeyindhaearly chaconnes, and it is a
continuation of this feature, as much as it isrttedre and form, that defines twentieth-

century chaconnes.

This thesis will examine the close structural inmationship of dance and music that
existed during the seventeenth and eighteenth Gestin the Baroque period, when a
court member was expected to be both dancer anitiarusf a high calibre. Looked at
through the lens of the chaconne, this close mlatiip of the dance and music, found in
all “dance music” and “dance-like music”, is a reaer of how one art should be

carefully considered when performing the other.



it McEwing, 2007.

West Coast, New Zealand. Photograph by K
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Chapter 1

Music and Dance

What Exactly is a Chaconne?

It is hard to define an art type that has persigiexsbme extent through more than four
centuries, travelling through many countries anatioents. It has been a sung dance, and
a dance performed in various social settings, asdfdatured in the guitar repertoire, and
as virtuosic solos on violin, and keyboard. It waes favoured dance for the apotheosis of
the grand French Baroque opera, and also of Harlggservant character in the
commedia dell’arteMany composers have written chaconnes, rangorg lontesardo
through Monteverdi and Mozart to Christopher Malistilom Buxtehude and Bach
through Beethoven and Brahms to Bartok and Britiiemm Lully to Ligeti and Douglas
Lilburn. These very different composers have tredbe chaconne in widely varying

ways, to a point that even the most fundamentadfinthg feature of a triple-time metre

is sometimes discardédso howdoesone describe a chaconne?

First appearing in Spain in the late 1500s,dh&conais thought to have had its origins
in the Americas, along with trearabandaParticularly favoured in Seville, tlehacona
was classed ashmile, a popular dance with “its origins in the spontarganrestrained
setting of peasant life or primitive sociefyThechaconawas regarded as the wildest
and most popular of atlailes Church and court authorities who preferred thertty
danzasregarded thehaconaas an immoral dance because of its head and mstirgs
and suggestive body movements. Some even attriiuie¢he devil. In 1615 the

chaconaalong with thezarabandaand other similar dances, was banned from

! Two such examples are Guibaidulin€saconnen common time (4/4) and Ligeti’'s Hungarian Rock
gChaconne) in 9/8 (divided in the left hand as 23-22).

Hudson, Richard?assacaglio and Ciaccona: From Guitar Music to itial Keyboard Variations in the
17" Century Ann Arbor, MI: UMI Research Press, 1981. 3.

4



performance in theatres, although this seemedve litde effect on its popularity as a

social dance.

Shortly after it became popular in Spain thecconafeatured in Italy, particularly
Naples, where a large collectionamfcconamusic composed for Spanish guitar can be
found. Here the use of variations as a formal nalsitucture for the chaconne is first
documented. The theme for these variations is lyseiher a bass line (that is, a ground
bass or ostinato bass) and/or a harmonic ratharmttedodic theme. Although there is
little documentation of it, the dance also appeandthly, being associated with

commedia dell'arteand the charactérlecchino(Harlequin) in particular.

By the second half of the seventeenth centurglfaeonneéhad made its way into France
where it was performed in the court repertoirevds a favoured dance of Jean-Baptiste
Lully, who gave it pride of place in many of hisesps, to end either an act or the
complete opera. These chaconnes were often offilgnigiration, sometimes occupying

an entire scene, and all were intended for dandihgir distinctive features include:

* two-beat anacrusis (up-beat)

* variations on an harmonic theme of I-V-1V-V anddisrivations

» rhythmic pattern of crotchet, dotted crotchet, qira:vu J ) ‘.3

The influence of Louis XIV’s court over high culgyras well in political, military and
economic spheres, was felt through the whole obgeirIncluded in France’s influential
high culture was dance and music, such as the nhacén England the chaconne found
favour with Henry Purcell who composed chaconnesdme of his operas and keyboard
suites, and his well-know@hacony in Gor strings The chaconne also appeared several
times in German repertoire, although not so ofte@rided for dancing. George Frideric
Handel included chaconnes in his early keyboardksyand, possibly the most famous
example of all time, the concluding movement ofalohSebastian Bach’s Partita No.2

for solo violin.

% Or quarter note, dotted quarter note, eighth riwtegin referred to as “chaconne rhythm”.
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After the Baroque period the chaconne continuegpfmear but its popularity waned.
When Wolfgang Amadeus Mozart concluded the bafltisooperddomeneawith a



chaconne, it was by then considered old-fashiohkis. did not stop Ludwig van

Beethoven using the form for 82 variations on an original then(®/o00 80).

Johannes Brahms chose variation form for the filmaement for his Symphony no. 4,
which is probably the most significant instanceh& chaconne in the nineteenth
century? The chaconne was rare by this time but was nallydgnored. Franz Liszt,
Felix Mendelssohn-Bartholdy and Robert Schumanaradinged chaconnes of either
Bach or Handel, and Ferruccio Busoni’s transcriptbthe aforementioned Bach
chaconne in 1897 deserves special mention. Witlexbeption of Mozart, none of these
German and German-based composers intended tlaeiommhes to be danced. Mozart
follows the French opera style flltomenepand was himself highly regarded for his

dancing ability and known to have played Harlequin.

The twentieth century saw many chaconnes being oeet) both as music and as dance,
although more the former than the latter. Composect as Bela Bartok, Alban Berg,
Benjamin Britten, Cécile Chaminade, John Corigliadorman Dello Joio, Philip Glass,
Gyorgy Ligeti, Carl Nielsen, Carl Orff, Max RegerdaNed Rorem, as well as the New
Zealand composers David Farquhar, Ross Harris, Reugiburn, Christopher Marshall

and John Wells, have all composed works or movesridettified as chaconnés.

Twentieth-century choreographers who have creaedat entitle€€haconnenclude
José Limon (to the Busoni piano transcription offBa George Balanchine (to the
chaconne and other incidental music from Christéfifibald Ritter von Gluck’s opera
Orphée et Euridiceand more recently Bill T. Jones. Other danceshiconne music are
Leonid Massine’€horeartium(to Brahms’ fourth symphony), William Forsythe’s
Artifact andSteptex(all to the Bach chaconne), Twyla TharBach Partita(to the

“ Ccantrell, Byron. “Three B's—Three ChaconneStirrent Musicology12 (1971): 63-74. Neither
Beethoven nor Brahms identify their works namecat s chaconnes so it is with some conjecture hiegt t
are discussed both in this article and in thisithdy the nineteenth century the definitions chobnne

and passacialle were almost interchangeable androriecould be referred to as either on different
occasions. Adhering to Baroque definitions, howeBeethoven’s variations leans more towards a
chaconne; whereas Brahms’ symphony is more towapissacaille, starting with a complete bar arad in
minor key.

® Anderson, EmilyThe Letters of Mozart and His Family: Chronologlgahrranged, Translated and
Edited, with an Introduction, Notes and Index&$ed. Eds Stanley Sadie and Fiona Smart. London:
Macmillan Press, 1990. 842.

® For a larger, more comprehensive list see AppeBdiMusic After 1800 Identified as Chaconnes—A
Selective List

7



complete Partita no. 2 for solo violin by Bach) antinda Childs (to Britten’€hacony

from his second string quartét).

Over these four centuries the chaconne has evabedg reinterpreted by many
composers and performers. Despite this evolutiowgver, some elements of the

chaconne have remained relatively constant:

» variation form

o triple time

* moderate speed

» predominantly major tonality (if any)

* some association with dance or dance-like qualities

One further point, although less clearly definsdthie chaconne character or spirit, which
is an allegory of life’s journeys. Earbhaconatexts frequently refer to “the good life”,
court chaconnes exemplified desirable attributed,theatrical chaconnes often reflected

the operas’ themes. This will be discussed further.

Structural Inter-Relationship of Dance and Music

Music and dance were closely linked both beforedurthg the Baroque period. Today,
music from this period is widely studied in the demy and frequently performed in the
concert hall. By contrast, the dance remains tleeiafist preserve of only a minority of

dancers and scholars worldwide.

This preference for Baroque music over its assedidance forms has not always been
the case. In Europe before the mid-eighteenth cgrhe art forms of music and dance
were very closely linked. All people, courtiers amminmoners alike, took part in singing,
making music, and dancing within their societalugr®. Noble men and women were

expected to be skilled in both playing music andoifzg.

" For more details see Appendix C: Twentieth-Cen@ingreographies Titled Chaconne or to Chaconne-
Titled Music—A Selective List
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The seventeenth century saw the institutionalisatiothe professional performing artist.
In the French court, Louis XIV established two amatks—’'Académie Royale de
DanseandL’Académie Royale de Musiguend many other European countries followed

suit, establishing royal or state-funded acadewfiegnce and musft.

These academies enabled professional dancers asiciang to concentrate primarily on
a single art, and this specialization resultedchendlearly defined distinction between
dancer and musician, with this demarcation consgtyusplitting their collaborative
heritage. From this point in western art-culturgtdry the performing arts of music and
dance began to be seen as separate entitiesimgsultoday’s segregation between the

concert hall and the ballet theatre.

Today, the absence of integrated training for #aggumers of music and dance has had
detrimental effects on both art forms. Apart fromoanmon interest in metre and tempo,
this separation has brought about training in W gerforming arts with little

cognizance of and reference to the other. The pyifitegus on just one art has resulted in
a poorer understanding by practitioners and audiatike, especially of an art created
with both in mind.

This separation of the two arts in the Europeaditican is widely accepted as standard
today. Examining other dance and music traditiooddwide, however, proves this is
much the exception. Outside the Western performareea, dance and music maintain a
close working relationship. Manifestations of timtegration can be found in Africa,

Asia, and the Pacific, where many musicians are ddscers, and vice versa.

Nor does this separation include all types of masid dance even in Western societies.
The art of flamenco is one persisting European gamf a very close working
relationship between tt@ante(the song), théaile (the dance), thguitarra, and the
palmas(clapping). Also in Western cultures a close refahip between music and
dance remains in popular art forms, where the narhesny genres refer to both the
music and the dance equally: for example, waltztréa, tango, swing, rockn’ roll,

disco, and hip hop.

8 An important point is that these newly establisheddemies did not produce the first ever professio
performing artists; travelling players, such aspgbeormers otommedia dell'arteand troubadours, had
long made a profession of their arts.
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This close relationship between music and dancéearaced to the beginning of
historical records and possibly even further bdckia Sutton describes the prehistory of
the music and dance relationship as “more shrouded/stery than those of the other
arts”, explaining that while there are many theoas to the origins of the partnership,

they lack corroboratiof.

Robert Oliver, a leading New Zealand performer &aather of early music, hypothesizes
that one of music’s early functions was as a meansmembering text, and it is
subsequently that music came to accompany dandmgalks of how text and dance in
combination form the core of the tree of music, #rat both should be considered and
studied in musicianship for a depth of understagdéinperformance. Furthermore it is his
strong belief that musicians who ignore this asgam of the music with text and with

dance will do so at their perl.

At the Pacific Dance conference held in Wellingtor2005,Culture Moves! Dance in
Oceania From Hiva to Hip Hgppinion from the floor was almost unanimous that
music, dance and narrative were all equal and gabparts of the various Pacific
Islands cultures’ performing art. One strong volueywever, begged to differ. Taking a
cognitive approach, Dr. Okusitino Mahina, anthragist and lecturer at University of
Auckland, made the point that the music is auha,dance is visual, and narrative is
literal. Why should they only be thought of colieety when each is quite clearly

distinct?

Drawing on my own experience in appreciating therinelationship of music and dance,
| agreed with the majority opinion. | could als@ ke point raised by the lone voice,
however, aware of a similar distinction between emsequent separation of the three
components in western performing art. Althoughete and approach the three
components individually has brought about many benie western performing art, the

separation has also meant a loss in the capagigothice a unified art.

Before looking more closely at the unified art exdainy in Baroque dance and music,
and particularly the chaconne, there are some pthiat need clarification. After defining

the expressions “dance music” and “dance-like niwgaused in this study, a comment

® Sutton, Julia. “Dance. Introductiorew Grove Dictionary of Music and Musiciar®® ed. London:
Macmillan, 2001. 6: 880.
9 Oliver, Robert. Personal interview. 6 March 2007.
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on what others have had to say about the relatiprgtihe two arts of music and dance

will follow.

What is “Dance Music"?

In the simplest definition, “dance music” is musa@mposed expressly for dancing. It can
be music composed for a libretto or narrative pacamplement a theme or concept,
through collaboration between a composer and sedgoapher for theatrical works; or it
can be music written for dancing in general, usguadl defined by type or style, such as a

waltz.

“Dance music” is written expressly for dancing astherefore only half of the total
“performance package”. One needs to bear this mip@nd not be too quick to disregard
it as inferior to other musical genres that areceptually complete in an “audio-only”

presentation.

Some examples of dance music have been adapttefooncert hall, often as ballet
suites or excerpts, but music that is composedcespefor dance should not be
criticized if it cannot stand alone. To listen i3 the music of a ballet is comparable to
listening to an orchestra playing an opera witlibatsingers. Some operatic excerpts
have been adapted just for orche$triaut they are the exception. Generally opera

audiences prefer the music intact, with singers@ntestra.

Another comparison could be made with film musimdcers often use music to

enhance the atmosphere in a movie, be it horrtigraor romance; and there are some
exceptional film scores instantly recognisable tvie-buffs and non-moviegoers alike.
Most sound recordings of instrumental, specialljaposed soundtracks, however, form

only a small percentage of the stock in compact stisres.

While music has developed into an independentartce has retained an association in

some form or other with music. Twentieth-century ékinan dancer and choreographer

1 Wagner'sSiegfried Idyl] and Bizet'sCarmensuites, to name two.

2 The main music themes from John WilliamawsandStar Wars Maurice Jarre’éawrence of Arabia
andDr Zhivagq Ennio Morricone’sThe Good, the Bad and the Ughax Steiner's5one with the Wind
or Nino Rota’sGodfatherwould be recognisable to many, but a recordinthem would actually be
owned by only a few.
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Doris Humphrey says dance should function in caltabon with the arts of music,
narrative and design. She makes the point thatoisisiot dance’s master but instead an
equal, and that dance’s dependence on other afdshot be viewed as a weakness, but
a strength. Dance that ignores this need for a eoiop is often “in denial” of its own

identity

The mutuality between dance and music is impoftamboth. Dance should not be
viewed as an optional layer that sits on top ofrthusic. Dancers are often criticized for
dancing to counts and not to the music; but to ssgtihat the music comes first, to which
the dance is added, is a very epiphytic approadamnae. Are not the musicians counting
also? Dance conceived purely to enhance the maslenying the power of its own

voice. Rather than one growing on top of the otivat is needed is more a
companionable approach, recognising that both gnawe same soil of metre, rhythm
and phrasing (even if the components are identdiéfdrently by the two groups of
artists). These elements do not belong to oneeootier art, but are common ground to
both of them.

Returning to Robert Oliver’s similar metaphor ohda and song text being the core of
the music tree suggests that music for dance roigte have included everything that
wasn't expressly intended for singing. Music-ongrformances heard frequently in the
concert hall today still carry the influence of gand dance on the music, which can still

be heard in lyrical melodies and in distinctivethms and identifiable metre.

Music with danceable rhythms and metre—which mégidourage toe-tapping or invoke
a dance-I shall refer to as “dance-like music”, able todanced to despite this not being
the composer’s original intention. Baroque musipanticular was very dance-focused.
Much of it was intended for dancing; but more siitended for other purposes,
maintained the distinctive characters of particdince-types popular at the time. Bach’s

chaconne for solo violin is a case in pdiht.

In tracing twentieth-century developments of chgraphy, one appreciates the
pioneering work of Isadora Duncan and the Ballatsges. Duncan is well known for her

new movement vocabulary, but she was also reveolatioin her fusion of movement

13 Humphrey, DorisThe Art of Making Dance®rinceton NJ: Princeton Book Company, 1987. 132.
14 See Appendix C for six different twentieth-centahoreographies to Bach’s chaconne. José Limén’s
Chaconneo the Busoni transcription of Bach is also disedsi& chapter five.

12



and music. Performing initially to illustrate leots on the relationship of dance with
other artd® Duncan went on to include concert music for herganitiatives to raise

dance’s profile in the art world.

Diaghilev’'s commissioning of scores for the BallBissses has produced many iconic
works which can be heard in the concert hall tdddqually important, however, is how
the Ballets Russes (and successive companiesyviEdl®@uncan’s lead in using concert
music for ballets! This gave opportunities to the company’s choreuigess, Massine
and Balanchine in particular, who would then gdmoreate the new genre of the

symphonic ballet.

Many twentieth-century dance choreographies, falhovon from Duncan and the Ballets
Russes, have exemplified the “danceable-ness” aidiee concert and vocal music.
Similarly, choreographies to larger orchestral vgpduch as symphonies and concertos
have become more common.

“Dance-like music”, therefore, is music that mayéd®een originally intended as a
stand-alone art, but carries a dance-like quadity for this reason might at a later date
be chosen by a choreographer to set a dance to.“@ance music” and “dance-like
music” are important contributions to the musicfartm if they serve the purpose for
which they were created.

Publications on the Dance and Music Relationship

Much has been written about collaborations betvegegific composers and
choreographer® but little has been written on the two arts cdmtting to a shared
performance experience. The authors of what has Wweaten can be generally divided

into three categories: dancers, musicians, andrit

5 Organized by Charles Halle at his New Gallery, damin 1990. (Manning, 1992. 2: 454—-455.)

16 Some of these are Debussy&ux de Falla’sEl Sombrero de Tres Picoblilhaud’'sLe train bley
Poulenc’sLes BichesProkofiev'sLe fils prodigue Ravel'sDaphnis et ChlogSatie’sParade and
Stravinsky'sFirebird, Petrushkale sacre du printempandLes Noces.

1 Including Nijinsky’sL’aprés-midi d’un faung¢Debussy), Massinelsa boutique fantasqug@Rossini), and
Fokine’'sCarnaval(Schumann)SchéhérazadéRimsky-Korsakov) antle Spectre de la Ro§&/eber).

18 Marius Petipa and Pyotr Tchaikovsky, Igor Strakinand George Balanchine, and John Cage and
Merce Cunnigham to name just a few examples.
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Dancers, such as Mark Morfisand José Lim& talk about their own musical
background and training and how this has influertbed choice of music, and the way
they create their movement to it. The musicianghenother hand, seem to be aware of
the benefit music studies would have for dancarsdb not seem to regard the opposite
as true. Katherine Teck wrote three books on muaicing for dancers. In her book
Music for the Dancealthough she is careful to consult both dancedsmausicians, her
musical perspective predominates. She allows teniewees’ thoughts to produce the
conclusion of dancers needing to develop musicalitheir dancing, but does not ask

what the dancers might be able to contribute ®dbllaboratiorf!

Three critics take a more objective approach tb lots, and recognise each art as a
participant in an equal partnership. Edwin Evanssimcritic forThe Daily Mailin

London in the 1920s and 1930s, strongly encouragess of both kinds to maintain
equilibrium in their collaboratioff Musicologist Paul Nettl documents the history of
dance music, but unlike many authors who focudysole the aural aspect of dance
music, Nettl constantly refers to the movement hatld be accompanying the music he

is discussing®

It is the third author, concert pianist and jouista¥erna Arvey, who addresses the
relationship of musician and dancer most closetg &ncludes her bodkhoreographic
Music: Music for the Dancewith three chapters: “The Simultaneous CreatioDance
and Music,” “Problems for the Dancer,” “Problems flioe Composer.” In the last of
these three chapters she starts first by critigitile music critics’ reviewing of dance
music: “their sometimes superficial comments betheyr lack of interest and knowledge

of the subject?* She continues:

What is left, then, for the composer? He, too, &hetudy the dance. He need not
dance if he does not enjoy it, but by diligent iegdand observation he should be
able to know the medium for which he composes.yéars, composers have
wished that dancers would study music. Why shdudg hot learn something of
the dance in returf?

19 Acocella, JoanMark Morris. New York: Farrar Straus Giroux, 1993.

20 Limén, JoséJosé Limén: an Unfinished Memokanover, NH: University Press of New England,

[1998].

! Teck, KatherineMusic for the Dance: Reflections on a Collaboratié. Westport, CT: Greenwood
Press, 1989.

2 Evans, EdwinMusic and the Dance: For Lovers of Ballebndon: Herbert Jenkins Ltd, [1948].

23 Nettl, Paul.The Story of Dance Musiblew York: Philosophical Library, 1947.

24 Arvey, Verna Choreographic Music: Music for the Dandgew York: E.P. Dutton & Co, 1941. 425.
5 Arvey, 1941. 426.
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Two other authors who should be mentioned for tieiting on the important
relationship of music and dance are Doris Humphatrgady quoted, and a scholar of
music and dance, Stephanie Jordan. Both of thekeraualong with Arvey, and Morris
and Limén who have led by example, emphasize tip@itance of studying both art
forms to be a knowledgeable performer and to dieefall depth and breadth to the
expression of this collaborative art in performarites this possibility of an equal

approach to both arts that | shall be exploring @eghonstrating in this thesis.

One outstanding scholar who should be mentioneel iseendy Hilton. Her dedication
to rediscovering the otherwise lost art of Barodaace, and the publication of her book
Dance and Music of Court and Theathave been indispensable to much subsequent
study?® She interprets and compares the treatises of Bardance masters, and
demonstrates the connectedness between the dathtfeeamusic. Hilton also endorsed
the study of both the dance and the music in aipedavay in her teaching at the
Juilliard School of Dance as well as at her sumwmkshops at Stanford University for

more than two decades.

A Sample of the Dance Repertoire of Seventeenth- @rcighteenth-
Century Europe

I look now at the seventeenth and eighteenth cestuvhere a close working
relationship was a common feature in the musicdartte of Europ’ First | briefly
describe some other dances of the Baroque perbthair relationship with music in
particular. This will give context to the chaconmalicating why it is an effective dance
for the purposes of this study, and, more impolgamaking it clear that it is not an

exception, but just one of the twenty or so priatiance types of this peri6d.

Menuet
Themenuet ordinairemaintained popularity throughout Europe as a $aeiace for over

150 years. Frequently appearing in Jean-Baptisig'tiscores after 1664, the dance was

%6 Hilton, Wendy.Dance and Music of Court and Theater: Selectediigst of Wendy HiltonStyvesant,
NY: Pendragon Press, 1997.

27| am grateful to the tuition from my Baroque dateachers, Wendy Hilton and Jennifer Shennan, for
performance experience in these dances, whiclgritbmation with Hilton’s book (1997), is the baseis
these descriptions.

%8 Little and Marsh (1992), in their index of “Daniyg@es and styles”, list notations under 31 différen
headings (158-162). Hilton (1997) only lists eigimtén her Dance Types table (154), which would
represent the most prominent dances of the period.
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Step-

Usual units
“0Odd Notes™ Beating., One bar per
[Upbeats) Duple-time bar Dance types Relative tempi
down up
J J J 2 Entree “Very slow. . .
(quadruple) Grave”
bon 1/2 J J 1 Gavot “Rather more
= solemn and
J 1 Galliard grave” than
J 1 Allemaigne
J 1 Bourée these
J 1 Rigadoon
; J d d 2 Louvre or “Grave”
slow Jig
J\ J d d (quadruple)
: 1 Jig
“Light and airy”
1 Forlane
On
n
bar m J J 1 Canary “Very brisk”
Triple-time
down up
J\ J G’ A 1 long Courante “Very solemn
1 short ] and grave”
J J J 1 Sarabande Less grave and
1 Passacaille ‘every one a
1 Chaconne Degree lighter”
Two bars*
down up
J J J J J J 1 Minuet Each one “still
in twe Passepied brisker”’
I bars

* Tomlinson says that menuets begin with “odd notes’ but that passepieds never do.
Since the reverse is usually true the author takes this to be a slip on his part.

Ill. 4. Wendy Hilton's chart of Baroque dance-typesdn a classified order of meter and tempo.
Reproduced fromDance and Music of Court and Theatep. 263.

popular at the French court until the French Retvatu The dance-type spread
throughout Europe and Russia, and to America, witdirgered even after the fall of the
French kingz.9 Themenuet ordinairavas a social dance for a man and a woman, and was

unigue amongst Baroque dances; instead of a speéaifep sequence as found in other

29 Hilton, 1997. 291.
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dance-types, the menuet had a distinctive structypen which the dancers would

perform step-units gbas de menuet

The structural feature in the dancing of the memwes its Z-shaped floor pattern. After a
réveérencgbow) to music, the gentleman and the lady wosltbsate to opposite corners
of the floor; they would dance repeated “Z” figurpassing each other in the centre of
the floor. Eventually, the gentleman would remoigehat and offer his right arm to the
lady as they approached, and she would acceplir@irmround each other they would
then drop hands, turn, and the gentleman would ¢iffen his left arm, and they would
circle again. Then they would separate and retuthedir respective corners to repeat the
“Z" figure. Finally, the gentleman would offer bottands; the lady accepting, they would

circle around each other and then finish with aaotévérence

\ il
SR ;
SRy :

lIl. 5. Presentation of the Right Hands,

published by Pierre Rameau inLe Maitre a danserp. 88.
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There is an interesting relation of thas de menuetance-step to the musical two-bar
phrase. The phrase, being in triple time, is tw lodi three beats each; the dance step,
however, groups the beat differently to contrashwhe musical phrase: as 2+4 for the

pas de menuet a deux mouvemeansl 2+3+1 for theas de menuet a trois mouvements

This hemiola in the dance step creates interaktabar level, while the evolving

relationship of the two dancers creates a furtneellof interest in the dance’s structure.

"K ()
¢ |
g

@)
3

I
|

IS (6)

\4 (5)

4

|3y L®3)

2

I\
X (2)
_‘{ RO

(2)

LD

Ex. la.Pas de menuet a deux mouvments. Ex. 1b.Pas de menuet a trois mouvments.

Ex. 1a & b. The step-unitspas de menuet & deurouvements@nd pas de menuet a trois mouvements
shown in Beauchamp—Feuillet notation (left) and Kietography/Labanotation (right). The

numbering of counts within the step-unit, and the backeting in the kinetograms highlight the
emphasis on the third count that creates the hemial

Gavotte

The gavotte, bright-spirited in both dance and musiin duple time, with the distinctive
feature of the music always starting with a half Gde dance, however, waits through
this half bar, and starts on the downbeat of ttst iomplete bar. This music—dance
interaction creates the effect of the dance chasiegnusic and finally catching up when
they arrive together on the final note of the paras
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Bourrée
The bourrée is another bright-spirited dance, dsalia duple time. The step-umuais de

bourrée unlike thepas de menugis a perfect match to the duple time in the méfsic

Sarabande

This is a slow, triple-time dance with a distinetiy reflective character. As mentioned, it
first appeared in Europe in Spain aszheabandaand is thought to have originated in
the Americas. Characteristic of the sarabands isrniphasis on the second beat of the
bar—equal to if not slightly more emphasised thanfirst—which is a feature of both

the music and the danced step-units.

Courante
A very solemn and ceremonial triple-time dance,dbigrante was a favourite of Louis
XIV. An interest in the relationship between thesicliand the dance lies in the variety of

beat groupings in the combination of step-unitinithe bar*

1 — .J
3 -
- 3[R
(3) 2? N ) A
*
o g cr
(2) & S_ 1 (2
H +
1
\;év (1) L)
4
T
Temps de courante, Pas coupe, Pas de bourrée
demi-coupé demi-jeté

Ex. 2a, b & c. Three different step-units commonlyccurring in courantes with brackets to indicate
the beat groupings: a=1%+1%; b=2+1; c=1+1+1.

%0t is also a versatile step-unit being easily aeldpo triple time, as illustrated in the couralpegow.

31 Interestingly, the Baroque hornpipe also consiétse same feature of matching step units witfeckt
beat grouping within the bar as the courante. htrest to the courante, however, the hornpipe Higghter
and more playful character.

19



The chaconne, as danced in the Baroque perioddateonstrates a close relationship
between the dance and the music: at the bar lawvte phrase level, as well as within
the overall structure. The Baroque chaconne anshpagsle—a dance-type similar in
structure and character—are generally the longasteks in the notated repertoire, which
allows more development of the interplay betweesimand dance, and variety of mood

and colour within each composition.

It is these features of the chaconne, and the @ptiopally) large number of extant dance
notations, which include social as well as theatritances both noble and comic, that
make this dance type an appropriate choice forstiidy. The next chapter looks further
at the chaconne’s prominent role as dance andtameent in the seventeenth and

eighteenth centuries.
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Ill. 6. “The 2nd Movement of the [Chaconne or] Paszcaille Step,” Plate XIV from Kellom
Tomlinson's The Art of Dancing ExplainedLondon, 1735)
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Chapter 2

Chaconnes in Theatre Genres of Seventeenth- and
Eighteenth-Century Europe

Thechaconabegan as haile—a peasant dance. The dance moved easily fromatapée
roots, onto the stage and into several differegdtite styles throughout Europe in the

seventeenth and eighteenth centuries, reachinglaipehe operas of Lully.

While the chaconne also continued to exist as mlsdance, this chapter primarily
recounts its development as a theatrical form, wkganore explicitly documented. The
theatrical form over time became more virtuosid #re social dance mirrored that of its
theatrical counterpart to a certain extent. ltasduse the chaconne evolved into
something highly intricate, in both dance skillglanusical awareness, that makes it a
significant choice for this study. As well as bemghosen dance of royalty, how the
chaconne was used in various theatre genres exaaplie importance of this dance-
type to the Baroque court, and consequently theitapce of the relationship of dance
and music.

Early Occurrences of the Chaconne

The Chaconain Spain

One of the first references to tbleaconais as an entertainment for the marriage of Philip
[, the king of Spain, in 1599. Simén Aguado wr&etremés del Platilloin which a

band of thieves entertain an Indian chief. Theytaskchief if he has heard ba

chacona del platilld“The Chacona of the Serving Dish”). He replieatthe has not, so
they promise him the best dance he has ever seeornan‘so new they have hardly even

performed it yet.” To perform the dance, howevieeytrequire several plates and jars of
22



silver, which the chief duly supplies. These aenttied to the waists of two women in
the performing troupe. They dance, exiting as tmgdinishes, taking with them the
Indian chief’s silver

Thechaconais frequently mentioned in Spanish literaturetfe first two decades of the
seventeenth century, including works by Lope dea/dgiguel de Cervantes and
Francisco de Queveddlexts to fifteen Spanisthaconasxist, four of which are from
dramatic works, which one presumes were sometiihest always, danced as well as

sung.

While being widely used to entertain people, anghethe king, thehacona however,
was also the target of great objection from theainsts of the day. In the year of Philip
[II's marriage (although probably a different ocdcag, Padre Fray Juan de la Cerda
complained of “the indecent costumes of the dangirlg and the obscene effect
achieved by movements of the eyes and neck, teatpef the hair, and the expressions
of the face.? The dance was also described as carefree, lassigiod impure, and it has
been said that it “included all sorts of body moeens, used in a sort of sexual
pantomime.*

On April 8, 1615 thehaconawas specifically mentioned in an edict forbidding
“licentious dances” in the theatre. Despite thigEithe dance is mentioned in subsequent
literature, so it presumably continued as a satdake’ The edict would have remained

in effect at least until the death of Philip [l %21, in which period at least one play was

written that features ehacona so it appears the edict bore little provocafion.

! Walker, Thomas. “Ciaccona and Passacaglia: RentarR$eir Origin and Early HistoryJournal of the
American Musicological Societ21.3 (Fall 1968): 300.

> Hudson, 1981. 4.

® The choice of the word “costume” might suggess thas being performed. This most likely is a
translation from the Spanish, which Hudson doegpnotide.

* Hudson, 1981. 5.

® Walker, 1968. 302.

® Lope de Vega'€l amante agradecid(1618) (Walker, 1968. 302). Assuming the play wagmed
shortly after being written, the law may have begmred and thehaconadanced; or else it was only
sung, which most probably did not breach the edict.
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Baile de la chaconafrom La ilustre fredona(1615)
By Miguel de la Cervante$

... Requieran las castafietas
y bajense a refregar
las manos por esa arena
o terra del muladar.
Todos lo han hecho muy bien
no tengo que les retar:
Santiglense, y dén al diablo
dos higas de su higueral.
Escupan al hideputa,
porque nos deje holgar,
puesto que de la chacona
nunca se suele apartar.
El baile de la chacona
encierra la vida bona

iQue de veces ha intentado

a questa noble sefiora

con la alegre zarabanda,

el pésame, y perra mora,

entrarse por los requicios

de las casas religiosas,

a inquetar la honestidad

gue en las santas celdas mora!
El baile de la chacona
encierra la vida bona

... To the castanets they lay their hands,
lowering themselves until they touch
these arenas with their hands,
earth to fertilize.
All have well performed
there’s nothing more to be said
Now cross yourselves, and to the devil offer
the figs of his fig-orchard.
Spit at the son of a bitch,
that he trouble us not,
since he is ever-present
in the dance of the chaconne...
In the dance of the chaconne
lies the secret ofie bonne

... How often

has this noble lady tried,

with gay sarabande,

with pesamend withperra mor3,

to enter through the cracks and clefts

into the convents of the nuns,

their virtue to disturb,

which is those sells doth always reign! ...
In the dance of the chaconne
lies the secret ofie bonne

After the first quarter of the seventeenth centhgchaconan Spain declined in

popularity, although it was still being referreduatil 1660. Juan de Esquivel Navarro

lists it in 1642 as one of the social dances texezuted, although it was no longer noted

for its licentiousness or causing a sensation.

The Ciacconain ltaly
Theciacconafirst appeared in Naples at the beginning of theateenth century, where
its theatrical character made it a natural inclnsioperformance¥’ It is well

documented thatommedia dell’artglayers were expected to be skilled in playing

’ Bianconi, LorenzoMusic in the Seventeenth Centufyans. David Bryant. Cambridge: Cambridge
University Press, 1987. 101-102.

8 Other popular dances at that time.

° Hudson, 1981. 8.

19 Silbiger, Alexander. “ChaconneNewGrove Dictionary of Music and Musiciar@® ed. London:
Macmillan, 2001. 5: 411.
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music, singing and dancing, although there ilittlention specifically of dan¢éThe
ribald Spaniskthaconawas in keeping with the attitudes of t@mmedia dell'arté?

particularly of the servant characterecchino™

Allardyce Nicoll makes the point that while onlyeav commediascenarios indicate
music and dance, “formal indication of this kindsyin reality, not neededand then
refers to the many illustrations of Italian comeldst portray dancing. Kenneth Richards
comments on the difficulty of distinguishing betwesancing, and the leaping and
acrobatic movement required of the performers;goek on to mention the regular
ridicule by mimicry and parody of the social elitehich would have included

performing the courtly dances of the day.

Few dance types are connected with specdimmediacharacters, but there are five
occasions on which Harlequin’s dance is explidtighaconne. One occasion occurs in
Gregorio Lambranzi'®eue und Curieuse Theatrialische Tantz-S¢h@lLe)*® which
provides illustrations, music, and brief descriptiaf dances for the theatre, including
several focommedia dell'arteeharacters. Three of these illustrations showeédgin

dancing &Chicona(sic).

The other four examples are early eighteenth-cgmdaroque dance notations which,
while still distinctively Harlequin-like, reflect ore the French style. They are evidence
that Harlequin is possibly one of the keys to thesformation of the popular peasant

chaconaof Spain into elite entertainment for the Frenchred’

The chaconne in France lost its original scandattasacter and instead became a dance
of great skill, both because of its length—req@rangood memory and stamina—and the

virtuosic steps it involved. It was now a dancdtbag a king. While still adhering to the

" Richards, Kenneth. “Commedia dell'arténternational Encyclopedia of Danchiew York: Oxford
University Press, 1998. 2: 189.

2 Hudson, 1981. 9-10.

13 Arlecchino (It.), also known as Arlequin (Fr.) aHdrlequin (Eng.). From here on the English forri wi
be used when referring to the character generally.

¥ Nicoll, Allardyce.The World of Harlequin: A Critical Study of the Cmiedia dell’Arte Cambridge:
Cambridge University Press, 1963. 158.

'* Richards, 1998. 190.

16 |_Lambranzi, GregoridNew and Curious School of Theatrical Dancing: ThasSic lllsutrated Treatise
on Commedia dell’Arte Performancgans. Derra de Moroda. Ed. Cyril W. Beaumont. &dita, NY:
Dover Publications, 2002.

" Refer to the appendix for a description of thisation schema, and chapter three for further aisbfs
these dances.
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dance-type’s origins, Harlequin appears quick ke tap the challenge of these new
characteristics, making fun of the less successfuitiers’ attempts at it, as the notations

show.

‘

lll. 7. Domenico Biancolelli (1640-1688) was welhlown for his dancing, mime and acrobatics in his
protrayal of Harlequin. He travelled to France, whee he was known as Domenique, and was greatly
adored by Louis XIV. Original illustration in the B ioliothéque de I'Opéra, reproduced here from

Harlequin Phoenixby Thelma Niklaus, p. 56.
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Early Theatrical Entertainments Involving Dance

Many theatrical styles and genres established ¢fivout Europe during the sixteenth and
seventeenth centuries involved music and danch,apiera a particularly significant
genre. Opera’s association with music is obvious,its association with dance is less
pronounced. Now | will discuss the developmentef $ung drama in Italy, France and
England during the sixteenth and seventeenth desiwand the way dance played an

integral part in it.

The Italian Intermedio

As structured entertainments of spectacle evolueailteenth-century Europe, plays
often included an entertainment between acts, kriovitaly asintermedio® Intermedii
were musico-dramatic entertainments ranging frorsimplayed offstagaritermedii
non apperenjito fully staged and costumed extravaganzas vétitishg (ntermedii
apperenti). Stages did not have curtains, soititermediohelped to separate aéfs.

Intermediiwere originally quite separate from the plot ¢ thain play, but over time,

for continuity, they came to be chosen to refleetactions and themes of the main plot.
As their popularity grew they became more substagntiith machines employed to move
the elaborate sets and scerf@rgventually théntermedioformed the basis for the

various opera forms that would arise.

The FrenchBallet de courand Comédie-ballet

The French court during the seventeenth centurypagscular about the new styles of
entertainment it adopted. Taking only what it likifdhe dance and music types of Italy
and elsewhere in Europe, it then adapted themsimeething new and distinctively

French.

18 Intermedio(lt.), alsointerméde(Fr.). By the eighteenth century the preferred teritaly was
intermezzolnter-act entertainments existed in other parSuwope under different names, such as
divertissemenin France anéntimasquen England, which will be covered later in thisapter.

19 Carter, Tim. “Intermedio.New Grove Dictionary of Opera.ondon: Macmillan, 1992. 2: 805.

%0 The sixteenth-century playwright Anton Franceseaz3ini is reported to have said, “Orineermedi
were made to serve the comedy, but now comedienade to serve thatermedi.. the wonder, alas, of
theintermedi” Carter, 1992. 805.
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Ill. 8. Jacques Callot’s engraving of “Typhoeus Beeath the Mountains of Ischia” from the first
intermedio of La liberaszione e d’Arne1617). Performed as entertainments to celebrate ¢h
marriage of Ferdinado Gonzaga, Duke of Mantua, to @therine de’ Medici. Original engraving in the
Victoria and Albert Museum, reproduced here from the History of Opera ed. Stanley Sadie, pp. 50—

51.
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One theatrical style to evolve was thedlet de cour More unified than the short
independent scenes of its predecessorgjitleetissemenit and theféte? (which
remained popular), theallet de courombined dancing, singing and continuous

dramatic action with elaborate costumes, machindssat$>

Ballet de la nuit(1653) was a significartallet de courfor several reasons, particularly
because it featured Louis XIV at age fourteenherble that would become his
signature—e Roi Soleilthe Sun King), and the twenty-year old Jean-Bagptiully?*

Originally from Florence, Giovanni Battista Lullias brought to Paris as an Italian tutor
for Louis XIV’s cousin, Anne-Marie-Louise d’Orléansulli was quick to embrace his
new homeland, is often said to have been more Rréran the French, and Gallicized
his name as Jean-Baptiste Lully. Proving himsebigdooth an exceptional dancer and a
talented musician, Lully appears to have develap&tndship with the king during the
performance oBallet de la nuitthe Florentine was immediately appointaanpositeur

de la musique instrumentaie.

Lully composed many ballets for the couallet d’Alcidianewas his first to include not
one but two chaconnes. The “Chaconne des Maurédsthvis the more substantial of the
two, concludes the ballet as a grand finale, ireamer Lully would follow in future
theatrical works® Lully danced in court productions alongside thegkiand was also
known on several occasions to compose the dancgslbas the music, or to change any

dance steps set to his music that he did notfike.

The French playwright Moliere (born Jean-Baptisbgurelin) combined elements of the
ballet de coumwith spoken comedy to form a new genre that bedamen ascomédie-
ballet In a partnership between Moliere and Lully tlzestéd nearly ten years (1661-

1670), numerousomédies-balletas well as other theatre works were created.dn th

L A one act entertainment or diversion, with dangitaying a prominent role.

22 A festival with large-scale entertainments, oftesomeone’s honour or as a benefit.

23 Bartlet, M. Elizabeth C. “Ballet de coutNew Grove Dictionary of Operdondon: Macmillan, 1992. 1:
293.

24 Anthony, James RErench Baroque Music: from Beaujoyeulx to Ramdzartland: Amadeus Press,
1997. 52-53. It also included instrumental musimposed by the professional dancers Louis de Mollier
Verpré and Michel Mazuel.

5 La Gorce, Jérdme de. “Jean-Baptiste Lullyéw Grove Dictionary of Music and Musiciar®® ed.
London: Macmillan, 2001. 15: 293.

26 Anthony, 1997. 55.

%" Harris-Warrick, Rebecca. “The Phrase Structureutf’'s Dance Music.”Lully StudiesEd. John Hajdu
Heyer. Cambridge: Cambridge University Press, 2@Q0.
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comeédie-balletully developed the skill of incorporating danega the action of the

play, which he would extend even further in hisragé®

lll. 9. Louis XIV as le Roi Soleilfor the final entréefrom Ballet de la nuit(1653). Costume design from

the studio of Henry de Gissey.

Although “les deux Baptistes” as they were calbe@, often associated with the
beginning of this genre, the firsomédie-balletas it has been creditddgs Facheux
consisted of music composed mostly by the dancéemBeerre Beauchanfp.

Beauchamp was Louis XIV’s personal dance masterésudcollaborated with Lully,

28 Anthony, James R. “Opéra-ballet and Tragédie lugitjinternational Encyclopedia of Danchiew
York: Oxford University Press, 1998. 5: 38.
2 Anthony, 1997. 72.

30



including writing some of the music, for macgmédies-ballets, ballets de caamd

operas®

It is this lesser known collaboration of Beauchaand Lully that presents two
individuals each skilled in both dance and musithdugh these two men were
exceptional enough to be recognised by the kirgjr tmulti-talented” characteristic was

by no means an exception in the court but, rathed@al that many aspired to.

Moliere and Lully’s final collaboration wase bourgeois gentilhomn{@670), after
which their relationship rapidly deteriorat&dn 1672 Lully became the director of the
Académie royale de musigaad established a new opera style distinctlyHerRrench

court: tragédie en musiqu®

The English Masqueand Antimasque

The Englishmasquegrew out of the festivals, pageants and revelscéstsal with
masked dance in the early Renaissance. It hadibieanced from the Italian
mascherata—in carnival floats and themes of allegory and miagy—and from the
Frenchmasquerade-in thematic continuity and the prominence of dafidee Italian
intermedioinspired the incorporation of comic interludes,iethbecame known as the
antimasqueand included elements drawn from earlier styfdsmglish entertainments

such as mumming plays and dance pantonifme.

Both themasqueandantimasquenvolved dancing: thenasquencluded court dances
(such as branles, basse danse, pavans and galtiarused by the court; tlEtimasque
included jigs, country dances and morescos (knaday as morris) danced by the
professional actors. Threasquebegan to take on a more operatic appearance, with
recitative-style passages, and completely snagquesvere performed as early as 1617
in Ben Jonson’séovers Made Menwith music set and sung by Nicholas Larifer.

30 Astier, Régine. “Beauchamps, Pierrinternational Encyclopedia of Danchlew York: Oxford
University Press, 1998. 1: 396.

%1 Today’s historians have given several reasonthfer For some of them see La Gorce, 2001. 294.
%21 a Gorce, 2001. 294.

%3 | efkowitz, Murray. “Masque.New Grove Dictionary of Music and Musiciar®’ ed. London:
Macmillan, 2001. 16: 42. Lefkowitz, Murray. “Antirague.”New Grove Dictionary of Music and
Musicians 2" ed. London: Macmillan, 2001. 1: 734-735.

3 Jonson described the music as “in stylo recitatiMary Chan argues that they were more likely
declamatory ayres, and that Lanier did not writerule recitative style until 1630, after visitingly.
(Chan, Mary. “Lanier, NicholasNew Grove Dictionary of Operdondon: Macmillan, 1992. 2: 1099.)

31



Ill. 10. Engraving from the 1711 publication of Beamont and Fletcher'sWit at Several Weaponsf a
masked comic dance. Reproduced in Richard Ralph'§he Life and Works of John Weavep. 7.
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The Rise of Opera

Inter-act entertainments with music, singing andaitzg, grew in popularity throughout
Europe, dominating and eventually absorbing thg $zlf. From the@ntermedioin

Italy, thecomédie-ballein France and theasqueandantimasquen England, three
different styles of opera developed in seventeentitury Europe. All, but especially
tragédie en musiqui@ France, would continue to involve dance. Theneh operatic

style also expanded the chaconne to very grandpiops.

Opera in Italy

Italy was the first country to produce plays thatreventirely sung. Near the beginning of
the seventeenth century Florence and Venice indkmely developed entirely sung
dramas. Greek and Roman classical studies werdgragguongst the humanists in
Florence in the late sixteenth century, and a gafigcholars and musicians (known as
the Cameratd) tried to emulate the entirely sung dramas theyckaled had been
performed by the ancient Greeks. Their first calaion waDafne(1598)3 Another
collaboration Euridice, for the marriage of Maria de’ Medici and Henri 11600, soon

followed 37

Independent of what was happening in Florence, d&saw its own sung drama style
emerge—dramma per musicalthough the end result is not unlike that of the
Florentines, this Venetian entertainment refle¢kedstate’s traditions and structure
rather than humanist thought. Competition amorgsitealthy families to entertain

lavishly during Carnival season led to the develeptrof this new “drama with music”.

Although these sung dramas were primarily musig,iticlusion ofintermedii and thus
dance, continued; as before they were independené glot and consequently

interchangeable. Sometimes the composer(s) of #ie work wrote théntermedij but

% palisca, Claude V. “Cameratdfew Grove Dictionary of Music and Musicia2&’ ed. London:
Macmillan, 2001. 4: 870.

% Rosand, Ellen. “Opera. Early Opera, 16009t Grove Dictionary of Music and Musicia®8? ed.
London: Macmillan, 2001. 18: 420-421. She referthése as “humanist court opera”.

$"Rosand refers to bofbafneandEuridice as Ovidian pastorals (421). Rosand also desEbeislice as
“the first monument to operatic history” (420).
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more often they were by someone else. The firseYfandramma per musicapecified

each act should end with a madrigal, followed bycgalintermedii®®

As the first extant Italian musical score foriacconawas published in Florence in
16062° one can assume that this dance-type was curréhisipart of Italy at this time,
at least as a social dance. Although none of tdaseedntermediihave been identified
asciaccone it is possible the dance-type was included. Algrely, if the dancing
remained true to its Spanish roots, ti@connamay have been regarded as too vulgar
and scandalous. It is important to note that thive ogera forms were specifically for the
court. While the independecdommedia dell’artéradition eagerly embraced the ribald
ciacconain the hope of offending the court, those employgdhe court may have just

as eagerly avoided it for the very same reason.

Jules Cardinal Mazarin, the Italian-born Prime Miar during Anne of Austria’s regency
for the young Louis X1V, introduced opera to Fralgeorganizing seven performances
between 1645 and 1662. These operas, modifiedttér&nch taste, included elaborate
ballets, and a prologue and epilogue in prais@®itonarch. Nevertheless the French
court did not seem to warm to the new genre, amaireed loyal to its accustomed types

of entertainment such as theallet de couand thecomédie-ballet©

One opera to be sponsored by Mazarin, and onemfdwe written expressly for the
French court, wa®rfeo, by Luigi Rossi (1647). Its second act includes#actively
placed chaconnd I'imperio d’Amore** Euridice invites everyone to dance, and
proclaims the power of love, to which each and ydeity surrenders. The gaiety is cut
short with Euridice suffering a fatal snakebites®mabling more the Spanish peasant
dance than the noble French chaconne still to eyd@wuridice’s dance of death is
possibly Rossi’s solution to please everyone—bjuiiag the highly entertaining

chaconne but with a cautionary tale attached.

38 \WWhenham, John. “Andromeda\ew Grove Dictionary of Operdondon: Macmillan, 1992. 1: 132.
Whenham claims that this opera was the first tpdréormed to a paying audience.

% Montesardo, Girolamo. “La Ciaccona sopra I'Altiova inventione d'intavolaturdlorence:
Christofano Farescotti, 1606. 20. This volume afgsoand dances in guitar tablature also includes 23
passacaglie.

“OHarris-Warwick, Rebecca. “Paris. To 1668l&w Grove Dictionary of Music and Musicia?d” ed.
London: Macmillan, 2001. 19: 856.

“ Silbiger, 2001. 5: 412.
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Il. 11. An engraving depicting a Baroque stage prduction of Euridice being taken away at her
death. Possibly of Rossi’s opera, this illustrationvas included in the booklet of the compact disc of
the opera, recorded by William Christie, p. 3. No eference for this illustration is given.

French Opera: Tragédie en musiqué

Lully, having witnessed and possibly even taken palMazarin’s opera productions,
agreed with popular opinion at that time, that ejd#id not have a place in the French
court®® It was not until the French poet Pierre Perrinedleped a really French opera

style that Lully was eventually persuaded.

In 1669 Perrin received a twelve-year privilegerirthe king to establisAcadémie
d’opéra and collaborated with composer Robert Camberthmist the Marquis de
Sourdéac, and financier the Sieur de Champerothéar first productionPomone

(1671). It ran for 146 performances, and has diean regarded as the first true French
opera, involving much ballet, machines and speetd2bspite its long season, however,
Sourdéac and Champeron creamed the profits anith Rexs imprisoned for

insolvency*

2 Also referred to today asagédie lyrique.

*3La Gorce, 2001. 294.

“4 Bashford, Christina. “Perrin, Pierre ['L’abbé’]New Grove Dictionary of Music and Musiciar®” ed.
London: Macmillan, 2001. 19: 455.
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The following year, and with backing from the kingylly acquired from Perrin the
privilege of performing opera (with a resulting rechange to thAcadémie royale de
musique, in exchange for paying Perrin’s debts and priogjchim with a pension.
Maintaining the privilege until his death, Lullyrcéhus be credited solely with devising
the French opera style that developed after tratefbf Mazarin and Perritragédie en

musique

Lully took the recitative and aria from Italian speand combined them with aspects of
French theatre popular at the tinr@gi-comédie the machine pla¥, comédie-ballet,
and theballet de court® Seemingly no longer working with Moliére, Lully ase

Philippe Quinault as his new librettist.

Dance featured prominently in Lully’s operas, atydes and techniques that had been
previously found only in theatermediiwere incorporated into the action. Instead ofahre
acts as in Italy, French opera typically had fivas well as a prologue to honour the
monarcht® Each act included @divertissemenbr féte consisting of airs, choruses, ballets
and spectacles that were related to the plot, ofterking a ceremony or celebrati#n.
Lully and his successors made use of existingunstntal dance music, adapting it and
adding words to it. The results, known as dancgsdhwere also used in

divertissements

It was in thetragédie en musiqueat the chaconne and passacdiimined a prominent
position in the theatre. Where other dances mbstiye a two-part structure and are quite
short, the variation form of the chaconne and pasba allows them to be extended into

large production numbers. As Lully had done indumédies-balletandballets de cour

“5 A play employing machines for scene changes aadiafeffects, such asagédie en machines
“¢Newman, Joycelean-Baptiste de Lully and His Tragédies Lyriqugtsidies in Musicology 1. Ann
Arbor, Michigan: UMI Research Press, 1979. 11-33.

“"The structure of five acts is a continuation of Greek tragedy model and the principles establistyed
Aristotle, as had been the inspiration for theidtad (Newman, 1979. 4.)

*®Rosand, 2001. 424.

“9Gojowy, Detlef. “Tragédie en musiqué\ew Grove Dictionary of Operdondon: Macmillan, 1992. 4:
782-3. Gojowy estimates th@tescontribute to a third or more of the opera’s totaining time.

%0 Harris-Warrick, Rebecca. “Dance. Late RenaissamceBaroque: 1630—1730New Grove Dictionary
of Music and Musician®™ ed. London: Macmillan, 2001. 6: 899. Although tiem “dance-song”
appears to be a specific term to this techniquelthlly and following French opera composers emplhy
the term is also used more generally elsewheréstorly to mean music for singing and dancing.
“Parodying” is also a similar term used for thisheique (Sadler, 2001. 1227), referring to the wsord
Greek origin: para=beside+oides=song or ddencise Oxford Dictionaryd" ed. 1950)

*1 passacaille (Fr.) (also referred to as passacdt)lawas a dance in the French court very sintibethe
chaconne in nature and music.
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chaconnes and passacailles often ended an acemitlee opera as a grand or triumphal

celebration.

lll. 12. "Scene du Trebuchement de Phaéton" from tk opera Phaéton by Philippe Quinault and
Jean-Baptiste Lully. The engraving appeared irLettres surl'opéraby Charles-Nicolas Cochin (1781),
reproduced inL'Opera Classique Francaidy Frangois Lesure, p. 52.
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Lully composed nineteen chaconnes in total, athefn to be danced #.Six of his last
seven operas contain chaconnes. Several of thasedis(1684) androland(1685) for
example—have chaconnes lasting for most if navfalhe scene, and with more than 100
variations®3 This development of musical and theatrical comipfer the elaboration of
this form demonstrates a through-composed stylegghwioday is most often only

associated with nineteenth- and twentieth-centperas.

French Development:Opéra-ballet

Since Lully had in effect a monopoly on French apay royal decree, his death in 1687
created a sudden vacuum in the art form. Many dthemch composers tried to fill the
void—André Campra, Marc-Antoine Charpentier, Pagllasse, Henry Desmarets,
André Cardinal Destouches, Charles-Hubert Gerldsin Marais and Michel Pignolet
de Montéclair. Although these new operas were rithtont their successésthey did

not win over the loyalists who continued to besfatd with revivals of Lully’s operas.

Perhaps because of this failure to win favour withaudience, or because of a change in
taste among people who were tiring of ttegédie en musiqugenre, the new theatrical
form involving dance and songpéra-ballet was born. It consisted of three or four acts,
each with its own theme or plot, portrayed by congerary characters in contemporary
settings. Thdivertissemenfand consequently dance) gained even more procegnen
theseopéra-balletssometimes it was involved in the dramatic actlamut, more often

than not it was present purely as dance for darsae. Chaconnes still featured

conspicuously.

Campra composedEurope galantewhich is considered to be the first example &f th
genre, in 1697. It includes a chaconne, which, mgrjrom Lully’s style, is in rondo
form; but it is still extensive, involving singershorus and dancing for nearly the entire

scene” Theopéra-balletcatered for the talents, and possibly even createdreat

*2Harris-Warrick, Rebecca. “Chaconne and Passacalitieernational Encyclopedia of Danchlew York:
Oxford University Press, 1998. 2: 98.

*3Silbiger, 2001. 5: 413.

** Some of the more successful operas by these campasre: CollasseBhétis et P&1&€1689),
Charpentier'sviédée(1693), Destouche®mphale(1701), Campra’'§ancredg(1702), Desmarets’
Iphigénie en Tauridécompleted by Campra) (1704), Marafdtyone(1706), GervaisHypermnestre
(1716) and Montéclair'dephté(1732). Sadler, Graham. “Tragédie en musigie Grove Dictionary of
Opera London: Macmillan, 1992. 4: 780.

%5 This chaconne will be discussed further in chaptieree and four.
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wealth, of many dancers at the Paris Opera initifgeenth century, such as Marie Sallé,

and Louis Dupré&® both of whom are documented as dancing chacomepassacailles.

LEUROPE GALANTE

&
=
&
7

lll. 13. L'Europe galanteby André Campra. Here the fourth act, set in Turkey; is depicted in an
engraving published with the libretto in Recueil général des opéid703). Reproduced fronThe New
Grove Dictionary of Operav. 2, p. 87.

%5 Anthony, James R. “Opéra-ballet and Tragédie ygitjinternational Encyclopedia of DancBlew
York: Oxford University Press, 1998. 5: 40-41.
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It was not until nearly fifty years after Lully’sedth that a newly composedgédie en
musiquewvas met with similar acclaim to those of Lullyciime from the pen of Jean-
Philippe Rameau and was calldgppolyte et Aricig(1733). This opera made a huge
impact, dividing its audience into supporters ohei Lully or Rameau:ullistesand

Ramistes

Rameau’s writing style for recitative was more efifiged and richer harmonically (a

trait in all his compositions), which is what thellistesspecifically objected to, finding

this forced, unnatural and affectfdMusic historian Graham Sadler, however, makes the
claim that composing ballet music was Rameau’stgstakill and distinction:

“Rameau’s ballet music is second to none in itsiness and variety.” Quoting
contemporaries of Rameau who also held him in heglard, Sadler continues: “No other

Baroque dance music seems so clearly to suggestitshoreography?®

Sadler is frankly &amiste but Rameau undoubtedly did contribute signifitata the
development of the ballet tradition in France. &wihg Lully, Rameau continued to

compose chaconnes for the climaxes of his operas.

English Opera and Semi-Opera

Like Moliére and Lully in France, actor-manager Titas Betterton in England
concluded that the Italian all-sung opera style @t find favour with his audience.
What became known as semi-opera arose, involvimgyrgy, dancing and machines. The

first semi-opera was a Restoration adaptation eak&peare’$he Tempegil674).

Planning festivities for the twenty-fifth annivergaf his return to the throne, Charles I
sent Betterton to Paris to engage Lully andAbadémie royale de musiqte an opera.
This proving unsuccessful, Betterton instead corsimiged John Dryden to write the first
(and only) Englisiragédie en musiquepera, with music by Paris-trained Luis Grabu:
Albion and Albaniug1685).

°" Sadler, 1992. 3: 1226.
%8 Sadler, Graham. “Rameau, Jean-Philippe. Dramatisi®! New Grove Dictionary of Music and
Musicians 2" ed. London: Macmillan, 2001. 20: 794.
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This opera did not have great success, mainly Isecaiithe death of Charles Il (and the
consequent cancellation of the festivities) andréiseiltant political uncertainty. Despite
this, Albion and Albaniusind the French style generally continued to insparaposers,
particularly John Blow and Henry Purcdlllt included a major divertissement in act I

with a lengthy “chacon” of 365 bars, using vocad amstrumental texture®.

Purcell wrote one opera and several semi-opefiascalding dances, and sometimes
chaconnes and/or passacailles, in the traditidrulty and thetragédie en musique
Betterton worked with Purcell, producing severalled composer’s semi-operas, with
Josias Priest as the dance master. The first sétbemi-operas waioclesianor The
Prophetes$1690), followed byKing Arthur(1691) andrhe Fairy Queeri1692).

As well as introducing the French style of operatt&ton also brought the French
dancer Anthony L’Abbé to perform at Lincoln’s Inrekls in 1698. L’Abbé remained in
London and established himself as a dance masterreator of dances until he retired to
France in 1738" Many of his dances, including three chaconnese lveen recorded and

published using Baroque dance notation.

In 1714, John Rich opened a new Lincoln’s Inn KeltieatreFrom then until his
retirement in 1747 Rich often brought dancers ftbenParis Opéra Ballet to perform in
his theatre. One notable dancer was Marie Salléfitcappeared in 1716 at the age of
10, with her brother Francis, age ®2anhile Handel was in residence at Covent Garden
(also built and managed by Rich), he was persubgdRich to include dances, and
consequently chaconnes, in his operas for Mariké $al the 1734-1735 seasdh.

Handel also wrote a one-ampéra-balletfor her in 1734 Terpsichorewith a chaconne as
its opening danc¥'

% price, Curtis. “Betterton, Thomas\ew Grove Dictionary of Operdondon: Macmillan, 1998. 1: 461.
%0 White, Bryan. “Grabu’#\lbion and Albaniusind the operas of Lully : *... acquainted with &kt
performances of the French Opera’€arly Music.30.3 (Aug. 2002): 410-427. White makes the point
that, although influenced by Lully’s operas for manther aspects of this opera, the chaconne exfands
beyond what Lully achieved in his chaconnes. Gadrs a greater variety of textures, writing passége
wind as well as strings and chorus. White suggégshaconne would probably have had a great
influence on Purcell.

®1 Ralph, Richard. “L’Abbé, Anthony.International Encyclopedia of Danchiew York: Oxford
University Press, 1998. There is a discrepancy thighdate, however, with Carol Marshiiew Grove
Dictionary of Music and Musician@"® ed.) who claims he remained dancing master tgthedchildren
of George | until 1741.

%2 They were billed as “the little Sallé’s” and perfeed Kellom Tomlinson’s dancEhe Submission

%3 Revisions of these operas for subsequent sedsonsyer, usually involved removing these ballets.
% McCleave, Sarah. “Sallé, Mariglew Grove Dictionary of Music and Musicia#®” ed. London:
Macmillan, 2001. 22: 163.
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lll. 14. John Rich (1682-1761) as Harlequin: a rolee was well known for with his mime and
dancing, and for establishing the British pantomimeradition. Rich also promoted dance and
employed many French dancers to appear in his theas—Lincoln’s Inn Fields and the original
Covent Garden. lllustration reproduced from Harlequin Phoenixby Thelma Niklaus, p. 136.
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Although Rich continued to mount operas (most nigtdbe Beggar's Opefain 1728)
the style of theatre that Rich most enjoyed andifasised, including dancing and acting
himself, was pantomime. Initially included as “afteces”, they usually involved
commedia dell’arteeharacters, and evolved into the British pantomtiradition of today.
Rich was well known for his portrayal of Harlequamd his own dance skills, tricks and
stunts, were held in high regard. These “aftergéeaad pantomimes would have
included dances similar ©hacoon for a Harlequinwhich will be discussed in chapters

three and four.

London dancing-master, John Weaver, created in antiperformed the following year,
The Loves of Mars and Venuwgth music by Henry Symonds and Charles Fairbank.
Weaver danced the role of Vulcan, the French dalnoeis Dupré appeared as Mars and
the English actress and dancer Hester Santlow assy&hose opening dance was a
passacaill&® Requiring no singing at all, this work is regardexthe first of thiallet

d’action (serious narrative dance) gefife.

The Later Eighteenth Century

The chaconne, along with the passacaille, continoidd danced in theatrical settings
throughout the eighteenth century, primarily in tiperatic form otragédie en musique
Christoph Willibald Gluck brought a resurgencerderest in the form when he came to
Paris in 1773. His operas having failed to suc@elde had hoped in Vienna, he revised
several of them for a Paris audiefi€@hese revisions included extensions of his origina
ballet scenes, often adding a chaconne. By this titra chaconne had moved away from
variation form towards a more free structure, aslmafound in Gluck'&\lceste(1767)
andOrphée et Eurydic€1774)%°

® Libretto by John Gay, music arranged by Johanris@imh Pepusch in 1728. It gave rise to the st/le o
the Ballad Opera, which consisted of spoken diaddgterspersed with existing ballads and populagso

% Harris-Warrick, Rebecca. “Ballet. The"l8entury.”"New Grove Dictionary of Music and Musiciar2s®

ed. London: Macmillan, 2001. 2: 572.

%7 Goff, Moira. “Weaver, John (i).New Grove Dictionary of Music and Musicia#” ed. London:
Macmillan, 2001. 27: 128.

®8Harris-Warrick, 1998. 98.

%9 Other composers following on from Gluck to inclutiaconnes in their operas and ballets were Johann
Christian Bach-Amadis de Gaulé1779); Wolfgang Amadeus Mozartdemened1781); Etienne-

Nicolas Méhul—e jugement de Parid793), andAdrien(1799); and Luigi Cherubini-Anacréon(1803).
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In theintermedioin Italy, thedivertissemenandfétein France and thmasqueand
antimasquen England, dance featured prominently in entarntants for the nobility.

With the evolution of theatrical genres from thetating points, the chaconne rose from
an attention-seeking peasant dance, and the fabolargce of the vulgar yet charming
character Harlequin, to become a noble court danEeance and the triumphal
conclusion of many operas. The chaconne was censlisgtdanced through the
seventeenth and eighteenth centuries, both inate and in the theatre. It is just one
dance-type, albeit a particularly impressive omendnstrating the interweaving of dance

and music in seventeenth- and eighteenth-centuryeu
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Chapter 3

The Chaconne as Danced

The Character of the Early Dance-Type: Spain and kly

Although there are no graphic notations of theiestrchaconne dances, | have set out to
understand them as far as possible on the avagaidence, and to see the changes that
occurred in the dance form as it moved from Spaahléaly to France. The contrast of
the Spanish peasant dance-typlgacond with the French court danceh@conngis
dramatic. To examine only the notations of therlB&oque dances would be to miss the

colour and interest in the early examples of thie fimrm.

There are no written descriptions of the actuatdasieps of the Spanishacona only
the comments already mentioned on the dance’s ‘aildlimmoral” head and neck
gestures and “lascivious” body movements. Othetings from the time tell that even
the most virtuous of people succumbed to the rhyththe music, and danced
licentiously. Possibly the objection was as mucth&immoral chanting in the lyrics of
“la vida bona"—the good life—as it was to the dashceovement, but the dance

movements probably echoed, and perhaps elabothtedentiment of the lyrics.

The few descriptions, combined with the texts #tditexist (see pp. 22—24,46), help
create an impression of what the dance was liken @they are not enough for a
detailed analysis. And, despite the few-recordgdations to thehaconaand similar
dances, the court of Spain seemed happy to wasshgart of their entertainments. It
would appear, however, that the dance remair®dle—a peasant dance—and was thus
unsuited by definition to performance by courti@iise exception being those who

couldn’t stop themselves...
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Text of the G

ran Chacona

Luis de Bricefio (1626)

Vida, vida, vida bona.
Let’s go to Chacona.
Vida, vida, vidita vida,
Let’s go to Castilla.

Chacona is a pleasant sound
Of graceful consonance,

And every time | hear it played
My bones wake up and dance.

There is no monk who is so pure
Nor such a holy nun

Who wouldn’t interrupt their praying
When they hear this sound:

They say of a religious man
When he was singingjona

In the choir of monks, by chance
He sang outVida bona’

The monks when they heard what he s
With such a sonorous voice,

Wrapped their cloaks around themselve
And made a thousand leaps.

The dance continued all that day;
They didn’t eat a bit;

And if the sound had not been stopped
They would be dancing yet.

Vida, vida, vida bona.
Let's go to Chacona.
Vida, vida, vidita vida,
Let's go to Castilla.

They say, too, of a priest who had
A shepherdess to bury:

Instead of Requierihe erred

And uttered Vida bona”

When the sexton heard the words
Of this resounding voice
He put the cross off to one side

Those who bore the woman’s body
Standing in two lines

Made such wiggling motions that

It was a wondrous thing:

It is said that this dead woman

Lifted her whole head,

Because this sound comes from the devil
Even stirs the dead.

Vida, vida, vida bona.
Let's go to Chacona.
Vida, vida, vidita vida,
Let's go to Castilla.

Confused, repentant and ashamed
Of such an awful thing,

They went to ask forgiveness to
The Bishop of Pamplona.

aithe bishop when he saw them asked
If they would sing two stanzas

2But after they had sung just one

The bishop felt like dancing.

He lifted up his skirts and danced
For more than one whole hour,
Shaking rooms in all the house:
Bedrooms, kitchen, parlours.

For five or six hours thus they danced.
All the house was happy.

And at the end of such great fun

The bishop then forgave them.

Vida, vida, vida bona.
Let's go to Chacona.
Vida, vida, vidita vida,
Let's go to Castilla.

And made a thousand jumps.

! Hudson, 1981. 7-8. This is a translation of Bragsroriginal text inMetodo mui facilissimdfols 11v—
12r, which is reprinted in Hudson’s endnotes, [§%-286.
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In Italy even less is recorded of thiacconaas dance. The music was probably brought
to Italy from Spain via Naples. The associatiorhvtite Spanish guitar, also imported,
was maintained. Many notations@acconamusic in Naples and elsewhere in Italy

survive, but little mention was made of th@respondinglances.

What does this absence of any mention of dance mewein relation to the notated
music tell us? Either theacconamovements remained true to their Spanish roots and
therefore not significant enough to mention in ings on Italian dance at that time; or
the dance was spurned, and the Italian nobles egrent with their existing selection of
dances. Evidence suggests a combination of theTiaeearly chaconnes performed in
France by Italian companies still carried the Sglafliavour, implying that they also
retained indications of earthy roots, presumabllysiacceptable for courtiers. As a
musical form, however, it captured the imaginatbthe Italian court musicians, and

thus, leaving text and dance behind, began to dp\ad pure music.

The Character of the Chaconne in France

In its first appearances in France the chaconndéheathore carefree character that it had
in Spain and presumably Italy, but in France itrstank on a new aspect. Finding favour
with Louis X1V, and consequently the court, the abrene became a dance of formal
grandeur. The chaconne was danced to lengthy nhgsiggositions involving

variations that required more stamina and were rdiffieult to memorise than the

shorter court dances, mostly with music in binamyf, such as the bourrées, sarabandes,
gavottes and rigaudons. This would have given tiaeanne, and those who danced it, a

degree of significance and gravitas that the shodmpositions lacked.

The notations, as we shall soon see, depict a d#rgreat technical skill, requiring the
convincing execution of complex steps and step-énations with a show of brilliance,
and offered opportunities for performers to expegesange of moods. Other Baroque
dances had quite distinctive qualities or moods ri@ained consistent throughout the
composition: such as the extrovert brightness ethiburrée, gigue and forlana; the

languid, sweet melancholy of the sarabande ane lour
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In order to analyse these dances | have followedwbrk of Patricia Ranum, Betty Bang
Mather, and Judith Schwartz. They have chosenitkepfart structure of rhetorical

theory and a similar three-part structure of poatiyon for dance analysis.

“Mute Rhetoric”: Structural Analysis Explained

As early as 1588, in his conversational treatisRariaissance dances, Thoinot Arbeau, a
French priest and authority on dance, describes ‘imute rhetoric® Many seventeenth-
and eighteenth-century theorists of the arts atgongent on structural similarities
between speech, poetry, music and ddrieat writers should theorise about dance as

rhetoric demonstrates its equal standing with tiotiser arts.

| will use two structures devised by two seventeer@ntury theorists—René Bary and
Bernard Lamy—to analyse chaconnes. Singer-schal@icR Ranum uses rhetorical
theory to explain another Baroque dance and myge&-tthe sarabande—in conjunction
with a description of a performance of the dancétevwr in 1671 by Father Frangois
Pomey* Ranum quotes Bary, who says the goal of the orathireefold: to persuade,

move, and finally please his audience. Ranum coeasin

The dancer is confronted by a similar challengetdéemust persuade his
audience, or in Pomey’s words... ‘disturb the trahiqyiof the mind’. Like the
orator, he must move his audience and ‘steal hbgrtss glances’. He also
pleases onlookers, for his dance is ‘metradinmerosaand it is metre or
‘number’[...] that makes a dance agreeable.

Thus, Ranum asserts both the dancer and the @ettout to persuade, to move and to

please their audiences. In other words, they bwipl@y the art of rhetoric.

2 Arbeau, ThoinotOrchesographyEd. Julia Sutton. New York: Dover Publications67916.

% Mather, Betty BangDance Rhythms of the French Baroque: A HandbooRé&sformanceBloomington:
Indiana University Press, 1987. 79-80.

4 Ranum, Patricia. “Audible Rhetoric and Mute Rhietathe 17-century French Saraband&arly Dance
Issue Special issue dtarly Music 14.1 (February 1986): 22—39.

® Ranum, 1986. 25.
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Description d'une Sarabande dansée

{l] ldansa donc d'abord, avec une grace tout d fait charmante.
dun air grave & mesuré. d'une cadence egale & lente & avec un
port de corps si noble. si beaw, silibre, & si dégagé. qu il eut toute
fa majesté d'un Roy. & qu'il n'inspira pas moins de respect, qu'il
donna de plaisir

[2] En suite, s'élevant avec plus de disposition. & portant les
hras a demy huuts. & & demy ouverts, il fit les plus beaux pas
que f'on qit jamais inventez pour la danse.

[3} Tantost il couloit insensiblement. sans que lon pit
discerfner] le mouvement de ses pieds & de ses jambes. &
sembloit plitost glisser que marcher: Tantost avec fes plus
beaux temps du monde, il demeuroit suspendu, immobile, & @
demy panché dun c6té avec un de ses pieds en l'uir & puis
reparant la perte qu'il avoit faite d'une cudance, par une autre
plus precipitée. on le voyoit presque voler, tant son mouvement
estoit rapide.

[4] Tuntost il avancoit comme G petits bonds; tantost il recutoit
a grands pas: qui tous reglez qu'ils éroient, paroissoient estre
Jaits sans art. tant il estoit bien caché sous une ingenieuse
negligence.

5] Tantost. pour porter la felirite par tout, il se tournoit & droit,
& tantost il se tournoit ¢ gauche: & lorsquiil estoil au juste
miliew de I'espace vuide il y faisoit une piroiette d'un
mouveme(n|t si subit. que celuy des yeux ne le pouvoit suivre.

6] Quelquefois il laissoit pusser une cadence entiere sans se
mouveir, non plus quune statué: & puis partant comme un
trait on le voyoit d l'autre bout de lu sale. avant que lon eust le
loisir de s‘appercevoir qu'il estoit parti.

{7] Mais tout cela ne fut rien, en comparaison de ce que I'on vit
lorsque cette galante personne commenga d'exprimer les
mouvements de 'ame par ceux du corps. & de les mettre sur son
visage. dans ses yeux. en ses pas. & en toutes ses actions.

(8] Tantost il lancoit des regards lunguissans & passionnez.
tant que duroit une cudence lente & lunguissante: & puis
comme se lassant d'obliger. il détournoit ses regards. comme
voulant cacher sa passion; & par un mouvement plus precipité
il déroboir la grace qu'il avoit faite.

/9 Quelquefois il exprimoit la colére & le dépit par une
cadance impetueuse & turbulente: & puis representant une
passion plus douce par des mouvemens plus moderez. on le
voyoit sotipirer. se pdmer. laisser errer ses yeuy lunguisamment;
& par de certains détours de bras & de corps, nonchaluns, demis,
& passionnez. il parut si admirable et si charmant, que tant que
cette Danse enchanteresse dura, il ne déroba pas moins de
coeurs, qu'il attacha d'yeux a le regarder.

[1] Atfirst he danced with a totally charming grace. witha
serious and circumspect air, with an equal and slow
rhythm.*"and with such a noble, beautiful, tree and easy
carriage that he had all the majesty of a king, and inspirec
as much respect as he gave pleasure.

[2] Then, standing taller and more assertively, and
raising his arms to half-height and keeping them partly
extended, he performed the most beautiful steps ever
invented for the dance.

[3] Sometimes he would glide imperceptibly. with no
apparent movement ol his feet and legs. and seemed to
slide ruther than step. Sometimes, with the most beautiful
timing in the world, he would remain suspended. immobile.
and half leaning to the side with one foot in the air; and
then, compensating for the rhythmic unit that had gone by,
with another more precipitous unit he would almost fly. so
rapid was his motion.

[4] Sometimes he would advance with little skips, some-
limes he would drop back with long steps that, although
carefully planned, seemed to be done spontaneously, so
well had he cloaked his art in skilful nonchalance.

[5] Sometimes, for the pleasure of everyone present, he
would turn to the right, and sometimes he would turn to
the left: and when he reached the very middle of the
empty floor, he would pirouette so guickly that the eye
could not follow.

[6] Now and then he would let a whole rhythmic unit go by,
moving no more than a statue and then. setting off like an
arrow, he would be at the other end of the room before
anyone had time to realize that he had departed.

{7] But all this was nothing compared to what was
observed when this gallant began to express the emotions
of his soul through the motions of his body. and reveal
them in his face. his eyes, his steps and all his actions.

[8] Sometimes he would cast languid and passionate
glances throughout a slow and languid rhythmic unit; and
then, as though weary of being obliging, he would avert
his eyes, as il he wished to hide his passion; and, with a
more precipitous motion. would snatch away the gift he had
tendered.

[9] Now and then he would express anger and spite with
an impetuous and turbulent rhythmic unit; and then, evoking
a sweeter passion by more moderate motions, he would
sigh, swoon, let his eyes wander languidly; and certain
sinuous movements of the arms and body, nonchalant,
disjointed and passionate, made him appear so admirable
and so charming that throughout this enchanting dance
he won as many hearts as he attracted spectators,

lll. 15. Description of a sarabande by Father Frangis Pomey (1671), reprinted irEarly Music. 14.1
(February 1986): 35.

Ranum lists four elements of the seventeenth-cgmhatorical theory: Exordium,

Narration, Confirmation and Peroration, which agsatibed in the table below. Betty
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Bang Mather, in a major study of Baroque danceranslic, includes a new category—

the Confutation—which can either precede or foltbe Confirmatiorf.

Table 1. The Five Elements of Rhetorical Theory—RehBary

Exordium Beginning of the four- and five-part classificatiohrhetorical
theory. “... addresses the listeners, alluding sutotiyhe coming
theme” (Mather, 1987. 88). “... serves as a preludsetting the
mood” (Ranum, 1986. 28)

Narration Second element of the four- and five-part classiftn of rhetorical
theory. States the main theme (Mather, 1987. 88)should be
emphatic (e.g. an exclamation)...” (Ranum, 1986. 29)

Can be followed by a third section: after the n@graintroduces the
main theme, a proposition states it more fully.

Confirmation* | Either third or fourth element of the four- andefipart classificatior
of rhetorical theory. “... tries to convince the amitte with various
proofs.” (Mather, 1987. 88). “Proof of his arguniefiRanum, 1986.
29)

Confutation* | Either third or fourth element of the five-partssdfication of
rhetorical theory. (This element is omitted for thar-part
classification.) “... aggressively counters all ogpgsarguments;
here the discourse reaches its highest emotiodl p@vather,
1987. 88)

Peroration Final element of the four- and five-part classifica of rhetorical
theory. A “winding up” with a restating of the maimeme (Mather,
1987. 88). A conclusion (Ranum, 1986. 30).

* The order of Confirmation and Confutation elertsecan be reversed to bring the
peak or climax into the third (i.e. middle) elemehthe work.

Mather also cites for comparative considerationttinee elements of poetic action
devised by seventeenth-century mathematician, Beiremy. This three-part model is
a realigning of elements in the four- and five-paddels outlined above: Proposition
(combining the Exordium and the Narration), Integigombining the Confirmation and

Confutation), and Denouement.

® Mather, 1987. 88-89.
" Mather, 1987. 87.
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Table 2. The Three Elements of Poetic Action—BernarLamy (1668)

Proposition Beginning of three-part classification of poetitiac. It is the
introduction of the subject, equivalent to thetf{xordium) and
second (Narration) elements of the five-part cfasdion (Mather,
1987. 87).

Intrigue Middle element of the three-part classificatiorpogtic action. It is
the equivalent to the third and fourth elementsnf@mation and
Confutation) of the five-part classification (Math&987. 87-88).

Denouement | Closing element of the three-part classificatiopoétic action. It is
the equivalent to the Peroration of the five-péassification
(Mather, 1987. 87)

With the chaconne being a more substantial dahedpur and five-part theories seem to
demonstrate more effectively the interrelationsifidance and music, and they will

therefore be the models primarily used for the yse in the following two chaptets.

® The three-part model is more practical for shattEmnces with less development of their theme(s).
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Notation of Chaconne Dances

Of the extant Baroque dance notations recordeldeBeauchamp—Feuillet systém
fifteen are chaconnes, or danced to chaconne mAisiong the thirty-one dance types
represented in this notation schema these fifteeees provide a significant sample, and
therefore, combined with the chaconne’s substaatidlcomplex character, very suitable

for this study.

All of these notated chaconnes are from Francengtaad (as indeed are the majority of
existing Beauchamp—Feuillet notations). Ten of tteeenfor a male soloist, two for a
female soloist, and three for a couple. Three efcbmpositions (one female solo, and

two for a couple) combine a chaconne with anotlaeicd-type.

These dance notations, however, cannot be seehdally nepresentative of all chaconnes
of the Baroque period. Many of the chaconne darstes) as those composed for the
operas and other theatre styles, specify—in numbgrdescription or by title—a large
group of dancers; or a mix of group dances, sgas §eyland duetsgas de deux

interspersed with sung airs and choruses.

It can be assumed that these extant notationtéifie style and character of the dance
as it was in France and England, tamed somewhatitsowild peasant-dance origins in
Spain into something more acceptable for the ctMhile it remains a “crowd-pleaser”,

the sensual overtones of the early dance-movenaedtsarefree spirit have been

replaced with technical virtuosity and brilliance.

Of the fifteen notated chaconnes, eleven are imtixte style, and four in the grotesque
style. Only a few of all the dance-types notatedgighe Beauchamp—Feuillet system are
in the comic or grotesque style, so it is interegsthat four of them should be both
chaconnes and for Harlequin. The noble and grotedguces will be considered

separately.

° See Appendix ABaroque Dance Notation and How to Read It.
2 While “technical virtuosity and brilliance” willédclearly demonstrated in the following analysess, i
interesting to discover a lingering of the senshat occasionally surfaces, which will also be dgsed.
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Table 3. The NobleDance Notation$

Title Dance Date For | Catalogue No. | Country of Music Composer | Music Origin Length
Compose! Origin
. . . . . 100 bars (6¢
The Favorite | Isaac, Edward 1688(?), M&F | L&M 4700 English Paisible, James Deusiesme [sic]
. chaconne, 34
pub. 1706 recueil, p. 30 bouré
ourée
Feuillet, Raoul- | 1695-1710. L&M 1920 Lalande, Michel .
Chaconne ' M French ' 64 bars
Auger n. 1700-1720 FL Ms05.1/23 Richard de Les Symphonies
Chaconne Feuillet, Raoul- | 1697-1710. M L&M 1900 French Campra, André L’'Europe 80 bars
Auger n. 1705-1720 FL Ms05.1/16 galante Act Ill,
sc. 2
Chaconne de Pé(_:our, Louis pub. 1704 M L&M 1960 Erench LuIIy_, Jean- Phaeton Act I, 152 bars
Phaeton Guillaume FL 1704.1/29 Baptiste sc. 5
Chaconne pour Pegour, Louis pub. 1704 M L&M 2000 French Unidentified 80 bars
un homme Guillaume FL 1704.1/28
Chacone pour Pégour, Louis pub. 1704 = L&M 2020 French LuIIy., Jean- PhaetonActIl, | 155 pars
une femme Guillaume FL 1704.1/03 Baptiste sc. 5
Chacone of L'Abbé, 1707-1712 M&E L&M 1860 French, pub. | Lully, Jean- Acis et Galatée 80 bars
Galathee Anthony pub.c.1725 FL 1725.1/04 | London Baptiste Actll, sc. 5
Chaconne de Unidentified 1710-1720 M L&M 1940 Erench LuIIy_, Jean- Phaeton Act I, 152 bars
phaestons FL Ms17.1/10 Baptiste sc. 5
. . o 112 bars (6¢
Chacone Isaac, Edward 1711 F L&M 1820 English Unidentified
chaconne, 48
minue®
Chacone of L’Abbé, 1714-1725 M L&M 1840 French, pub. | Lully, Jean- Amadis Act V, 92 bars
Amadis Anthony pub.c.1725 FL 1725.1/09 | London Baptiste sc. 5
The Princess | L’Abbé, 1719 M&F | L&M 7080 French/English| Galliard, John 69 bars (4
, chaconne, 25
Ann’s Chacone| Anthony Ernest hornpipe

2 Tables 3 and 4 chronically ordered by earliest abid dat

P 48 bars minuet=96 musical b
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Table 4. The GrotesqueDance Notations

Title Dance Date For | Catalogue No. | Country of Music Composer | Music Origin Length
Compose! Origin
Chaconne Feuillet, Raoul- | 1695-1710. M FL Ms05.2/01 | French Lully, Jean- Le bourgeois 56 bars
d’Arlequin Auger n. 1705-1720 Baptiste gentilhomme.
Ballet des
Nations Act IV
Chacoon fora | Le Roussau, 1700-1720. |'m L&M 1980 French/English| Charpentier, Marc-| Le Malade | 56 bars
Harlequin Frangois n. 1720, FL 1728.3s Antoine (attrib.) imaginaire 1
pub. 1728 Interméde
Chaconne La Montagne, 1701-1712, M L&M 1880 French Lully, Jean- Le bourgeois 56 bars
Darlequin Pierre de (attrib.)| n. 1700-1720 FL Ms05.1/07 Baptiste gentilhomme.
Ballet des
Nations.Act IV
Entrée Feuillet, Raoul- | n. 1748 M L&M 2760 French Lully, Jean- Le bourgeois 56 bars
d'arlequin Auger (attrib.) FL Ms Baptiste gentilhomme.
Ballet des
Nations.Act IV
Key:
c.=circa M=male dancer

F=female dancer

FL=Lancelot, Francind.a Belle Dancg1996.
L&M-=Little & Marsh. La Danse Noblg1992.

n.=notated
pub.=published
sc.=scene




The Noble Dances

Eleven noble chaconnes are by four of the danceposers of the late seventeenth and
early eighteenth centuries: from England, Mr Is@ao dances); from France, Raoul-
Auger Feuillet (two dances) and Louis Guillaumedgdcthree dances); and a French

dancing-master working in England, Anthony L'Abltiérée dances).

Generally, dances in the noble style can be dividextwo categories: those for the
theatre, and those for the ballroom. The formed terbe more virtuosic, including
beaten jumps, many turns, and more elaborate letyrgs. There was nothing to stop a
skilled dancer performing a theatrical-type darica lall, however, or even a grotesque
dance, for that matter. Two of the noble dancesatedescribed as being danced by
professional dancers were printed and sold (asag€hacoon for a Harlequirwhich

will be discussed later). Those who bought thesatioms most likely would have

intended learning them, or teaching pupils, in otdedance at public events.

Nine of the noble dances have dates of transcrifiudblication, ranging from 1704 to
1748 Some of these dances, however, may have actugly tomposed much earlier.
The Favorite for instance—a dance by Mr Isaac, with music dynds Paisible—could
date from as early as 16&88Two chaconnes by Feuillet could possibly date fd&85
and 1697 in Franc¥.

Two of the noble-style chaconnes are dedicatedytalty. The Favorite: a chaconne
danced by her majestgndThe Princess Ann’s Chacdfiare both couple dances—for a

man and a woman—and clearly intended for the baiiro

Another dance most likely intended for the ballroistA Chacone by Mr Isaa®ll three
of these compositions include a dance of anothper ty follow the chaconn&he

Favorite continues with a “Boree” (i.e. bourré®rincess Ann’s Chaconna hornpipe;

| ancelot, Francine.a Belle DanceParis: Van Dieren éditeur, 1996.

2 Thorp & Pierce. “Taste and Ingenuity: Three Erfglhaconnes of the Early Eighteenth Century.”
Historical Dance 3.3 (Winter 1997): 3, 5. The music was publishe@l688. The dance is dedicated to
“Her majesty’—Queen Anne. Thorpe and Pierce thimkare likely that if Anne danced it at all it wall
have been as a princess when Mr Isaac was giviata in court for the teaching of dance, poise and
deportment. Hence the dance could date from the same as the music in 1688.

13 Lancelot, 1996. 305 and 298 respectively.

14 Both of these dances have been analysed, aloh@lvécone of Galathely Thorp and Pierce, 1994. 3—
16.
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andA Chacone by Mr Isaa@ minuet. This coupling of dances into one corijprswas
not an uncommon practice in creating dances fob#lleoom; sometimes even three or

four different dance-types were included withirirayle compositiort?

Six of the eight remaining noble dances are to aiiseim known theatre work;two
dance notations give the names of professionaletarweho performed them, therefore
clearly identifying them as being of the thedfr&eing danced to theatre music,
however, does not necessarily mean that the damedsom the opera or ballet to which

the music belongs; in fact twice “non dancée [gi€Dpera” is clearly stated.

Having identified three dance notations specifictdr the ballroom and two specifically
for the theatre, this leaves six of the eleven darnhat fall between the two extremes of
the ballroom-theatre spectrum: the two dances biyllee three dances by Pécour—two
of which are to the chaconne from Lully’s op&aaéton and another dance, also to the

Phaétonchaconne, by an unknown dance composer.

| shall analyse four noble dances in depth to destnate the complexity in the character
of the chaconne dance-type. The four dances are:

A Chacone by Mr Isaac

Chaconne de M¢sic) Feuillet

Chaconne de Phaeton pour un homimelLouis Guillaume Pécour

Chacone of Amadis perform’d by Mr Dugdrg Anthony L’Abbé

A Chacone by Mr Isaac

This notation by English the dancing master “Mmks&® was engraved by Edmund
Pemberton and published by Walsh and Hare in 17 Wias published in a collection of
three single dances that concludadEssay for the further improvement of dancing...

Pemberton’s first publication. These three danakdy different dance mastétsand all

5 Well-known examples amongst Baroque dancertaf@ourgogngcourante, bourrée, sarabande,
passepied) anda Bourée d’Achillgbourrée, menuet, bourrée)

6 For the two with music not from known theatre w&yrkine is to orchestral music by Michel de Lalande,
and the other has music that is unidentified.

" These two dances a@hacone of Amadis: performed by Mr DupaédChacone of Galathee: perform'd
by Mr La Garde and Mrs Santlow

8 Thorp, Jennifer. “Mr Isaac, Dancing-mastdbance Research: the Journal of the Society for Banc
ResearchLondon. 24.2 (Winter 2006): 123-127. Thorp idiéesi “Mr. Isaac” as possibly being Mr
Edward Isaac Il (1643-17217).

19 Also included are a Passacaille by L’Abbé, anitjdy Pécour.
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for a solo female dancer, are dedicated to Katbe3imeffield, the Duchess of

Buckingham and Normanby (Charles II's illegitimat@ughte?”).

Like many of Isaac’s dances that survive in notgti@hacones a combination of two
dance-type$! a chaconne (64 bars) followed by a minuet (48 ddrzr$®).>* Most of
Isaac’s extant dances were originally intendedtierballroom, although some of them
may have also been performed on stdgehis Chaconeis his only extant solo dance.
Although this thesis focuses primarily on chaconhesll also look briefly at the
structure of this dance’s minuet. The similariéesl contrasts of this notation’s two

dance-types help define them and provide contigstmtext.

Exordium

The Exordium and Narration sections of this daraheconsist of one period of two
four-bar phrases. The chaconne’s opening—an exteselges of steps travelling towards
the Presence—suits the elongated space of a ballnoare than that of a stage. The two
four-bar phrases of this period repeat symmetsicalll steps are taken facing the front.
Interestingly none of the step-units used in titisrong are in conventional Baroque

form. They resemble thgas de bourrééhe standard form of which involves three steps/
transfers of weight) but the step-units on thisgpdg not resolve by taking the third step,

instead endingas sans poser le corps

% Thorp, 2006. 127.

%1 For the purposes of claritghaconewill be used when referring to the entire danceposition, and
“chaconne” will refer to only the portion of theroposition that is of this dance-type.

2 Minuet step unit is equal to two bars of musiaj #rerefore 48 dance bars represent 96 music bars.
23 Jennifer Thorp, in her inventory of Isaac’s dansesjgests that the two dance-types may have
greviously existed as separate dances (Thorp, 2(0.

“ Thorp, 2006. 127. Thorp claims “all” on page 18t only “most” on page 117.
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Ex. 3a.Pas de bourrée

Ex. 3b Ex. 3c

Ex. 3a, b & c. b and ¢ show the opening sequenceffChacone by Mr Isaain Beauchamp—Feuillet
notation and Kinetography/Laban. Note bars 4 and &hat do not resolve thepas de bourréevith the
third transfer of weight (as indicated in Ex. 3a).Notice also the symmetry of bars 1-4 with bars 5-8
in Ex. 3b, which is indicated by the repeat signsiEx. 3c. Also note that Beauchamp—Feuillet
notation always includes the music to which the sps are danced along the top of the page—further
proof of the close relationship of the two arts. Irthe following examples, however, the music has bee
removed as a means of conserving space.

Narration

The dancer continues with another four-bar phragseards the Presence, this time
turning one full revolution as she progresses. S¢wnd four-bar phrase of this period
continues with turning travelling steps, but thisdg moving away from the Presence.
Although the steps differ in the two phrases aof fheriod, there is a spatial symmetry,

travelling towards in the first phrase and thenyimathe second.
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Ex. 4a Ex. 4b

Ex. 4a & b. The second sequence i Chacone by Mr. Isaacwhich forms the Narration. Note the
spatial symmetry of turning to the left in bars 9-D, and the turning to the right in bars 14-16.

Confutation

This section is sixteen bars in length, two periofisvo four-bar phrases, equal in length
to the previous sections combined. It starts sineplgugh, the dancer progressing once
again towards the Presence until the third baif && dancer is thrown off balance by
the music’s modulation to the minor and the henjiokhe falls pas tombgoff the

room’s centre-line, which she has remained on uj mow. She recovers her balance
with apas de bourrée de cétéavelling sideways in the room. This places thecda off-

centre, where she remains for most of the chacthne.

%> Hemiola=a 2+2+2 rhythm over two bars of three tew@mach (i.e. 3+3)

%6 This is if the dancer follows the notation exacliyie notation clearly indicates directions of &hav
forwards or backwards in the space; and apart frawmightwards travel gfas tombé, pas de bourrée de
c6tg for any subsequent travel to the left, touchimgtrue centre, an equal amount of travel to tiietri
soon follows. (This is unlike the curved pathsraf/el, such as in the minuet, where starting amgHing
points in relation to the space are more ambig)duis. not until thecontretemps de gavotteavelling
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Ex. 5a

Ex. 5b

Ex. 5a & b. Note thepas tombén bar 19 and the travel to the right, which, unlke the rest of the
dance, is not matched with an equal amount of traveo the left.

The rest of this section consists of hops and tdims$ the dancer continues her travel
forward and then for the second half of this secsbe travels back. This second half is
eight bars long, divided into a five-bar and a édbar phrase. Despite this temporal
asymmetry there is still a spatial symmetry, with three-bar phrase turning in the
opposite direction and repeating ttentretempspas coupé avec ouverture de jambe

andchasséf the previous five-bar phrase.

towards the centreline (bar 56), which is returnéiti a similar step-unit but less travegntretemps de
chaconngbar 60, five bars before the end of the chacortha},brings the dancer back towards the centre
of the dance space. This is up to the interpretaifdhe performer, however, who might choose fastd
step lengths so as to return to the centrelinerbefos.

60



28

27

26

P

| 25

Ex. 6a Ex. 6b

Ex. 6a & b. The final period of the Confutation. Nde the spatial symmetry of thecontretemps de c6té
with a quarter turn to the left in bar 25, mirrored with a turn to the right in bar 30. Similarly the
chassésn bar 29 and bar 31.

Confirmation

The jumps continue in this following period of tarphrases. Two short two-bar phrases
are repeated left then right. A four-bar phrastfes, the dancer continuing to turn and

jump.
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Peroration

Two symmetrical four-bar phrases of this periodofwl with step references to the
beginning of the dance. The dancer once again renfiacing the Presence, which,
combined with the symmetrical phrases, gives arfgalf order and conclusion. The one
sense in which this is not a typical conclusiothat the dancer has not returned to the

end of the room where she started.

Coda

Thorp says that Isaac did not always follow the etedf the French dance-masters, and
this sixth section would seem to illustrate thairol?’ Alternatively it can be seen as
providing a bridging section from the chaconnei® minuet, although it remains a
chaconne in both steps and music. Having concltiiedhetorical structure with a return
to symmetry, a matching of dance phrases with thsicrand references to the
beginning, the dance suddenly announces that méiafnished and returns with a

passage more reminiscent of the Intrigue section.

This section consists of macpntretempsThe first period of two four-bar phrases has
spatial symmetry with similar phrase structures Tdilowing period consists of a five-
bar phrase; like in the Confutation this impliespssymmetry with the previous phrase,
but this time expanding the phrase. This phrapestuated with pas tortillé a waving
step®® The final group of three bars marks a clear trijplee against the final musical
hemiola, withpas de bourrée en arriereontretemps de cgtand closes decisively with

apas assembléurning to face the front in readiness for theuei.

Although the dancer has returned to her startingtpo concluding the chaconne, this
irregular phrasing of the last period has an ulsgttjuality. If this chaconne ever
existed as a separate dance, one would expectearagiorative phrase to create a greater

sense of stability in this final period.

" Thorp, 2006. 123.

8 Thepas tortillé along with other elaborate leg gestures dangeddn, is not a step-unit commonly
found in notations for women, most often explaif@dthe practical reason that such gestures aehid
by the woman’s long skirt.
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Ex. 7b
Ex. 7a

Ex. 7a & b. The final three bars of the chaconne

The adjoining minuet follows the rhetorical form ra@losely with four clear sections.
The Confirmation section (24 dance bars) consistsuw periods of six-bar
lengths—three periods with phrases of 2+4 bars each, anfirtal period with a four-bar
phrase followed by a two-bar phrase. In contrastiéochaconne, which mostly travels
forwards and back, the minuet has several ‘'S’-stiq@essages of travel and also moves

in circles, referencing the classienuet ordinairé®

For the Peroration of the minuet the dancer rettoribe starting position with the
characteristic ‘'S’ figure from theenuet ordinaireand then threpas de menugéach

completing a circle, and the third finishing iméwverénce

29 Themenuet ordinaireonsisted of the man and woman travelling alotig’@r “S” floor pattern. For a
fuller description of this dance see chapter ond,Hilton,Dance and Music of Court and Thea{@01—
308).
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Chaconne de Mr Feuillet
Two chaconne notations by Raoul-Auger Feuillettexisnanuscript and are possibly
among the earliest extant chaconnes notated irc€fahwill analyse the one to the

music of the first chaconne (of two) frdoEurope galanteby André Campra.

L’Europe galantecomposed in 1697, is regarded by some as thefigsa-baller’ It
consists of a prologue and four entrées, eacheerggresenting a different country:

France, Spain, Italy and Turkey. Both chaconnesiomgether in the Italian entrée.

If this notation was indeed from 1697, was it intfdanced in.’Europe galant€®? | have
found no source giving the dance composer for teejere of thisopéra-ballet it may
have been Feuillet, but may equally have been Pégaalancing master at court who
often collaborated with CampfaThe entrée’s synopsis describes a ball where &adas
Venetian man dances with Olimpia (the heroine)rduthe chaconne. While it is
possible this solo male dance by Feuillet was dabgethe Venetian while Olimpia
looked on, a couple-dance would seem more in kgepith the plot* Therefore, if this
notation does date from as early as 1697 it seafilely to have been composed for

L’Europe galante®

This dance is the most symmetrical of all the remtathaconnes. All step phrases are
repeated on one side/direction then the oppositgdirection, with the exception of only
two bars of the entire dance (eighty bars totall) oAthese phrases are four bars long,

except for one eight-bar phrase, and its symmeéteqeeat, in the Narration.

% Lancelot, 1996. 298 & 305. Howevdihe Favorite by Isaac, may be an older dance according to
Thorpe.

81 Anthony, James, R., “Europe galante, INéw Grove Dictionary of Operdondon: Macmillan, 1992.

2: 87-88 0Opéra-Balletwas a theatrical work of song and dance, in a gracand four acts @ntrées The
action drew on contemporary characters and settingtke the mythological and allegorical settirgs
tragédies en musiquballet-héroiqueand theopéra-ballets precursor thdallet des saisons.

%2 | ancelot, 1996. 298. Lancelot gives 1697 as thkesapossible date of this dance composition.

% Little & Marsh list nine notations extant to mugiom L’Europe galantethree by Feuillet and four by
Pécour. (The other two, one anonymous and one Ahé, have been dated much later). It is possile f
either Feuillet's or Pécour’s compositions daterfribie time of thiopéra-ballels premiere, although three
of these notations (one by Feuillet and two by Bécare all to the same music. No research has been
carried out to see if any of these other notatamesin keeping with the plot of their appropriatgrée. It is
equally possible that there was more than one demogoser for thispéra-ballet

% Campra, AndréL’Europe galante[Farnborough] England: Greg Press, 1967.

% Having concluded this dance is not from the balleiill save discussion on the context of the arawe
within theopéra-balletfor the consideration of the music in chapter four
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The music is in rondo form and divides neatly ifive sections, each sixteen bars in
length: two periods of two four-bar phragédhe dance similarly can be divided into
five corresponding sections of two periods eacH, arcept for the Narration, two

phrases to a period.

Exordium
The opening period consists of steps that all fangard and progress towards the

audience. The second period is mostly place(stationary) with a full turn to finish each

phrase, alternating to the left and the right.
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Ex. 8a Ex. 8b

Ex. 8a & b. The opening sequence of théhaconne de Mr. FeuilletNotice the repeat of steps between
bars 1-4 and 5-8.

% For further analysis of the music see chapter.four
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Narration

The second section consists of two eight-bar pBrasd includes more travelling than in
other sections of the dance. Except for the darfo@sstep into aévérencethese two
phrases are the only occurrence of variant endmt® entire dance: the first phrase
finishes with gpas coupé sans poser le carfige second finishes withpascoupé
soutenu This could be just a matter of adjusting to fitee preferred foot for the next
phrase and section, or it may be intended as ¢esaniticipation of the turbulent section

that follows.

Confutation

Both the Confutation and Confirmation sections aonthe most complex movements in
this dance composition, with turns, jumps and fa&isch phrase of the four periods

(periods five to eight of the composition) is purated with gpas de bourrée emboité

In the Confutation, apart from each phrase of Ipettiods’ closingpas de bourrée
emboité period five consists entirely of hops and juntpe:first step being a turning
jumped step, thpas de passacailldhe next period consists of more jumping steps to

complete the Confutation.

Confirmation

The seventh period is the quietest of these fotiogge A musical hemiola appears in the
first phrase to which the steps are sympathetinaming facing the front with first a
forward step, and a backward step, followed byravdod jump and a backward jump

before thepas de bourrée emboité
The final period of these middle sections seesarease in action with twmoas tombés

(falling steps), the second including a full tubejng resolved with pas de bourrée

emboitéand atemps de courante
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Ex. 9a

Ex. 9b

Ex 9a & b. The Confirmation (period 7). Notice howthe hemiola in the music (represented by “") is
matched with the dance steps in bar 51, and alsoélpas de bourrée emboithat punctuates each
phrase in bars 52 and 56.

Peroration

In the ninth period the dancer remains facing tbaetfwith a slight regression upstage.

The tenth period concludes the dance compositengdancer withdrawing upstage with
two three-quarter turns, as if to bid farewell. Be finalpas de bourré¢he dancer turns

to the front for aévérenceo finish.

This relatively simple chaconne, probably reflegtihe ability of specific performer or

pupil rather than Feuillet’'s ability as dance cosgr demonstrates clearly the rhetorical

67



theory that resonates through Baroque dance cotigodi is even quite probable the
composition’s simplicity is due to it being a natatexercise undertaken by Feuillet
while preparing his treatise (published 1700),eathan a dance intended to be

performed®’

Chaconne de Phaeton pour un homme
Shortly after the death of Lully, dance master Bbamp retired from the position of
director ofBallet I'Opéra de Parisand his pupil, Pécour, succeeded him. Many of

Pécour’s dances have been recorded in Beauchanipiefeotation.

Phaétonis an opera composed by Lully in 1683. As welPasour’s two notations to the
chaconne from this opera—one for a man and ona fewman—another dance for a
man, its creator unknown, has also been composthistmusic. Pécour’s male solo
expressly states “non dancée [sic] a I'opera”. musical score specifies a dance for a
large group® so it seems unlikely any of these were intendegéoformance in the

opera’®

Exordium

The dance starts with three four-bar phrases, eguated to give a symmetrical opening
to the dance. The first four-bar phrase is exectrgagklling forward, then repeated,
starting on the left. Another four-bar phrase tfitanced facing right, is repeated facing
left. A third four-bar phrase consisting of a frdtation to the right, follows, and is then

repeated, turning to the left, to conclude theisact

37 Lancelot dates this composition as being notaéaiéen 1705 and 1720, which, post-dating the
publication of Feuillet’s treatise, would make thiglanation seem less likely. An alternative viewhat

it reflects an earlier style of chaconne. This asems unlikely as his other chaconne, which isermanate
(see Appendix B), is from about the same time raste chaconnes of Isaac and Pécour.

84[...] ou dancent une troupe d'Egyptiens et d'Egymties, une troupe d'Ethiopiens et d'Ethiopiennes, u
troupe d'Indiens et d'Indiennes.” Lully, Jean-BstgtiPhaéton [1884]. Ed. Arthur Pougin. New York:
Broude Brothers Ltd, [1971]. 151.

%9 Astier, Régine. “Chacone pour une femme: Chacaten@haéton: a performance studydpers from the
Dance to Honour Kings Conferencgpecial issue dbance Research: The Journal of the Society for
Dance Research15.2 (Winter 1997): 150-169. Astier speculates theChaccone pour une femmey
have appeared in the 1702 revival and describesthewance acts out the drama that has taken iplace
the preceding scene. | think it more likely, howevbat the dance in the opera would have been more
abstract and celebratory, but it is not impossibét this female solo created by Pécour, while ainded
as “non dancée a l'opera”, still reflects the néweaof the opera, which would have been famil@péople
at the time.
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Ex. 10a Ex. 10b

Ex. 10a & b. The first period of the Exordium of Chaconne de Phaeton pour un homnséowing the
symmetrical phrases of the opening sequence: bars4, starting with atemps de couranten the
right, are repeated in bars 5-8, starting on the k.

Narration

After the fast turns, beats and jumps that finfghExordium, the Narration starts quietly.
This is deceptive, however, with beaten jumpsamdls de jambeguickly following the
quiet opening four-bar phrase. Tension begins il bvith the introduction of irregular
dance phrases against the quintessential foureight¢tbar musical phrases. The dance

also pre-empts the music with a hemiola, whichntlusic then echoes.

69



41

40

L 42

Ex. 11a Ex. 11b

Ex. 11a & b. The Narration of Chaconne de Phaeton pour un hommidotice the hemiola that occurs
in bars 42-43, particularly the two half turns (efectively a full turn) that takes place over the bar
line.

Confutation

This hemiola makes way for the beginning of the fQtaion, which also starts relatively
quietly. Five-bar phrases feature in the first lwdithe Confutation, with two more
danced hemiolas. The first of these is echoed agae in the music, although not so
strongly in the cross-rhythm of the melody lineg #econd is completely independent of

the music.

The second half of the Confutation returns to ragphrase lengths, mostly short two-bar

phrases. The constant and frustrated turning,téiréte left and then to the right, creates
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the first climax of the dance. This then resolvéth & quieter phrase to close the section,

suitably accompanied by a quiet trio section inrthesic.

Confirmation

The first period of the Confirmation continues rieguwo- and four-bar phrases. While
still turning in alternate directions, it is now realeliberate in its choice of step and turn.
In the next period a four-bar phrase is then reguet the left in the following musical

trio passage, which refers to the stability of da@ce’s opening. In period 14 a following
four-bar phrase is also repeated, continuing thensgtry, this time wittpirouettes a la
seconddeading towards a secondary climax in the nexbpleiThis consists of a
combination opirouettes a la secondpimps, andonds de jambe® the third and final

musical trio passage.
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Ex. 12a Ex. 12b

Ex. 12a & b. The climax of the Confirmation. Noticethe full turn at the beginning of bar 121, the
four hopped half-turns of bars 121-123, finishing uth a cabriole (entrecha) in bar 124.
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Peroration

The dance concludes with steps referring to prevmgassages. After two six-bar phrases
in the first period, the second period consista fifur-bar phrase repeated to the right,
followed by two more four-bar phrases, which, altilo they differ in other ways,

provide a spatial symmetry, turning first to thé &nd then to the right, and thus

concluding the dance.

Of the three extant dance notations to the musio fPhaeton the one analysed here is
the most virtuosic, requiring both great skill frdhe dancer and a strong interplay
between the music and the dance, of which bothgiauns and dancer need to be aware

for best effect.

Chacone of Amadis perform’d by Mr Dupré

Anthony L’Abbé, a dancing master born and traineérance, was brought to London in
1698 and remained there for the rest of his workiieg L’Abbé was appointed dancing-
master at the court of George I, replacing Isadait ks first duty being to Anne, the
Princess Royal, from when she was aged about gi¢6(] and then to her two sisters

Amelia and Caroliné®

Carol Marsh comments on the similarities of tilescription and layout of this volume
with the collections Pécour published in Franc&104 and 1713 Marsh also makes
the point that all the male performers L’Abbé idées with the notations are French.
This is despite there being many male English darfoe whom L’Abbé would have
created dances, and whose dances could have lmhedteid in this collectioff? This

would seem to suggest a French bias, and therefitheugh published in London, these

dances most probably are more French in style.

L’Abbé composed the dan€hacone of Amadifer “Mr Dupré”, who presumably was

Louis Dupré, a French dancer who visited Londopedorm on a number of occasions.

4% Marsh, Carol, edA New Collection of DanceBy Anthony L'Abbé. London: F. Le Roussaul725.
London: Stainer & Bell, 1991. xi.

“I The two collections arBecueil de dances contenant un tres grand nombessineillieures entrées de
ballet de Mr Pécour..(Paris, 1704) anblouveau recueil de dance de bal et celle de ball@aris,
!11713])

2 Marsh, 1991. xii.
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Chacone of Amadis

Music by Jean-Baptiste Lully
Dance by Anthony L'Abbe
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Ex. 13. The first five variations of the C minor setion of the chaconne fromAmadis The irregular
dance phrases for the opening a€hacone of Amadisire indicated over the more regular musical
phrases, and the more regular still bassline. Whil¢ghere is some flexibility of phrases within the
music—see bars 23—-24 in the melody and bar 32 inglbass—the dance has free reign of how it
choses its phrases. Note the three phrases in Petié of the dance to bring it back in line with the
musical phrase in preparation for the Confutation.
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Dupré’s first performance in London was in 1714] antherefore the earliest date this

dance could have been created.

The music is the C minor middle passage of theunstntal chaconne from Lully’s
operaAmadis Although this collection is of dances from thedtre and set to music
composed for operas, the dances were not composedoiductions of the operas from

which the music is takeft

Exordium

Marsh states that L’Abbé does not always matcheland musical phrasésand that is
clearly demonstrated here. The Exordium and Namagections of this dance consist of
two periods each with phrases of four bars plus fiars. This is illustrated in Ex. 13 with

bass, melody and dance periods and phrases indlicate

The two periods of the Exordium remain facing thdiance while progressing forwards.
The first phrase consists of a two-bar sequenddagtiben repeated starting on the

opposite foot; it is the first of only four instaagof step symmetry in this dance (Ex. 14).

The second period starts with beaten jumps, amdahearning sequence. This consists of
a quarter turn to the right;mas de passacaillevhich involves a full turn to the left
around and back to face the front; a quarter toithé left; and a full-turningontretemps
de gavottdo the right. This turning sequence is then purtetiavithjetés chassésnd a
pas de sissonrfacing forward. Although the steps themselves ataepeated,

symmetry of direction, of travel and turning is geat.

Narration

The third period of the dance composition startsiydenly turning from the central axis
to travel on a diagonal for three bars. The fitstage is punctuated with a beateupé

pas de bourrégrogressing up the stage. The next phrase deviepsarning sequence
of the composition’s second period involving twonianti-clockwise. This is carried out
with apas de passacailldinishing with a beatepas de sissonrterning to face the

front. A pas de bourrée de cééhdpas coupé souterto finish.

43 Marsh, 1991. xvii
4 Marsh, 1991. xv. When examining other dancesimdbllection published by Roussau, it certainlgslo
appear to be the case.
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Ex. 14a Ex. 14b

Ex. 14a & b. The first period of the Exordium of Chacone of AmadisNotice the repeat of bars 1-2 in
bars 3—4, the first of only four examples of stepysnmetry. Note also the clearly punctuatedoutenu
into fifth position in bar 9 to clearly establish the nine-bar period.

The next period (consisting of three phrases)sstaith the second instance of step
symmetry:contretemp®n the left foot followed byjetés chasséshen repeated on the
right foot. The following phrase is concluded witinee turns anti-clockwise in a slow
pirouette a la secondaver two bars. A further four-bar phrase conclutiesNarration
and brings the dance phrase in line with the mupitease.
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Confutation

For the Intrigue section L’Abbé changes from irfegyphrase lengths to two four-bar
phrases a period, thus matching the musical phfdeeConfutation consists of three

periods (periods five to seven) with many jumps amds, each with a distinctive mood.

Period five is reflective. The first phrase is aesof beaten jumpsur place starting
slowly and then getting faster. The replying phriaaeels upstage: twpas de bourrée
de cotéwithdrawing, and @ontretemps de chaconfaeing upstage. Aabriolethen

turns the dancer to face forward, with a new maodtie next period.

Ay

52 56

51 > - 55
52
]
Y
'Eal
@ 50 | | 54
& I
4’9- v rE
U
i
49 53
& i
Ex. 15a Ex. 15b

Ex. 15a & b. The “bright” period from the Confutati on. Notice the full turn (with leg gestures before
and after) in bar 53, and the complete turn throughbars 55-56.
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The sixth period, bold and bright, travels downstadth twopas de bourréesand then
suddenly turns side on (to the right), as if totshdack what has just been offered, for
two pas coupé soutentiaving paused momentarily the dancer continués jwimping a
full turn anti-clockwise, embellished withrand de jambdoth before and after. A
quarter turn to the left followed by a full turnttze right, starting with airouetteand
completed with a turningabriole This turning and changing of direction echoes the

turning sequence in the opening period of the Niarra

60

59

58

58 57
Ex. 16a Ex. 16b

Ex. 16a & b. The climax of the dance. Notice the éguent changes of direction in bars 57-58,
combined with the general busyness of stepping bea&nd turns.

The seventh period is the climax of the dance apdesses a feeling of frustration and
aggression. Frequent direction changes in thedirsase result in mounting unrest. Two
step-units are fitted into one bar, first turningfte right and then back to the front. This
bar is then repeated to the left, a third exampktep symmetry, but this time creating
instability in the frequent direction changes araking up only the first half of the

phrase. Another beaten jump, and a shift sidewesd into the second phrase of jumped
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turns travelling upstage—not once, not twice, buge times, each turn resolving some
of the unrest of the first phrase. Again thereni®aho of the three turns that conclude the
Narration.

Confirmation

A more peaceful attitude returns with an elongatdion of the opening themeinps
sur la pointeandtemps de couranteThis is the fourth and final example of step
symmetry, once again suggesting balance and eguiito more phrases follow, slowly
progressing forwards towards the audience, andlyniasing forwards except for the

beaterpas assemblé en tournantfinish the section.

Peroration

This section starts with the uniquely theatricapsdf “waving” the feet: with weight on
the heels swinging the toes from left to right, #&meh (in this instance) transferring the
weight on to the toes and swivelling the heeld#right as well. The rest of this phrase
continues the sideways motion witlpas de bourrée de céédcoupéto the right, and
then apirouetteturning clockwise. The second phrase turns to feyte and starts to

progress to the back of the stage.

The final period is a return to an irregular phreeseth. A five-bar phrase starts with a
sequence gbirouettes a la secondene bar to prepare and then a slow double tutimeto
right over two bars, and then two single turnsholeft, each with more beats and leg
gestures than the turn before. The closing thregiase echoes steps from the opening
with jeté chasségas de sissonrend apas de bourrée en arriemetreating backwards

upstage to finish.

Of the four dances analysed this is the last todmeposed, and certainly demonstrates
that the chaconne has developed into a dancetabsic spectacle. It has a very high
level of difficulty, which in turn reflects the cqutexity of the dance compositidnlt

also demonstrates Dupré’s skills as a dancer, witishbé has catered for. In particular

are thepirouettes a la secondaurning both to the left and right (but all oretleft leg),

“5 Hilton describes this dance as “one of the md$itdlt and challenging that exists.” (Hilton, 199%420).
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and on two separate occasions requiring a slowldduln over two bars of music (first
to the left, bars 35-36, and then to the rights [83+88).

As in thePhaétonchaconne previously discussed, these two daneadycbresent a
dance structure that is distinct from, rather thalpordinate to, the music structure, and
yet is not completely independent. This counterognof the dance phrase against the
musical phrase would test even a very confiderfopmer. This is a clear example of a
dance composition requiring an “intellectual” apmrb by the dancer, with understanding
gained by study and analysis, extra to musicaliastthctual approaches. The dancer
must know and “feel” the dance phrases for an éffeerformance without being

swayed by the music.

While it seems unlikely, according to Marsh, thas tparticular dance composition was
from the operaAmadis the fact that L’Abbé has used only the middlensent of the

music raises some questions. Was this also ordgaent of the dance? It could have
been just a segment of Dupré’s solo, or it mighviehaeen both preceded and followed by

other dancing, perhaps by a group or groups.

The unusual length of dance phrases to open immtedgstablishes interplay with the
two four-bar musical phrases. Had this not beestramgly characteristic of L’Abbé’s
work, one might expect this dance notation was rhkety the Intrigue section from a

longer dance composition.

Musically the minor segment is well enough struetiio stand alone, and the dance
itself is obviously also intended to stand alorajiing been published so. Perhaps this is
an early documented instance of an existing piéceusic being taken and “significantly

adapted” to fit the dance composer's requiremé&hts.

6 Marsh comments on alterations of the music inrotlaces in this collection. Other musical adaptei
she cites include two dances repeating the musts entirety, while thd urkish Danceomits a chorus
(Marsh, 1991. xvi). This chaconne is the most emg@daptation of the dances in this collection.
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lll. 16. Frontispiece of Lambranzi'sNeue und Curieuse Theatricalische Tantz-ScHl716). Note the
page of Beauchamp—Feuillet notation of a loure, dpige Lambranzi choosing not to use this schema

to record his dances.
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The Grotesque Dances

Lambranzi

Lambranzi illustrated Harlequin dancing to the m@hicona(sic)*’ In his foreword
Lambranzi states that his aim was not to notatatheal steps of the dance, one reason
being so as not to restrict performers to set staygsto allow them freedom of
interpretation. It is obvious from the style of hiig conventional movement associated
with all commedia dell’ arteharacters how they should move in dafid@y providing a
picture and caption describing the action, Lambrpozrtrays “the style of [each
character’s] dance and the manner of its execuffofihese illustrations and descriptions
for the comic characters are often in keeping wfitharacter portrayals and other
publishedazzi(short interludes that were secondary to the-pltistinctive feature of

commedia dell’artg
As Cyril Beaumont explains in the preface to th28 edition,

[Refraining from using Beauchamp—Feuillet notatipafmits the composer [i.e.
the dance performer] to interpret the theme irolAie manner and create a living
thing. This is far preferable to the laborious sigvhich, however well they may
preserve the skeleton, cannot endow it withfife.

Lambranzi matches three of the five illustratidmsttinclude Harlequin with a tune he
identifies as &hicona The description says, “Harlequin enters as shawhbegins to
dance step by step in his own manner.” This turmaig for Harlequin, and could be
regarded as his theme. When Scaramouch shootsggdar|é.ambranzi insists, “It should
be observed that as soon as Harlequin is deadcctr@r8ouch air [th&charamuZzj...]

is to be played®

" Lambranzi, 2002. 16.

8t is clear that Lambranzi or at least Puschrieifustrator, was aware of Beauchamp—Feuilleaton,
as a page of a notated Loure is included in thstithtion of the frontispiece (see lll. 16).

9 Lambranzi, 2002. 15.

%0 Lambranzi, 2002. 8. While | agree with the perferts freedom of interpretation, | strongly disagree
with what Beaumont is saying. The same could discefore be said of music notation and play scripts
which were widely used and accepted then as tddgyanalysis and demonstration of Beauchamp—
Feuillet notations will prove skeletons can dangaial

*! Lambranzi, 2002. 58 (pl. 30). Trans. Derra de Mer®5.
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Jrleium s bowrt avie dufe feliine Figur seget herogfl, und finget
Schritt 3or Schettt an, auf frine Manier zu tantzen, don ashetfich

der Scaramutza mit siner Latern suihm , tentge nnd gfer den

Ar]egzu'n . refolvit - fick aber endlick hinweg gugeken ,

T

29. Harlequin enters as shown and begins to ddepeby step in his own manner. Then Scaramouch
approaches him with a lantern, dances and mimios it finally resolves to go away.

lIl. 17. Plate 29 from Part | of New and Curious School of Theatrical Dancingvith Derra de
Moroda’s translation.
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et svieder auf, mimbe denfelben hernach i anty, fbe die fufl, werider
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30. Scaramouch enters muffled up in a cloak andrgga musket in his hand. He puts a lighted
candle at the end of the barrel and waits untilétarin has finished dancing. After he has shot him
dead he retreats into the “wings,” but Harlequitsgg and runs off to the opposite side. Now
Scaramouch enters carrying a lantern to look até&zel body but, unable to find it, he turns away
again. Harlequin quickly lies down midway across stage. Scaramouch returns again without the
lantern and falls headlong over Harlequin. He rissgges hold of him, stands him stiffly on his feet
and turns his head to and fro, sometimes forwamthesimes backwards. The he throws him over his
leg and carries him off; and with this the air cenb@ an end. It should be observed that as soon as
Harlequin is dead the Scaramouch air No. 26 istplayed.

Ill. 18. Plate 30 from Part | of New and Curious School of Theatrical Dancingvith Derra de
Moroda’s translation.
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The two other illustrations picturing Harlequin kadifferent musie-a Rigaudon These
both involve Harlequin sneaking up on a blind nerhaps Lambranzi chose a different
tune because HarlequinGhiconawould inform the blind man of Harlequin’s presence

Lambranzi instead gives Harlequin a musical disguis

Why is it that Lambranzi chose the chaconne to &ddduin’s dance? What, if any, is

the correlation between Harlequin’s character ametbn, and the steps of the chaconne?
Harlequin’s movement vocabulary consists of hopgind jumping about—in keeping
with his character, which refuses to be pinned ddwa way of walking has been
associated with both a ¢atnd a goat: and he is constantly mimicking someone, or
even pretending to be someone else. This is inikgayth the free-spirited character of
thechaconaas it was in Spain. This movement vocabularyss &und in the four
Beauchamp—Feuillet notations from around the same Harlequin can therefore tell us
a good deal about the movements and gestures oh#tuonne, as well as the importance
of dance and music and their relationship, sofjllout what we can learn from the extant
notations.

52 Rudlin, JohnCommedia dell’Arte: An Actor's Handbookondon: Routledge, 1994. 79.
*3 Grantham, BarryPlaying Commedia: A Training Guide to Commedia Tégires Portsmouth:
Heinemann Drama, 2000. 185-188.
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32. Here is seen a blind man who, hearing the sotintuisic, sets his staff firmly on the ground
and jerks his shoulders to and fro as if aboutatecd. But Harlequin enters and crawling between
his two feet throws his hat in his face. Then tliedoman gropes about and strikes the air with his
staff.

lll. 19. Plate 32 from Part | of New and Curious School of Theatrical Dancingvith Derra de
Moroda’s translation. Note that Harlequin is usinghis “Rigaudon” disguise.
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33. Harlequin creeps from under the blind man aantting his hat on his bat, holds it in front oéth
face of the blind man, who, feeling himself touchleghes out bravely with his staff.

lll. 20. Plate 33 from Part | of New and Curious School of Theatrical Dancingvith Derra de
Moroda’s translation. Harlequin continues in his “Rigaudon” disguise.
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Dances for Harlequin in Beauchamp—Feuillet Notation
There are four notated grotesque dances for Harlexant, the notations of which have
been dated between 1695 and 1748:

Chaconne d’Arlequin de Mr. Feuillét.1695-1710)

Chaconne D’arlequin de Monsieur degfsic) Montagne (c.1700-1720)

Chacoon for a Harlequiimanuscript 1720, published 1728)

Entrée d’arlequin (1748)

In these dance notations Harlequin can be seeg tignconventional dance steps of the
time, but also making a few of his own, and breaghhe rules of etiquette as expressed
in dance. This makes his character both competehfrae-spirited, not to be restricted

by convention.

Francois Le RoussauGhacoon for a Harlequits the only dance of the four that was
printed and sold. It was published in London in8,7@nd also survives in manuscript,
dated 1720.

The three other notations exist only in manusaipt were never published. They are to
the music ofChaconne des scaramouches, trivelins et arleguwam Lully’s Ballet des
Nations—theballet de coutthat concludes Moliere’s well-knowsomédie-balletLe

bourgeois gentilhomme

Chaconne d'Arlequin de Mr Feuillet

Lancelot dates this dance tentatively between H@b1710, and its transcription
between 1705 and 1720. This would mean that ligsotdest of these dances for
Harlequin. This manuscript is in a volume with fiv#her notations by Feuillet, and

remains in a private collection; the notation wasstnot available for consultation.

Chaconne D’arlequin de Monsieur dela Montagne

This probably refers to Pierre de la Montagne, ggsional court dancer in the Troupe du
Roy with Beauchamp Lancelot gives the probable date for the notatiothis
collection as 1710-1720, although the dance cortippgossibly originated as early as

* Lancelot, 1996. 251, 289, 312 & 338.
%5 powell, John SMusic and Theatre in France, 1600-16&ford: Clarendon Press, 2000. 411.
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1700. Susan Bindig makes the point that although batalogues of Little and Marsh,
and Lancelot attribute Montagne as the compostreoflance, this is only speculatie.
The “de” of the title could equally indicate him the performer, transcriber, or

benefactor, or all four of these.

Chacoon for a Harlequin

This exists as both a manuscript and a publishéatioa. It is unclear why there was
such a delay between Le Roussau’s notating hisedant720 and publishin@hacoon
for a Harlequinin 1728. It is possible the delays were incurredviercoming the
inadequacies of the notation schema for recordiag@totesque actions, but there is
relatively little difference between the manuscept the published editio It would

therefore seem more likely the delay was due &k 6f time or money.

Le Roussau published a collection of dances by @mth.’Abbé (€.1725) and discussed
at length in the preface to his unpublisi@thcoon for a Harlequir® It is possible that
Le Roussau doubted the public demand for a comicedaotation, and this self-
promotion was a testing of the waters. This seaute tjkely, bearing in mind that dance
notations, published since 1700, allowed populaess to an art that had hitherto
primarily been restricted to the court. While a @eoh for noble dances could be
expected, with everyone seeking to raise himseifenself socially by various means

including dancing, there might well be little derdafor a dance for a comic servant.

Entrée d’arlequin

Although not titled a chaconne, thastréeis set to the same chaconne music as the first
two dances (hamelghaconne des scaramouches, trivelins et arlequirencelot lists
this dance notation manuscript in a collectionaficks that is dated from 1748. She does

not include further details but refers us to a Eiguin dance in a private collection—

56 Bindig, SusanDancing in Harlequin’s WorldAnn Arbor, MI: UMI, 1998. 44.

" The biggest difference is in the change of nantéchvisChaconne for Arlequiim the manuscript. All
other details of diagrams and the written introctuctind explanation remain primarily the same.

*8 He apologises for the delay of the publicatioh '@bbé’s dances, using his work &@hacoon for a
Harlequinas his excuse. Le Roussau devotes as much tiigsdiag his own dance as he does the
publication at hand.

*9 One can only speculate about sales at the tintenany books of more recent times, mentioning eithe
Harlequin or dance notation, have taken great kieligreproducing a page fro@hacoon for a Harlequin
or sometimes the entire dance.
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Chaconne d’Arlequin de Mr Feuilletancelot notes that the dances are similar kait th

the older dance has more Harlequin-specific gestainel a variant ending.

Lambranzi regarded the recording of actual daregssas “too ambitious a work”
(besides unduly restricting the dancer), yet tHesenotations manage it. Very few
known grotesque dances were recorded using Beayehaauillet notation. Little and
Marsh conclude that this is because the steps estdrgs associated with the grotesque
style fall outside of the Baroque dance techniquee\acabulary, involving mime and
acrobatic$® To compensate for the shortcomings in the availabtation schema, all
four dances for Harlequin have additional diagréonsnovements of the head, arms and

hat®?

The three dances | have sighted also use Barodagarosymbols to indicate steps that
were not in the noble dance vocabul@haconne D’arlequin de Monsieur dela
MontagneandEntrée d’arlequinfor instance, use symbols to indicate that tie¢ &ee to
be turned inward, with toes pointing towards edtiee—what is known as “false foot

position,” and regarded as a sign of ill-breeding.

Where the two manuscript dances are sometimes \@gueen to interpretation, Le
Roussau has used the Beauchamp—Feuillet notati@taood the dance in considerable
detail. While they all include step units that ac¢ from the Baroque dance vocabulary,
Le Roussau’s is clearly decipherable by followihg hotation’s principles, whereas the
two manuscript dances are more ambiguous. Le Rouwdsa supplies a long
introduction for the reader, and gives explanatiointhe notations he has had to create

for certain movements.

Bearing these factors in mind, it is possible tteRoussau may have adapted his dance

towards the noble style for clarity of notating nimizing the mime and acrobatic

% jttle and Marsh, 1992. 133.

®1 Although I have not sighted the notation @raconne d’Arlequin de Mr Feuilletam assuming
Lancelot is referring to upper body/head and arstuges when she says this notation has more “marque
de I'Arlequin” than theEntrée d’arlequin

®2The aristocratic walking style of the time requitkd toes to be pointing outwards; this becamerdega
as the “natural” way of walkingChaconne D’arlequin de Monsieur dela Montagas well as clearly
intended instances of false-foot, has more ambigypassages as well, where both feet are angléa in t
same direction. It is not unknown in noble dancelsave the occasional foot symbol angled in thengro
direction, obviously an error on the part of thelss but when it is a dance for Harlequin one cditre so
sure!
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aspects, and instead ensuring that features oétlan’s character were maintained by
means of diagrams and illustrations. It is intengsto note, for example, that Le Roussau
does not use any turned-in or false positions ef¢iet. Possibly this is because such
notation would not be understood by those buyirgesoof the dance; or maybe he

feared the overtones of ill-breeding would makedarce undesirable.

Noting thatChacoon for a Harlequis style is quite different from the two French
manuscript dances, one may wonder whether beinlisped in London influenced the
dance and the way it was notafdd.e Roussau was of French origin, and the music is
attributed to French composer Charpentier. Furtbegthe dance is dedicated to the
French dancer “Le Grand Dupré”, and Le Roussawalr@ddy demonstrated a strong
French bias when publishing a collection of darpek’Abbé (c.1725)%*

| would argue that what is most significant is wtere it was published, but the fact that
it was published at all. The buying public needeté able to dance Harlequin from this
notation without requiring further assistance fritve dance’s creator. In order that this
notation could “stand alone” as a published scaddduin’s dance may have been
conventionalized to avoid ambiguity, thereby foriegoan accurate representation of the

grotesque theatrical dance of the tifne.

The two French manuscript notations contain onso&liely necessary information. Le
Roussau may have been compromised by the limitafibis buying public; these
manuscript notations are not so constrained, butao they be regarded as complete
dance representations. Some bars, for example paxicularly sparse, and could mean
“do nothing”, but are more likely represent roomtlwose characteristic movements and
gestures of Harlequin that are not so easily resmbrgsing Beauchamp—Feuillet notation,

and have therefore been left to the dancer’'s memoiypagination.

%3 Bindig regards this as worthy of note (Bindig, 8996).

% See discussion dBhacone of Amadis perform’d by Mr Dupré

% The musical equivalent, both of the time and tedagheet-music, where the vocal line and theian
reduction allows you to imagine being an operaeingth an orchestral backing, or rock-star witluyo
own guitar band, but this is only a pale reflectidra professional performance.
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Now to consider these three dance notations foledain in terms of a rhetorical
structure>® Although they differ in many respects, they alséimany steps and
sequences in common. All three reflect the fout-gaetorical structure, although not so
neatly as the noble chaconnes. Harlequin being krfowhis nonconformity, the ways in
which these dancef notfit the structure are just as telling regarding daece in
society and its relation to the music as the wayshich the noble chaconnes do.
Chacoon for a Harlequifits most closely to the rhetorical structure. Agahis may
either be because of its origin in London, but numabably because it was intended for

the general public.

Harlequin has always been known for his distincth@vements, and Lambranzi relies
on his readers being familiar with this lexicorrégreate his dances. These dance
notations reinforce and even add to what is alréaxyvn about the way Harlequin

moves.

Four components of Harlequin’s distinctive lexidonsely comply with the four
elements of rhetorical structure. The discussia fibllows has been categorized to
reflect this. To emphasize the similarity betwdes dance notations, exemplify the well-
defined lexicon of Harlequin, and furthermore ithase the rhetorical structure of the
chaconne dance-type, all three notations will lseused simultaneously.

The Révérence (Exordium)

All three notations start with Harlequin givingather “over-the-top” bowing sequence:
sweeping from side to side, taking off his hat aading it about in a grandiose manner
before placing it back on his head to begin thecdgmoper. Theévérencewas a

required practice in the court and the proper weagréet the king and other courtiers as
well as the way to start all dances in the ballreegither to silence, or to the opening
strains of music. Dance manuals of the time werg peecise on this subject, cautioning
their readers on what was too little, which wouddrbde, and what was too much, which
could cause offence. Either ignoring or heedingy thevice (one can never be sure with

Harlequin) he is eager to do too much, thus givis@nirreverentrévérence

% Bindig chose to compare the notations page by.pEuje provides a rather arbitrary comparison. \&hil
effectively comparing each dance’s opening on thespective first pages, since each dance occapies
different number of pages she could not comparevenethey end, whereas this structural approacwall
comparison of corresponding parts of the dances.
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Many lazziinvolving Harlequin and others echo similar gesityiin commedia
dell'arte.’” It is also worthy of comment this stance in foystisition (one foot in front of

the other) is typical of Harlequin, and can be degpictures of him throughout history.

lll. 21. La Révérence d’'Arlequirby Claude Gillot. Reproduced fromHarlequin Phoenixby Thema
Niklaus.

7 Gordon, MelLazzi: the Comic Routines of the Commedia dell’Axtew York: Performing Arts Journal
Publications, 1983.azziinclude “Lazzi of the bow” | (p. 34), and Il (p5% “Lazzo of making him lower”
(p. 38), “Lazzi of putting on and taking off théiats” (p. 46).
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Walking Styles (Narration)

Both Chaccoon for a HarlequiandEntrée d’arlequirnfollow this opening with the

dancer walking in a circle. The latter shows sieg#ouble time, and in Harlequin’s
manner one would assume (although that is notatelit), and the step per se is not from
the Baroque dance vocabulary. In the former, LesRau uses a Baroque dance-step, the
pas de bourrée vitHere is an instance where Le Roussau may hayeeatithe dance

for ease of the general public’s interpretation Raussau also includes an illustration of
Harlequin, should anyone mistakenly think thesetatee conventiongdas de bourrée

vite.

lIl. 22. Engraving of Evaristo Gherardi (1663—-1700pgs Harlequin reproduced fromThe Italian
Comedyby Pierre Louis Duchartre, p. 105. Note that Harlguin is high on his toes as he walks, as
indicated in the dance notations.
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Chaconne D’arlequin de Monsieur dela Montadras the most unconventional

narrative. Instead of a circular walking patterjymping sequence is used (and the circle
is instead used for his conclusion). The steps sledras are straightforward enough to fit
the Narration category as explained previously thettiming is peculiar: three four-

count phrases start the section, and it finishéis thiree two-count phrases, not once but
twice over, the second jumping in and out of aefditsot position. If we ever imagined La

Montagne wanted a conventional dance, we have m@n borrected.

Hops, Jumps and Falls (Confirmation/Confutation)

The inordinate amount of jumping involved in thels@ces reflects Harlequin’s rather
shifty and elusive character. Associated with ihidarlequin’s propensity for tripping
and falling, and other frequent acrobatics. Alethdances include hops, jumps and
falls—steps that are in common with the noble chaes—but here they are taken to the

extreme.

All three notations uspastombéor falling stepPastombéis common in noble dances.
Hilton describes it thus: “... the knees bend wituggestion of collapse. The fall is
brought about by a slight shift of the torso frdme support of one foot on demi-pointe,
producing an impression of lost balan&&This step often comes quite unexpectedly in a
noble dance, and yet the dancer remains gracéftdya upright, and quickly recovers.

Not so Harlequin, however, whose step sequencedy imare of a drunken stagger.

Also suffering from Harlequin’s treatment is thebf@step, thé&chappéa falling from
high, two feet together, to low, two feet aparpasating either forwards and back, or
sideways. This normally has the feeling of a “deopt-catch” move, Harlequin’s

“catch,” however, in all three dances never feetause.

Chaconne D’arlequin de Monsieur dela Montagrses this step in three seven-count
sequences to make one feel even more unsettlddfhvitout-of-time feeling of the
Narration compounded by these cross-rhythms, ogétie climax of this dance. This
dance also finishes with Harlequin falling—échappénto fourth position—and instead

of recovering, he falls a second, third and fotirtre, swapping the front foot to the back

% Hilton, 1997. 117.
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and the back foot to the front. With no indicatmfrrecovery in between, one presumes

Harlequin gets lower and lower to the ground e&ub.t

Entrée d’arlequinuses the fall in the middle section of the dahtaglequin falls into

(and jumping out of) a turned-in foot position, nott once but six times.

Chacoon for a HarlequiandChaconne D’arlequin de Monsieur dela Montagne
conclude the middle section with four large jumihe (hotation implies travelling as far
as possible), jumping side-to-side, then forwarus lsackwards. Interestingly this is not
a typical Baroque dance step, although Le Rousaatnieluded it in his published
notation. He gives no special mention to this steis preceding description of the

dance, so presumably it can be read at face value.

lll. 23. The illustration from Le Roussau’sChacoon for a Harlequinshowing Harlequin once again on
the tips of his toes as he jumps from side to side.
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Arm Gestures (Peroration)

Both Chacoon for a HarlequimndEntrée d’arlequininclude a circling gesture of the
right forearm. | have not found any similar gessurethe written descriptions of
Harlequin’s movement. Bindig suggests that he miightvinding up momentum for the
next movement’ or he could be mimicking a courtier drawing ati@mto an
extravagant new lace cuff. | would think it moreelly, given its positioning in both of

these dances, that he is exaggerating a gestatg¢st conclusion.

Chaconne Darlequin de Monsieur dela Montagoeacludes with the walking circle

figure with which the other two dances startedrthgrration.

- g . t L b ee o

lIl. 24. Engraving by Giuseppe Maria Mitelli in Proverbi figurati, 1678, making a big gesture with his
right hand. Reproduced in Molinari, La Commedia dell’Arte p. 108.

% Bindig, 1998. 69-70.
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Coda/Exit

All three dances have a section that is not patheftlescribed rhetorical structure. Both
Chacoon for a HarlequimandChaconne D’arlequin de Monsieur dela Montagrse this
extra music for an exit. The former uses the cotiwaal pas de bourrée vitthat he used
previously; in the latter, after hopping about &dittle bit more and then pausing as if to
concede defeat, Harlequin makes an exit by jumbagkwards (on two feet)}—possibly
out through an opening centre-stage, or, justka$ylifor Harlequin, backing into a solid

brick wall!

Entrée d’arlequirhas the most curious of endings: having summeuisiponclusion
nicely and gestured it so, Harlequin finds himséth extra music to which he hops back
and forth as if just waiting for it to end. The nwBnally finishes when he has just

turned upstage, facing side-on to the audienceywéthdone foot in the air.

As there are so few grotesque dance notationsamsot say whether these notations
discussed represent dances for Harlequin, or groéedances in general, but | suspect
the former. At least some of Harlequin’s movemewdse already dance-like and
therefore easily fitted into this dance-notatiohesona. Possibly other grotesque dances
were more character-based, and generally improyvisdeteping with Lambranzi's

approach to recording dances.

Dance was a significant part of Harlequin’s pers@saall these references suggest. A
recent performance afe bourgeois gentiihommdirected by Benjamin Lazar, has taken
the utmost care in creating the most authenticyrtvan, in lighting and set design,
speech and musical performarié®ancer Cécile Roussat, however, is quick to poirnt
that as there are no notations of the dances fnentirhe of thizomédie-balle{since it
was written in 1670, thirty years before Feuillabjished his treatise) she and her
dancers have chosen to create their own dance=ejig with the musit- What is sad
about this dismissal, in my opinion, is that nolyatoes Harlequin not dance any of the
three dances for which there is notation (althatinghearliest is still dated 25 years after

the first performance), he does not dance at altirg the chaconne Harlequin instead

e bourgeois gentilhommBy Moliére. Dir. Benjamin Lazar. Chor. Cécile Rsat. DVD. Alpha, 2005.
"L Baroque dance style is used so the dancers musthiaal some knowledge of the technique.
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chases two women around the stage (also a Harlégitinbut only one of many). This
fails not only to represent dance’s significancéhig Baroque period but also fails to
show the diverse character of Harlequin.

The persistent association of Harlequin with thaodmne is interesting. The chaconne in
France became a dance of great skill, becauss leingth and the virtuosic steps it
involved. As can be seen in the Beauchamp—Feuititgttions, this gave the performers
of Harlequin a great opportunity, not only to derstoate their remarkable dance skills
(by appearing to dance badly), but also to mimaséhless adept members of the court.
The performer’s virtuosity gave opportunity to mesa seemingly carefree competence,
“overdo” steps, and display the acrobatic skillslelguin was renowned for, thus

demonstratingpezzaturan his mimic of courtly nonchalance.

The references to Harlequin’s dancing reflect thpdrtance of dancing in Baroque
society—the ambitions of those in the court, argirations of those wishing to be at
court, to dance difficult dances such as the chaeoand to dance them well. That
Harlequin chooses to do it with such a carefraudt demonstrates just how seriously

dance was equated with social status.

Dance was considered to be of equal significantie avid given the same structural
framework as other arts of music, oratory and pyodtne chaconne in particular required
not only stamina and memory, but also an in-deptietstanding of the dance’s structure
and its interplay with the music. The following piter will look more closely at the

music, and how music and dance in the Baroque gh&r@ye carefully interwoven.
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Chapter 4

The Chaconne as Played and Sung

Having analysed the visual component of four chaesnl will now analyse their aural
component. An awareness of the strong relatiortsiaipemerges between the dance and
the music can be of use today in the performand&aobque dance and music, and in

dance and musical performance generally.

The Musical Origins

The chaconne as a musical composition has takeg diiarent forms since it first
appeared in Europe at the end of the sixteentluperithe Spanisbhaconawas sung
with verses and a chorus. Several examples of gwsgtexts are extant, although not so

many music notations; and only the briefest daresedptions have survived.

In Italy theciaccona as a set of variations for solo guitar, grew apydlarity. From as
early as 1606 there are musical notations of nt@gconathemes, on which a guitarist
would improvise* There is no indication, however, that these vianetwere danced to.
They were quite possibly intended for the guit&iptivate entertainment rather than for

public performance.

The playing of variations on a melodic or harmahieme was a common method of
music-making before the establishment of a stanziaddnusic notation and the

development of printed musicEarly treatises on musical performance technique

! Hudson, RichardThe Folia, the Saraband, the Passacaglia, and thecGnne: The Historical Evolution
of Four Forms that Originated in Music for the Fi@»urse Spanish GuitaNeuhausen-Stuttgart:
American Institute of Musicology: Hanssler-Verld§82.

2 A musical notation allowed the composer to créateer pieces of music, and the musician’s repetoi
was no longer dependent solely on memorized muikie.printing of these notations increased their
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explained at great length how to play variatiortiswas regarded as a valuable skill and
a primary method of learning to play. A skilled nmisn would improvise endlessly on a
melodic or harmonic theme, in a similar way to tinaivhich a jazz musician today

improvises on a “jazz standard.”

The verse-chorus structure of the Spawcis&icona(i.e. verse 1, chorus, verse 2, chorus
...) and the variation on an harmonic theme of thBaliciaccona(i.e. A, A% A3 A*..))
are similar in that both involve repetition. Refietis of the sung chorus, as well as
subsequent verses, would have employed ornamentaii slight variations of the
original melody, but they would have remained seeoy in importance to the text of the
song. The move to purely instrumental music, iltitor solo guitar and later solo

keyboard, allowed the variations themselves to imecthe primary focus.

The chaconne in mid-seventeenth-century Francenbggaarily in variation form. For
example, Lully composed extended sets of variateaniighlights in the musical scenes
of his theatrical productions. Changes of aspeat@od between the variations allowed
different theatrical characters and groups to featBometimes singing was incorporated

into the chaconne to include the main charactedschonrus as well as dancers.

Early eighteenth-century France saw rondo formgcthvas very popular amongst the
composers of the time including Lully, Campra arahfeau, being used for the

chaconne. Many airs and dances were describedras ‘e rondeau’®

Rondo form consists of a main secfiovhich opens the piece, and is then repeated after
each of a series of new sections of music, andasoludes the entire piece ABACA
D...A—not unlike a verse-chorus structure). The aling sections usually consist of
modulations to related keys, and are generallygaddent rather than variations, with a

return to the original key and theme for each repéthe A section.

In a theatrical production this alternating formswaore versatile than variation form.
The rondo form could more easily include variousibmations of soloists or small

groups in the subsequent sections, with the charestire cast as “bookends” to provide

availability, and thus encouraged the audiencedmlto read the notation, which in turn developed
even greater demand.

® Robert Oliver. Personal interview. 6 March 2007.

* The chaconne from Camprad’&urope galantds in rondo form and will be analysed in this cteap
®“Section” in this chapter will only specificallgfer to a part of the musical form.
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cohesion. While various groupings were also possiking variation form, this required

great skill, and was one way Lully demonstratednhéstery in composition.

Just as variation form allowed the chaconne, asxéanded musical composition, to
provide a climactic point or the finale, rondo foocmuld be extended in a similar way.
The two forms are both represented in the chacatefaing the dance-type not so much

by form but rather by its purpose of providing enelx or finale.

This feature of the dance-type is demonstratethéurin the chaconnes composed later in
the eighteenth century, most notably by Gluck far Paris productions of his operas.
These chaconnes were generally freely structuregpositions, using neither variation
nor rondo form; but they were still extensive, aechained the most substantial dance of

the balletdivertissementand usually concluded it.

Music for Dance Notations

The following musical analyses will focus partialyaon how a relationship with dance
is provided for in the music. Three aspects ofrthisicality of these works will be
highlighted:

» the musical structure (compared with the dancettra)
» the “danceable” quality of the music

» the character or spirit expressed by the music.

As none of the four chaconne-dance notations chosere verified as being performed
with the music’s premiere, they cannot be regaateckpresenting a dance/music
composers’ collaboration. Nevertheless, as theamples are distinctively “dance
music”, they still demonstrate the strong cohe&ietween dance and music that was
considered so important in the Baroque period. Batisic and dance adhere to a

specified rhetorical structure, and interactions &kso be observed in

» symmetries and asymmetries in the music, which weftected, echoed, or
juxtaposed in the dance

» contrasts of stability and instability in musicaldedance passages.
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The music analysed in this chapter represents dn&sospecifically intended as “dance
music”, so a conscious allowance for interactioits & dance structure can be expected.
These examples also give some indication of howeeepof music, even a “music-only”
chaconne for instance, might also lend itself teriaction with a dance structure; this

quality of a composition defines the music as “cie”®

The character or spirit of the danced chaconneadir mentioned, often suggests a
journey or narrative, and this is often also adeabf the music. The early Spanish
chaconatexts speak of a carefree life in mythical islanelish evocative music and
rhythms that purportedly carried people away enmatily, spiritually and sometimes

even physically. The chaconnes in Lully’s, Rameaud even Gluck’s operas, while
providing a sense of closure to the divertissens@ne or the entire work, also represent
a musical development that abstractly parallelgptbgs progression. These intimations
of emotional transportation, reflection and jouringyare persistent characteristics of the

chaconne in its various forms over time.

The Noble Dances

The music for the four noble dances analysed imptegious chapter will now be
discussed. Combined analyses of the music and dertagons will then provide a point

of reference for examining other music.

A Chacone by Mr Isaac

Isaac’sChaconewas published in 1711. The composer of the mgsimidentified, but
many of Isaac’s dances are to music by James Raiaibbourt musician at the same time
Isaac was dancing-mastePaisible and Isaac worked together on the ma€agiistoin
February 1675. Paisible composed the music focls&igadoon Royalalso published

in 1711, with various other collaborations, inchglthe chaconn€&he Favorité®

® The “music-only” chaconne of J.S. Bach, choreoeajby José Limén, and Britten’s Chacony sostenuto
from his second string quartet, choreographed kyrida Childs, would be just two examples.

" Thorp, 2006. 117. Paisible was born in Franceléasjues Paisible) into a musical family and moweed t
England as a teenager.

8 While it is likely Paisible composed the music foChaconewith Isaac and Paisible collaborating on
other works around this period, it also seems égpalssible he did not, Paisible being readily desitl
elsewhere on such collaborations. However, thefatuhis chapter is not on who composed the music
rather on how it was composed.
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Table 5: A Chacone by Mr Isaac

Music: Unidentified

Dance: Edward Isaac Il

Chacone

MUSIC

Bar number 1 9 17 25 33 41 49 57
Sectiot AA BB C C AA BB C C
Phrase az aa" ap" a'p" az aa" a'p" an"
Phrase leng 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4
Key F © d F d F © d d
DANCE

Bar number 1 9 17 25 33 41 49 57
Poetic action Proposition Intrigue Denouement

Rhetoric Exordium Narration Confutation Confirmation | Peroration [Coda/Bridge]
Period 1 2 3 4 5 6 7 8
Phrase length 4+4 4+4 4+4 5+3 4+4 4+4 4+4 5+3
Notation page no. | 1 (8) 2 (8) 3 (16) 4 (8) 5(8) 6 (16)

(no. of bars)

" = hemiol:




0T

Minuet

MUSIC

Bar number* 1 9 17 25 33 41 49 57 65 73 81 89
Sectior A B B A B B

Phrase ak ak ak ak ak ak ak ak ak ak ak ak
Phrase leng 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4
Key F C F C C F C F C F C F F C F C C F C F C F C F
DANCE

Bar number* 1 9 17 23 29 35 41

Poetic action Proposition Intrigue Denoument
Rhetoric Exordium Narration Confirmation Peroration
Period 1 2 3 4 5 6 7

Phrase length | 4+4 4+4 2+4 2+4 2+4 442 4+4

Notation page noj 7 (8) 8 (8) 9(8) 10 (8) 11 (8) 12 (8)

(no. of bars*)

* 1 Dance bar (i.e. pas de menu) equals two music be




The musical structure of this chaconne is AA BB &&BB CC. Sections A and B are
each one four-bar phrase in length, and sectiant®a four-bar phrases, (that is, C is
equal in length to A and B combined). Each sedtgpiayed twice through, totalling 32

bars, which is then repeated in its entirety.

Despite it being titledChaconethis is not the expected structure of either vammatorm

or rondo form. It does, however, bear some resemblto the verse-chorus structure of
the earliest chaconné&his could be an indication of the existence dfstinctive
English style®® or, if it was not written specifically for Isaacigtting, may only have

been intended by the composer to be chaconne-like.

This music is a typical chaconne in both meterdaythm, however. It is in triple time,
with a two-beat anacrusis and a dotted crotchetlagly occurring on the second beat of
the bar. The key is F major. The C section modslaidd minor (the relative minor) for
the first phrase and returns to F major for thesdghrase. Hemiolas (grouping the six
beats of two bars of three (3+3) as 2+2+2) are treegiently in the music: at the end of

the B section phrase, and in both phrases of thec@on.

The musical structure of six sections correlateh e rhetorical structure described
earlier plus coda, the dance also follows thisgpattThe first AA section is the
Exordium, the BB section is the Narration, and@& section is the Confutation.
Repeating the music from the beginning, the seé@dhdection is the Confirmation, the
following BB section is the Peroration and the Fi@& section is the Coda. At first
glance one might think this musical structure a&fdistinct sections might have
influenced Isaac’s addition of an extra sectiothtorhetorical structure. But bearing in
mind that the CC section is equal in length to A4 8B combined, various alternative
groupings could have been applied to fit eithdrad-, four- or five-section rhetorical
structure. Isaac himself groups differently thessgments of the minuet that follows.

The minuet’s musical structure in this notatioA/s BB BB AA BB BB. A and B are
each eight (music) bars long. While one might expeother six-section dance, Isaac

groups them differently to produce a dance in fmations: AA is the Exordium, BB the

® This structure is also the sameGisconaby Lambranzi (published 1716), although with diéfet
numbers of bars in each section.
9 This point will be discussed briefly at the endhis chapter.
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Narration, the next BB+AA+BB form the Confirmaticemd the final BB is the

Peroration.

The Confirmation creates instability by placing-bexr dance phrases against eight-bar
musical phrases. The Peroration returns to matkldimce and musical phrases, restoring

a sense of stability between the dance and thecmusi

In this work the relationship of music to the darcexperienced at the structural level
and the phrase level. It is also demonstratededetiel of the individual bar. As well as
the one mentioned in the dance analysis of Isaaa’k, several other hemiolas occur in
the music. Although Isaac does not match them avitlemiola in the dance steps, he
does respond to them, either pairing them witreardriple-time beat, or alternatively

placing strong steps and movements against the bestk of the hemiola.

A Chacone by Mr Isaagvokes in us a sense of journeying. While the ddwbaconne
may not fully resolve itself, the minuet continuesand carries us further from the

beginning of the dance.

Musically the repetitiveness of sections would éleeved by variations from the
musicians. While not amounting to variation formsash, techniques of variations and
varying instrumentation would help maintain intérd$he journeying movement of the
dance, combined with the repetition of the musiould perhaps give the audience a

sense of moving forward while maintaining a linkleir origins.

Chaconne de Mr Feuillet

The Italian entrée df’Europe galantedepicts Olimpia and Octavio at a masked ball.
Before the ball Octavio has complained of Olimpsegming lack of affection for him.

At the ball Olimpia accepts a dance from a maskedhger and is consequently in fear of
making Octavio jealous. After the dance the maskad leaves the room and Octavio
follows him, much to Olimpia’s consternation. Odtathen returns, pretending to have
dealt to the stranger, causing Olimpia great distr®ctavio, having succeeded in

tricking Olimpia, confesses and asks her forgivenes
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Campra chose to include not just one but a pasthatonnes, both in rondo form, in the
ltalian entrée of thispéra-ballet** It was not uncommon for dances in the seventeenth
century to come in pairs: one usually in a major &ed the other in the minor (here D
major and D minor), with a return to the first aftee end of the second. Neither of these
two chaconnes indicates a repeat; either it wagswsd, or, because of their combined
length, a repeat was not intendé®oth chaconnes are rondo form—A B A C A. What
is more, both chaconnes are in two halves, theHal danced and the second sung with

chorus and soloist alternating.

The lack of dotted rhythms is surprising in thiscbnne. Instead there is a fairly
consistent crotchet/quarter-note pulse, which ssitdy dictated by the text of the sung

passages.

It is also the sung text that indicates the moothefmusic and most probably the dance
as well. The text ranks happiness and surrendéringe’s heart’s desire higher than
wisdom. Though the lyrics are in French, this sealgoes the carefree character of the

Spanistchacona

Ne préférez jamais la sagesse aux plaisirs;
Il vaut bien mieux étre heureux, qu'étre sage.

The song reflects Octavio’s thoughts of Olimpia &ed fickleness. This is in strong
contrast to the precedidgr Italien, which encourages fidelity and warns of the dangers

of a jealous heart.

Turning now to the music Feuillet used for his danotation, the instrumental passage’s
five-part rondo form fits neatly with the five-pattetorical structure. With the A section
in D major, the B section moves to the relative ani(B minor) and then to the dominant
major (A major). The C section moves to the subdami major (G major) and then the
subdominant minor (E minor) before returning to dniginal key (D major). The C
section, furthermore, consists of a hemiola aadeaces in G major. This is the only

hemiola that occurs in this chaconne.

™ This association of the chaconne with both Itaig dancing, which also appears in LulliBallet des
Nations is interesting. It further suggests the existesfcg dance chaconne of some form in Italy, despite
the lack of documentation (see p. 47).

2 Chaconnes in variation form would more typicaleydne continuous movement, possibly with a minor
section in the middle, or major section if the oréd key was the minor, although chaconnes
characteristically start in the major key.

13 «“Never prefer wisdom over pleasure; it is muchdreto be happy than to be wise.”
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Table 6: Chaconne de Mr Feuillet

Music: André Campra
Dance: Raoul-Auger Feuillet

MUSIC

Bar number 9 17 25 33 41 49 57 65 73
Section A B A C A

Phrase ac bk ak cd ac bb a'b cd ac bb
Phase leng 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4
Key D D b A D D G e D D D
DANCE

Bar number 1 9 17 25 33 41 49 57 65 73
Poetic action Proposition Intrigue Denouement
Rhetoric Exordium Narration Confutation Confirmation Peroration
Period 1 2 3 4 5 6 7 8 9
Phrase length | 4+4 4+4 8+8 4+4 4+4 A+ 4" 4+4 4+4 4+4
Notation page no| 1 (8) 2(8) 3(8) 4 (8) 5(8) 6 (8) 7(8) 8(8) 9(8) 10 (8)
(no of bars)

' = hemiola




The most stable passage is the A section, whichisisiof two four-bar phrases repeated,
both in the tonic key. The A section is used f@ lieginning, middle and the end of the

dance—the Exordium, Confutation, and the Peroration

For the B section the four different four-bar plessare played. This is echoed in the

dance notation, with two eight-bar dance phrasesated symmetrically.

The middle A section, corresponding with the Caoafiioh of the dance, is an interesting
juxtaposition. The music is at its most stable,ihgveturned to the original key and

melody, whereas the dance is at its most activeckmactic point.

The C section which follows includes a hemiola ieahatched in the dance. Although
the dance repeats this phrase symmetrically, tr@aaluhemiola does not recur. Instead
the second danced hemiola is paired with a tonalulation to the dominant minor,
which is the furthest the music gets from its aradikey, swapping rhythmic interest for
harmonic interest.

While this is a simple dance compared with the otf@conne notations, it nevertheless
demonstrates a close interrelationship of dangessted music. The dance steps and the
music match and support each other in the developoighe work. Although little
interest is created through contrast and tensiomdan the music and dance, they both

still portray a range of moods and emotions typadahe dance-type.

Chaconne de Phaeton pour un homme

Lully uses the chaconne in his 1683 opera as paneccelebratory divertissement that
ends act two. These celebrations follow the annemnent of Mérops, king of Egypt,
promising his daughter’s hand to Phaéton and dagl&haéton to be his successor.
Mérops’ daughter, however, desires another. Althaigs chaconne is shorter and less
prominently placed than the chaconnémadis(1684) it still demonstrates Lully’s skill

with this dance-type.
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The music is in G major and 152 bars long. Typjcalariation form is used, with
eighteen variations on the eight-bar structureatians 8 and 16 consisting of an extra

four-bar phrase.

Harmonic progressions are those commonly foundhawennes of this period:

A Variation 1 2 | \ 3 | 4 |
W P > > F ™
e e s
H— i i ] = . o
[y} [ [ [ [ 4 | | | [ — :
5’-5' 3 -~ =| ()| #) r "
y iy /-] i = et ~ P » T !
i 3 i i T T T T P
! ! i — -
I \% vi vV I

Ex. 17. The first phrase of variation 1 from thePhaetonchaconne demonstrating the typical
chaconne chord progression.

or

> ﬁ i I_Il—r‘ oo ] Jj‘ g i
@_‘_‘j_‘f £ i i . - { =
D)) —r v—r | - [ | | |

[ E——] = n

"'JI!P | | | {7 pax] |

i — i i s =

I Vb vi' I’ \% I

Ex. 18. This first phrase of variation 2 from thePhaetonchaconne demonstrates the typical
descending bass line of the chaconne, and also icalies the suggestion of D major with the secondary
dominant chord Ilc’—V, which in D major would be the perfect cadencefovc’—I.

While the music includes brief transitions intoateld keys it remains predominantly in G
major throughout. References are made to the tlative major keys through the use of
secondary dominant8 maintaining the descending bass line. For D méjerrelative
dominant key, the C is sharpened in tHechord (II') to provide a perfect cadence onto a
D major chord (V). This occurs in bars 10 and 11ihefabove example, highlighted with

a square bracket.

4 Keyboard reductions prepared from the Phaetonlsocae, ed. Arthur Pougin, and full score, ed. iblar
Bolognani.

15 A secondary dominant is where a note of the musize is raised or lowered a semitone to create a
perfect cadence (the chord progression V-I) inated key. Thus a change of key is suggested ajthau
perfect cadence in the original key quickly followW&ie most common secondary dominant is for the
relative dominant key #+V, as described in the first example.
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Similarly the F-sharp is flattened, to create dqmtrcadence from the’@hord (f) to the

C major chord (IV), and thus suggesting C majag,rilative subdominant key.

32.. a4 V!arlatl‘.\on 5! | A 34! e o | 35' i | 36.
- S—— il I — =
% . 5: 'S a 53 2 ;‘j: = j
X . B ) H e i .
y A i & e ———
P~ | ! I [ [ P
7 | | 7 -
I Id IVbI v Vv YV I

Ex. 19. The first phrase of variation 5 from thePhaetonchaconne suggests the key of C major. The
chords ld’—Ivb imply the perfect cadence of Vd—Ib in C major.

These transitions to related keys result in harmorstability, to which the dance can
react. Further harmonic instability is created gy E being precededdFgiving a
chromatic descending bass line (#—F—E). These are particularly demonstrated in the

Confirmation, which is described below.

56 Variation 8 \ 58| | 59 | 60
fo T 11 I & # - f—‘ﬁ;—g( ==
'l:ﬂ ——— et iqf) 77 i > i
—— — | i -
o — | | p=
..7 .7 7 k<
I I IVc vii'vb vi IVbIV Va4 V I

Ex. 20. The first phrase of variation 8 from thePhaetonchaconne demonstrating the chromatic
bassline.

In keeping with the divisions indicated in the 3@ of the dance, the music also fits

into the five-part rhetorical structure.

Having established tonality and structure in therilum, the Narration follows with
references to C major and concludes with a henmabers 46—47. This is where the
dance structure starts to interact most markedlly thie music. The musical hemiola is
both preceded and followed by hemiolas in the débaes 42—-43 and 51-52. See Ex. 11
on p. 70).
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Table 7:

Chaconne de Phaeton pour un homme
Music: Jean-Baptiste Lully
Dance: Louis Guillaume Pécour

MUSIC

Bar number 1 9 17 25 33 41 49 57 69
Section Tous |

\ariatior 1 2 3 4 5 6 7 3 9
Phrase aa ac ac ac ac at" at” aa't akt
Phrase leng 4+4 4+4 4+4 4+4 4+4 4+4 4+4 A+4+L 4+4
Key* G (D) (D) (€) (D) G (D) (©) G
DANCE

Bar number 1 9 17 25 34 40 49 59 69
Poetic action Proposition Intrigue

Rhetoric Exordium Narration Confutaion

Perioc 1 2 3 4 5 6 7 8 9
Phrase leng  |[4+4 A+ 4+ A+E 2+4  [4"+5 5"+5 5'+5 5+3
Notation page nc

(no. of bars 1(16) 2 (16) 3 (16) 4 (16) 5 (12)

* Parentheses indicate an implied key change thrtheghse of a secondary dominant chord. "= hemiola




€Tt

MUSIC

Bar number 77 85 93 101 109 117 125 137 145
Section Trio | Tous Il [Trio |l Tous IIl  [Trio I Tous IV

Variatior 1C 11 12 13 14 15 16 17 18
Phrase ak ac aa ac aa" aa aal” ac ak
Phrase lena 4+4 4+4 4+4 4+4 4+4 4+4 4+4+< 4+4 4+4
Key (©) (FeD) |G C G D

DANCE

Bar number 77 85 93 101 109 117 125 137 145
Poetic action Intrigue (cont.) Denouement

Rhetoric Confutation (cont.) |Confirmation Peroration

Perioc 1C 11 12 12 14 15 16 17 18
Phrase leng 2+4+2 4+4 4+4 4+4 4+4 4+4 6+€ 4+4 4+4
Notation page nc

(no. of bars 6 (16) 7 (16) 8 (16) 9 (12) 10 (16)




Variation 6 4 Dance hemlllola T Ep |44 45
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Ex. 21. Variations 6, 7 and the first phrase of 8&6m Phaetonchaconne, illustrating the alternation of
hemiolas between the dance, indicated above the taand the music, indicated below the staff.

The Confutation continues with another hemiolaglist—55), which is again echoed by
the dance (bars 59-60). Here Pécour offsets thearefpur- and eight-bar phrases of the
music with five-bar dance phrases. Variations & a@nd 10 feature running quaver
patterns in either the bass or the melody lines.firkt climax of the dance occurs in the

fast running quaver pattern of variation 10.

Next there follow three alternating periodsTofo andTous™ which lead into and
continue through the Confirmation. Here the musiatasts greatly with its opening,
both in harmony, with the strong leaning towardsigor, and in timbre with the
alternatingTousandTrio sections. It is here, after the dance’s first ckirthat the dance
achieves stability through repeated four-bar plwésevariations 12 and 13. The dance’s
second climax occurs in the thifdio, after the music has reached a climax and then
returned to G major. While the turbulence of thestant turning and changes of
directions of the first climax is matched with bugyaver melody runs favouring C

major, this second climax is coupled with contragtinusic. The hopped turns (all anti-
clockwise) and leg gestures conveying confidenakkbaavura are supported quietly,

with the final trio section firmly in G major.

1% Trio=a section for three instrumentalists within thehestraTousor Tutti=the whole ensemble playing.
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Variation 10
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Variation 14
(Musical climax
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C major

Variation 15
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(Dance climax II)
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Ex. 22. Variations 10-15 fromPhaetonchaconne, which contain th&rio and Touspassages of the
music and the climaxes of both the dance and the rsig.

The Peroration starts with variation 16 of threerfbar phrases. This variation contains
the only true modulation, which is to D major, astlrns to G major for the third phrase.
Pécour, maintaining an interaction with the musstalcture, adds contrast by coupling
the three four-bar musical phrases with two sixdsnce phrases firmly punctuated by

steps into fifth position. The dance and music nadgalmost) together with a hemiola
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in the music to heighten the musical cadence andyfire-establish the G major
tonality !’

Dance phrase |

Musical phrasd - \
Variation 16 (Peroration)
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Ex. 23. Variation 16 fromPhaetonChaconne. The different phrases of the dance andusic are
indicated, and the modulation to D major shown.

Having resolved the tension in and between musicdamce in this variation, the two
following variations of the Peroration bring a gieand harmonious finish to the dance

and music.

Variation form demonstrates a progression by meadgvelopment of the material,
whereas rondo form is constantly referring backstanain theme. The variations are
rooted in a foundation of bass and harmony, whildwa travel far from the music’s
point of origin while still maintaining its idenyit unlike the rondo which is always
returning home. | would argue that, while both refiokrm and the free forms used in the
later eighteenth century still express a range @fas and temperaments, it is variation
form that most strongly suggests a journey or gregjon, as demonstrated here, and
therefore why the chaconne has most strongly besoceated with variation form

throughout its history and remains so today.

" The anacrusis typical of chaconne music, in ceht@the chaconne dance’s propensity to starhen t
first beat of the bar, and dance all counts offitel bar as in bar 136, is yet another examplimtefrplay

that | only briefly touch on. Furthermore, whilesttifference between Baroque chaconne music haring
anacrusis and Baroque passacaille music startingeostrong beat of the bar is a well-establisiaed, this
distinction becomes more apparent when considéh@glance also. The overlapping phrases of dartte an
music in the chaconne (when they are of equal l§rgimpared with the more equally matching phrates
the passacaille makes these different aspect® divitn dance/music types considerably more pronalince
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| prepared this dance to perform at a Baroque D#viaekshop held at Stanford
University in 2001. Although | performed it sevetiahes afterwards, now, having
analysed the music and dance relationship, | ameawfavarious nuances in the interplay
that | missed when | treated it only as a memogizarercise. Wendy Hilton, the director
of the workshop, asked if | could perform the dawihout thinking about the steps. |
understood in part what she was asking, but am enge aware of her meaning now.
Instead of thinking of it as a marathon of (seeryihgndless steps, one should present
the steps within a context, more as a soliloquys tfeflecting the dance’s rhetorical

structure.

Chacone of Amadis perform’d by Mr Dupré

The chaconne in Lully’s operamadisis a grand finale of magnificent proportions.sit i
based on a medieval tdféin which the knight Amadis, having proven his tféiiness to
Oriane, is permitted to pass through the “I'arc ldgaux amants” (arch of loyal lovers)
and in so doing sets free a host of heroes andngsrérom an enchantment that could be
lifted only by the most faithful of lovers.

The instrumental chacorfiids a celebration of joy by these heroes and hespiAmadis
having just passed through the arch. The musiceseigo a grand chorus of heroes and
heroines, in the same style as the chaconne. @tbeps and soloists continue to sing the
chaconne, including Amadis and Oriane’s confidarltsrestan and Corisande, who
pledge their love for each other despite being gméad from passing through the afth.
The grand chorus is repeated and then there tsianr® the instrumental chaconne,

finishing with the grand chorus once again.

'8 This was a change from the previous opera subjetish were based on mythology. The subject of
Amadiswas apparently Louis XIV’'s choice (Rosow, 1992103.).

9 Rosow, Lois. “Amadis [Amadis de Gaule (‘Amadis@éul’)].” New Grove Dictionary of Opera.
London: Macmillan, 1992. 1: 103-104.

% The “instrumental chaconne” would have accompattieddancing. | have avoided referring to it as the
“danced chaconne”, however, both to avoid confusiben referring to L’Abbé’s dance notation which is
only to the middle/C minor section, and also toidwamy implication that the sung chaconne did nmot o
could not include dancing.

%L This chorus and following solos and duets from moware referred to as the “sung chaconne”. The
“entire chaconne” refers to both the instrumental sung chaconnes.
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ARC
DES LOYAUX AMANTS.

lIl. 25. Engraving from the score, “Acte cinquiéme; Amadis depicting the arch of loyal lovers.

The reference to “Les Héros et Héroines” impliéarge group danc?.lt is also
possible, however, that segments of the instrurhehteconne were danced by smaller
groups, couples or solo dancers, in a similar matmthe sung chaconne of solos and
various groupings. It is equally possible thatdaecing continued during the sung

chaconne, although in a less energetic or promimamner.

The entire chaconne’s suggestion of a journey, vparallels the events depicted in this
opera, is well utilized here. While the chaconrfeeats the journey-like aspect of the
entire plot, it also touches on the adventuresachéhero and heroine that resulted in
becoming enchanted. It also projects forward, Withtwo couples—Amadis and Oriane,
and Florestan and Corisande—pledging themselvesd@nother. The range of moods
and emotions of all these characters is captureg] BRowing their immediate plight and

predicting or suggesting a bright future for thdim a

The entire chaconne is in variation form, consgstih 35 variations for the instrumental
chaconne and 26 variations for sung chaconne. forpethe chaconne as instructed—
repeating the instrumental chaconne, both precadddollowed by thé&rand Choeur

brings the total number of variations to be perfednto 102. With all of these repeats,

2 The subtitle for the chaconne is “Les Héros etdifés témoignent leur joie par des danses mélées de
chants” (The heroes and heroines testify to tlogingith dances mixed with songs).
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this chaconne would last about twenty mindtesnd is a fine example of the majestic

spectacle that the dance and music of the chaqmoneled.

The instrumental chaconne is in the key of C majtin a middle section in C minor. The

following sung chaconne similarly has a C majottiseacand a C minor section.

All variations consist of two four-bar phrases, epicfor three that consist of three four-
bar phrases (variations 9, 19 and 40), and twatraris that consist of two eight-bar

phrases (variations 33 and 47).

Although the dance notation analysed previousbniy for a portion of this chaconne
music, the following analysis demonstrates a miisitacture with passages of harmonic
stability and instability, to which a dance struetgould respond. Having outlined the
entire chaconne’s structure, | will focus on thenor instrumental chaconne section

and how L’Abbé engaged with this structure.
Variations generally consist of bass lines in adeding or ascending pattern. The
harmonic progressions are typical of the chacouasiag variations of I—\—vi—V, as

illustrated below?*

For the major section, descending:

Variation 1
.U'|.J\2'p—3' 14

0

Cé) |: N | l i'ic F
PP R EPEE PN A
)3 t

I Vb vi Ivb V' [ i

Ex. 24. Variation 1 from Amadischaconne. The typical chaconne chord progressios indicated.

3 This estimate is based on recordings of the ingntal chaconne. These recordings, however, are too
fast for me to dance L’Abbé’s notated dance tontligor section. To slow down the minor section would
also mean some slowing down of the other sectimiagjng this estimate quite conservative. N.B.
Although these recordings are too fast (for mejance L'Abbé’s notation, that does not mean they ar
being played too fast for a chaconne.

24 Keyboard reductions prepared from thmadisscore, ed. Henry Pruniéres, abbaconne from Amadis
full score, ed. Mario Bolognani.
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Ascending:
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Ex. 25. Variation 5 from Amadischaconne illustrating the ascending bass line arttie corresponding
chord progression.

Key changes to G major (the relative dominant) emdajor (the relative subdominant)
can be implied in these descending and ascendogggssions, with a Perfect cadence
(V-I) in the new key before returning to C major foe final cadence (most often

between the final chord of the phrase (V) and its¢ €¢hord of the following phrase (1):

Descending, suggesting G major:

Variation 2

8 | g9j J. -I;NOI:[ J.lﬂzl @ i
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Ex. 26. Variation 2 from Amadischaconne. The secondary dominant that suggests G joais
outlined with the square bracket.

Descending suggesting F major:

Variation 4
23 [Trio] . 24 25 26 27
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F major

Ex. 27. Variation 4 from Amadischaconne, with F major implied.
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Ascending suggesting F major:
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F major C major

Ex. 28. The third phrase of variation 8 fromAmadischaconne. The brief modulation to F major is
shown.

Only variation 7 remains in the modulated key (Gar)dor the entire eight bars.

Variation 7
485 [Tutti] 49 50 51 52 53 54 55
o — N
e e e i i
e e
7 — P 7 7
I Vb Vil [il viib, v v Ib i viib FA ’
G major C major

Ex. 29. Variation 7 from Amadischaconne, indicating the modulation to G major.

Interestingly, the final chord progression of thetiumental chaconne implies both F and
G major, but neither resolves (the B in the basaitened to lead to F major but is
immediately followed by anRo lead to G major, which is followed with a C 1oigj
chord).

Equally the minor section has similar chord progi@ss over descending and ascending

bass:

Descending:

Variatig%n 12
o I N |
-

_ J ). ‘b# 95 | J 96'
Sl i SR ‘
e _l#itiel] Jd B

I Vb vb VI WbV i

Ex. 30. Variation 12 from Amadischaconne—the second variation of the minor sectio he
characteristic descending chaconne bass line is st
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Variation 11
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Ex. 31. Variation 11 from Amadischaconne—the first variation from the minor sectim. An
adaptation of the characteristic bass line is used.

Variation 13

Ex. 32. Variation 13 from Amadischaconne—the third variation of the minor section Another
adaptation creating a chromatic descending bass kn

Ascending:
Variation 17
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Ex. 33. Variation 17 from Amadischaconne—the seventh variation of the minor sectio This
variation uses an ascending bass line, similar taviation 5 in Ex 20.

In the minor section Lully uses the raised sixtd aaventh notes of the ascending
melodic minor to create harmonic colour rather throdulations. His most transitional
passages are the first and second trio passages) mticate the beginning and ending
of the dance’s Confutation. In the fifBtio Lully uses a descending sequence of
suggesting perfect cadences (V-I) and the setand descending sequence of

suggested plagal cadences (IVEIYhis secondrio accompanies the dance’s climax.

%5 The harmonic progressions of each phrase in Hatiese variations are adapted so the three repeats
the sequence are sometimes only implied ratherphb#iect or plagal cadences in the truest sense.
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Table 8: Chacone of Amadis
Music: Jean-Baptiste Lully
Dance: Anthony L’Abb

MUSIC

Bar number* 1 (85) 9 (93) 17(101) | 25@109) | 33(117) | 41(125) | 49(133) | 57 (141) | 65(149) 77 (161) | 85(169)
Section Tutti | Trio | Tutti n Trio 1l Tutti Trio 11l Tutti Iv
Variation* 111 2(12) 3(13) 4 (14) 5(15) 6 (16) 7(17) 8 (18) 9(19) 10(20) 1121
Phrases aa aa aa aa' aa' ab aa' aa' aa'b ab ab
Phrase length 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4 4+4+4 4+4 4+4
Key" ¢ — | C — | C

DANCE

Bar number* 1 10 19 28 41 49 57 65 77 85
Poetic action Proposition Intrigue Denouement
Rhetoric Exordium Narration Confutation Confirmation | Peroration
Period 1 2 3 4 5 6 7 8 9 10
Phrase length 4+5 5+4 5+4 4+5+4 4+4 4+4 4+4 4+4+4 4+4 5+3
Notation page 1 (16 bars) 2 (11 bars) 3 (13 bars) 4(8 5 (12 bars) 6 (12 bars) | 7 (9 bars) | 8 (11 bar}
no. (no. of bars) bars)

* Bar and variation numbers are for L’Abbé’s damcgation. Bar and variation numbers for the ergfraconne are shown in parentheses.
" While the key remains primarily in C minor trandipassages in the first and second trio sectioosras indicated with ——
* A bar line is missing from the dance notation, giyonly 10 bars, which is an error.




It is interesting that the turbulent jumping anthing of the dance’s climax should be
accompanied by quiet music, just as for the seclamde climax irChaconne de

Phaeton pour un nommelere, however, while dynamically the music andagaare
opposed, they are unified harmonically, both benggt distant from their original
source. In the dance’s Confirmation that follovigyt switch roles, the dance becoming
more reflective and the music returningratti. They still remain unified harmonically,
however, as the music returns to C minor and tineelaeflects this balance in the use of

step symmetry.

Having performed this dance | find this passagesatgchallenge. Being used to the
modern convention of matching the dance climax dynally, to execute these steps
strongly with quiet yet otherwise supportive musiquires a courage and independence
with which | am unfamiliar. This passage for meHiights the complex and
sophisticated interrelationship between dance amsiawof the Baroque period, and the

equality of status of the two art forms.

The Grotesque dances

Lambranzi
Little is known of Lambranzi and the origins of fwerk, other than what he himself says

in his foreword:

| can assure the reader that | have myself perfdiimese dances in the most
distinguished theatres of Germany, Italy and Fraand that nearly all are my
own composition§®

Lambranzi claims to have written most of the tuagsd in the illustrations. The music
for these dances is mostly titled by the charactenmes, although a few are identified
by dance-type. Harlequin’s tune is label@dicona(sic). Other dance types that are

named are dourefor Scaramouche, Rigaudonfor Harlequin to play tricks on a blind

man, and &8olongnes4sic) for the doctor.

%6 Lambranzi, GregoridNew and curious school of theatrical dancifiganslated by Derra de Moroda,
edited with preface by Cyril W. Beaumont. Minedigw York: Dover Publications, 2002. 16.
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31. Harlequin and his wife step forward as showsvabNow he runs round her with his usual
movements and then she round him. Afterwards Haitegoes to the extreme back of the stage
and the woman to the extreme front, where she dazlome facing the audience with her back to
the man. Then Harlequin beckons to the woman iagiifiating they should go off, but she turns
round and shows that she has no intention of deingarlequin runs towards his wife and she to
where he formerly stood. Afterwards Harlequin danal®ne as she did, and now she beckons to
him in the same manner. Finally they approach edtoér, hold each other’s left hand, draw their
swords or bats, strike each other on the shoulu#eait.

lll. 26. Plate 31 from Part | of New and Curious School of Theatrical Dancingvith Derra de
Moroda’s translation, showing Harlequin dancing theChiconawith his wife.

Lambranzi’sChiconadoes not fit readily with the musical definitiohachaconne. It is
not in variation form, instead consisting of thpreases of different lengths (thirteen, six,

and nine bars respectively), each of which is reggkdt is in triple time, but it does not
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start with a two-beat anacrusis, it does not feathe characteristic chaconne rhyftim

and only the third phrase uses the typical chacehoned progression.

While it is not a chaconne by a strict definitiardanor does it demonstrate great mastery
in composition, we must not dismiss it too quickiyhas the same structure as the music
to A Chacone by Mr Isaa@nd similarities with Lully’SChaconne des scaramouches,
trivelins et arlequinswhich was used for three of the four Harlequiaadnnes. Lully’s
chaconne, while harmonically and rhythmically fifithe chaconne definition, also takes
liberties by not starting with an anacrusis, h&sua-section structure of differing bar
lengths (ten, twelve, thirteen and eight bars) @mtludes with a repeat of the second

section.

Lambranzi’'s and Lully’s chaconnes are both in &ipine and in the key of G major with
a transition to D major (in the middle phrase fantbranzi and the third phrase for

Lully). The most striking similarity is in the twmelodic motifs of Lambranzi’s third

phrase, which is similar to Lully’s second phrase.

Ex. 34.Chiconaby Lambranzi. Note the similarity of the beginningof the C section with bars 12-14
of Lully's Chaconne des scaramouches, trivelins et arlequins

This similarity of melodic motif could either hateen common in the earliest of Spanish
chaconaswhich did not transfer into the court chaconnevieas preserved in the
commedia dell'art&eompanies; or it may have been that Lully’s turasadopted and
adapted by travelling musicians and players, aisdgthow Lambranzi knew it some 45

years after it had been composed.

" Thatisld « .
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Ex. 35.Chaconne des scaramouches, trivelins et arlequiysLully. The similarity of the B section—
particularly bars 12—-14 (and it's repeat, bars 45—4) with the motive in the last line of Lambranzi's
Chicona

Chaconne des scaramouches, trivelins et arlequins
Like the one in Camprals’Europe galantethe chaconne in Lully’Ballet des Nations
appears in the Italian entrée. The scene opensawitbman singing of her virtue being

overcome by passion.

Ahi! Che resiste puoco Ah! What heart of ice

Cor di gelo a stral di fuoco! Can resist such #dydurning flames
Ma si caro €'l mio tormento, Ah, how sweet are ghesments,
Dolce € si la piaga mia, Sweetly do they plague me

Ch'’il penare €’l mio contento, So that sufferingkas.me content.
E’l sanarmi e tirannia. ‘Twould be tyranny to cune!

Ahi! che piu giova e piace, Ah, how much better taads

Quanto amor & piu vivace! When one’s heart is aliith lovef®

The Scaramouches, Trivelins and Arlequins enterdamte their chaconne. A man then

joins the woman and they sing a duet, in the sif/ke chaconne, with the chorus:

%8 Lully, Jean-BaptisteLe bourgeois gentilhomme: LWV.4%nducted by Gustave Leonhardt. Freiburg:
Deutsche Harmonia Mundi, 1988. Text and translaftiom accompanying booklet, 52—-53.
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Su cantiamo, So let us sing out loud,

Su godiamo Let us take pleasure in life,
Ne’ bei di gioventu; In the fine days of our youth:
Perduto be non si racquista pill. What once isdastnever be regained!

While this chaconne demonstrates Lully using vamatorm (albeit very loosely), which
he would develop further in his operas, the test aéflects the carefree spirit of the
chaconain Spain. Presumably this is in keeping with teeagiation wittcommedia

dell'arte and the version of the chaconne that they brotmRtance.

The two extant notations discussed in chapter tfmamelyChaconne D’arlequin de
Monsieur dela MontagnandEntrée d’arlequin are solos, so it is unlikely that they
would have been used in thallet de couthat concludeke bourgeois gentilhomme
Nevertheless, to see these two notations intertyomas-matching a clearly defined
five-part structure in the musgtowith a four-part dance structure and then bewéft a
section spare is intriguing. The spectacle of Hprie paying so little attention to the
craft of relating the dance to the music stresygedetiault the significance of that

relationship in the noble style of dance.

A further act of ironic anti-genius on Harlequipart is the use of hemiolas to create
rhythmic tension and interest. These two dance oaitipns stretch the usual two-bar
cross-rhythm to a four-count rhythm repeated thirees over four bars, and even in one
dance a seven-count rhythm repeated twice ovebfive. Both dances use this pattern
for the climax, and inevitably create an impresgibbeing out of time with the music.
Again, Harlequin illustrates the importance of tigrand maintaining a harmony
between music and dance during the Baroque peyicggéming to either ignore or be

ignorant of such fundamental principles.

The Music and Dance Recombined

Many authors have described either the music odémee aspects of the chaconne but
little comment has been made about how the twtparts interrelate, as the preceding

analyses demonstrate.

29 Four sections and a repeat of the second section.
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The Ballroom Chaconnes
Of the three extant noble dance notations expréssiyie ballroom there is much that
could be said, but the aspect relevant to thisgheshat these three chaconnes are

defined more by character than by structure.

Only one is in variation forni° yet all three exemplify the chaconne’s charadtey are

moderate in tempo, in triple time, and with an eags on the second beat of the bar—

both in the music, with the chaconne rhytu, J ) | and in the dance. All three of
these dances are of English origin. Further rebeaiculd be required to determine
whether this emphasis on character rather thantsteiwas a ballroom and/or an
English trait**

These three chaconnes—two by Isaac and one by EAk#dye all dedicated to female
royalty of England, which is in keeping with thenda type’s royal associations in
France. While not as difficult or virtuosic as theatrical chaconnes, these three
ballroom dances still require a reasonable lev@roficiency from the performer. Issac’s
female soldChacone—more virtuosic than the other two dances for gotsy-
demonstrates the skill required of the dancer pess the dance’s phrasing and
structure, independently and in relation to (anelneas a consequence of) the music and
musical structure. It is essentially the dancer watids the interest to the many potentially

monotonous repeats of the five simple four- antiteligr musical phrases.

The Noble Theatrical Chaconnes

Turning now to the theatrical chaconnes in the @shyle, which provided the high point
to many French Baroque operas, these could beumndaimm for a director of modern
productions. How could a single dance and chorustaia the audience’s interest for
twenty minutes or more? The answer the directdtsseein the complexity of the dance,
or at least the spectacle in which dance play®miment role. While expectations of

today’s audience have changed considerably frosetiob the seventeenth and

%0 ’Abbé’s Princess Ann’s Chaconenusic by John Ernest Galliard, has five variation

%1 More than the three mentioned examples would bessary to be conclusive. As these are the only
chaconne ballroom dance notations, further exanvptedd need to be “music-only” chaconnes written
expressly for the ballroom, which would not strongtlate to the relationship of dance and musid, an
therefore not considered relevant to this studyave observed, however, that Purcell’s chaconnlighw
were clearly structured in variation form—>both itheatrical and chamber music context—would suggest
that this is more likely to be a ballroom charastér than an English one, if indeed it is either.
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eighteenth centuries, along with the whole theaktexperience, the extant dance

notations can solve the mystery.

The audience’s interest is maintained not onlyughoan equal emphasis on the visual
and the aural aspects, but particularly by ensuhiagthe visual and aural aspects are in
harmony. The dance and musical structures generadlgrafted to fit together so that the
audience’s interest is sustained. That these Bardguces have been created with such
attention to the detail of the music yet reflectmnghetorical structure of their own,
demonstrates the interrelationship of dance andonaunsa large scale. One presumes this
is how these chaconnes sustained the interesie anid of a five-hour-long opera, of an

educated audience aware of the structures and stons involved?

It is interesting to note that both the dances éydar and L’Abbé climax to the quiet
musical trio section. For the music to provide gpfe the dance to make its point
demonstrates independence and respect betweemdtzats, so that the two structures

remain complementary, neither being relegated taedliary role®

Within these structures further examples of completary and contrasting periods and
phrases are to be found. The irregular phrasdseaiances of Isaac, Pécour and L’Abbé
fall against the regular eight-bar structure ofringsic, creating an extra dimension of
interest, thus increasing the complexity of thedmbnne package”. The musicians should
not feel restricted by the music’s regular eight{blarasing, because the accompanying

dance’s counter-phrasing provides added intéfest.

Within the corresponding phrase structures, furthterest can be found in the interplay
between music and dance rhythms; for example th@aallhemiolas might be
anticipated, echoed, matched, or even counteragtéice dance. Pécour places hemiolas
in the dance, not simultaneously with those inrthisic but either just before or just after

them.

%2 This development of music and dance togethertagpens to a certain extent in the ballroom dances,
although this is less obvious, given that the thraéoom chaconnes are coupled with another dance.
1t could equally be said that one’s expectatianafonusical climax to be loud and using all forces
available is another example of having lost thelstibs and variety that Baroque music offers us.

% One should bear in mind that the predominancefofia and eight-bar phrase structure that we are s
familiar with today was not so strongly the caséhie Baroque period.
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Responding to the hemiola is not specific to tleathical dances. Isaac in his ballroom
Chaconeon one occasion responds to one hemiola pastombé—the disruption in the
musical meter paired with a disruption in the flofathe dance. And at other times he has
the dance continue a strong triple-time rhythmhasmusic quickens to the duple-time
feel of the hemiola. Feuillet, on the other handtehes the hemiola in the music with
one in the dance. Such devices demonstrate thedlatiionship of dance and music at

the bar level; that is, on a small scale.

The Grotesque Theatrical Chaconnes

The grotesque dances for Harlequin are equallyastiag in the way they interact with
the music in a similar way to both the noble dan&&#l more intriguing are the points
where they intentionally do not interact, at leastin an expected way, which tells of the
importance of this interaction in the noble-styéades, as outlined in the discussion of
these dances in the previous chapter. A convehtgrto be very securely established

and valued before it can be effectively parodieguposely subverted.

Like the noble dance, Harlequin’s also providesnteurhythms and hemiolas to the
music, but taking it to such an extreme that insgée is out of time with the music.
How Harlequin constructs his dances fits within thetorical formula, but his example
acts as a warning to those who do not pay attettidime musical structure. For
Harlequin is left finishing the dance with musicsjmare, to which he either makes a
seemingly impromptu exit or hops around waitingtfee music to finish, only to be

caught unawares when it dos.

Clearly to appreciate at all either the skill og tomedy of his performance requires an
audience that is highly literate in the conventiand boundaries of both the dance and
the musical forms—more so perhaps than is neededjty their noble counterparts. So
the ways in which Harlequin debases the form aimit s the noble dance paradoxically
sheds light for us on the sophisticated way thdendance and its music were

understood.

% As there are notations for the express purposeanéating a dance, that is a descriptive recad (a
opposed to the transcriptive recording of an exispierformance), it is more conclusive that Harlequ
intended not to match the music. If we were rel@nvideo recording or someone’s verbal description
(transcriptive recording), it would not be clearatirer this “mistake” was intentional or unintentn
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Chapter 5

Chaconnes in the Twentieth Century

The danced chaconnes of the early eighteenth-geptaminently represent the
significant relationship of dance and music, asaestrated in chapters three and four.
This illustrates my statement from the opening ¢hiaphat dance music and dance are
integrally related, and that both, therefore, stidnd examined equally if the full

character of either is to be understood.

Fewer and fewer chaconnes were composed from 1M8AA00, and by the twentieth
century the musical chaconne’s obvious associatithdance had been lost, as indeed
was the case with all Baroque dance-types. Thiptehavill examine:
» the general absence of a close relationship betwersic and dance in Baroque
musical performances today
» the advantages of an analytical approach to ome’s a
» chaconnes since 1800; considering music performaracice and the spirit of
the dance, with a case study
» the advantages of an emotional approach to onge’s ar
» atwentieth-century work that combines the appreadi emotion and analytical
thought.

Making a “Song and Dance” of the Chaconne—Baroque Msic
Performance Practice

The present revival in “authentic” musical performoa has brought with it a resurgence
of interest in Baroque music generally. Many growpsldwide specialize in the playing
of Barogue music on period instruments, with sciplstudy of the research into

appropriate performance techniques.
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One group that has received considerable acclairagsArts Florissants, founded by
William Christie, and based in France at the Tleéd& Caen. They have performed and
recorded much French Baroque music, including séaéithe theatrical works of
Rameau, such dss Boréadegeleased on DVD with an accompanying “making-of”

documentaryThe Triumph of Lové

In this documentary Christie states that he wouddgy to work with and play for a
modern productioA.The stage director fares BoréadesRobert Carson, says that you
can recreate everything historically except thdenmk. One might infer from these
comments that both Christie and Carson believ&rntare important for the art to be alive
and speak to their current audience than to berhdstly faithful while leaving the

audience cold.

This placing of the audience first, however, seeorgrary to Christie’s general approach
to musical performance. Les Arts Florissants ple&ong emphasis on the reproduction
of an authentic sound, on authentic instrument authentic instrumental and singing
techniques, and seemingly give little consideratakeeping the work accessible to a
modern audience. The audience is instead educatggpteciate this “new”

interpretation, which is evidenced by Les Florigsasubsequent international acclaim.

One might expect that this practice of seekingentibity and yet maintaining vitality
would be desirable in other artistic areas, buegaly it remains only an aural
consideration, while the visual element is lefirehy to the director’s imagination with

no regard for authenticity expectéd.

! Les BoréadesBy Jean-Philippe Rameau. Dir. Robert Carsen. Ghdouard Lock. Cond. William
Christie. Opus Arte OA 0899 D, 2004.

Z Christie says, “I personally am more at home witmeone like [stage director] Robert Carson tham |
with someone who might be traditionally... with wigsd eighteenth-century costumes and what have
you.” (The Triumph of LoveDir. Reiner E. Moritz. DVD, Opus Arte, 2003. 12)

% For these modernized stage productions the musigavalent would be to play on synthesizers, aitd w
amplified instruments and voices. This would nogbeoption for groups focussing on authentic
performance practices, and possibly not desirailéhe modern audience either, who generally haem b
educated in what is appropriate for musical perforae. This is in contrast to their theatrical exptons.
This educating of the audience could, in fact, fgei@d as a type of recreating an historical augienc

* Christie expresses his preference for a moderdugtion, yet in the 1980s he collaborated on otipera
productions in France with dances composed in tv@de style by Francine Lancelot. Some of these
performances were mounted in both Paris and BoklSA, where reviews spoke highly of them. One
cannot be sure whether it is because of these ptiods or in spite of them that Christie in the @99
expresses his preference for modern productions.SDoh production was LullyAtys performed by the
Paris Opera at the Salle Favart in 1987, and redestthe Brooklyn Academy of Music in 1989. Ex¢srp
of this production, mostly dances, can currentlyigeved on YouTube. See bibliogrphay for details.
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In Les Boréadeschoreographer Edouard Lock pairs the intricatedetailed French
Baroque music with his typically busy and frenetioreographic style. While the music
and choreography may seem similar on first viewthg,busyness seen in the dance and
heard in the music have been arrived at by quiferdint paths: the music has a solid
foundation which is enhanced through ornamentatimmgance, on the other hand,
consists of fundamental movements executed atyarapid pace. The result is that the
frenetic dance movements appear as further ornati@mto the music, which thereby

makes the music-and-dance structure top heavy.

Being asked to watch with a modern eye and listié an historical ear in recent
productions of Baroque opera incorporating modeimce (such alses Boréadescan be
quite jarring, due to the lack of harmony betwden\isual and the aural components.
Other recordings of modern Baroque opera produstadso demonstrate this
simultaneous yet independent presentation of dandemusic with little inter-
relationship between the two artBirector David Pountney’s production Bhe Fairy
Queefi features dance prominently, but with little attentpaid to the music other than
general mood. The chaconne in Jurgen Flimiirsg Arthur’ involves the entire cast in
triple-time dance-movements, but with little dey®iwent of the dance to match the
music. The chaconne in Laurent Pellpitéé contains a more structured approach,
with consideration of the music but not to the akieis considered in the dances
analysed in chapter three. Balanchine’s b&leaconné originally choreographed for a
production ofOrphée et Euridicesimilarly pays attention to the music, and yé&eling
of two arts presented concurrently predominatekerahan the strong interplay present

in Barogue dance.

® This is a trend reflected in many, although nbtrabdern dance choreographies, and not peculiar to
Baroque opera productions. There are, howeverr otfentieth-century choreographers, such as Doris
Humphrey, José Limén, Mark Morris, and Douglas Wtjgvho have created dances to Baroque music,
reflecting and responding harmoniously to the $tmecand character of the music with their
choreographies.

® The Fairy QueenBy Henry Purcell. Dir. David Pountney. Cond. Nités Kok. DVD. Image
Entertainment, 2000.

" King Arthur. By Henry Purcell. Dir. Jurgen Flimm. Cond. NiketaHarnoncourt. Salzburger Festspiele,
2004. DVD. EuroArts, 2005.

8 Platée By Jean-Philippe Rameau. Dir. Laurent Pelly. Cavidrc Minkowski. Chor. Laura Scozzi. DVD.
TDK, 2003. The chaconne is also available onlin&p8l 2008.
<http://www.youtube.com/watch?v=pSRU_aGLTnQ

° Choreography by Balanchin€hor. George Balanchine. Dir. Merrill Brockwaynie Ardolino. Dance

in America. Thirteen/WNET, 1978-1979. DVD. Nonesu204.
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An audience educated towards a more authentic sshmad now be educated with a
more authentic spectacle as well. A performancngfart, music, dance or drama—>be it
modern, eighteenth century, or medieval—depends®performers and production to
give the art life, vitality and meaning for the &mnte. Age alone does not render art
meaningless or irrelevant to a modern audiendedlél there would be no demand for
the plays of Shakespeare, or the music of Handelazart. Equally, dances—be they
modern, ballet, or Baroque—need not be apprec@tédfor their historical interest, but
can speak as relevantly to a modern audience pslitievhen the dance compositions

were premiered.

The “Two Solitudes” Situation

This asymmetry between attention to the music hadlance in contemporary Baroque
performance echoes the general regard for the ohacsince the 1800s. Alexander
Silbiger says that the resurgence of chaconnepasghcaglias in the nineteenth and
twentieth centuries amongst composers was largélyeinced by the growing interest in
the works of the German musical masters, Bach arttlél in particular, who in turn
were influenced by Buxtehude and Pachelbel. Rdktzar using the French and Italian
harmonic structure, Buxtehude and Pachelbel crebdown bass, which featured as

an ostinato, and added dense contrapuntal pasfages.

Interest in the chaconne in the nineteenth cemay mostly among German composers
or composers based in Germany, and their intemgbti chaconne came mostly from
studying Bach or Handel. Brahms, Mendelssohn-Bédth&chumann, and Busoni (born
in Italy but active chiefly in Austria and Germaral) made arrangements of Bach’s
chaconne for solo violin. Liszt arranged the samdleaand chaconne froAimira by
Handel. Possibly the most significant chaconneetavhitten in the nineteenth century
was the final movement of Brahms’ fourth symphdhwhich confirmed the trend for

the chaconne to exist in the purely musical formadtld have in the twentieth centufy.

As the chaconne changed from a work of equal inapae in dance and music to a

purely musical form, so a similar shift occurred tioe performing artist. The expectation

0 Silbiger, 2001. 5: 414.

™ This movement is not identified as a chaconnéénscore and could equally be regarded as a
passacaglia. It is described as a chaconne, howsv€rantrell (1971).

2 Choreographed by Leonide Massine as the symplatiiet Choreartium(1933).
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of the Baroque artist was that he or she wouldduakyy learned in both music and
dance, as shown in chapter two, through Lully, Béamp and others. On the contrary,
today’s professional artist is encouraged if nguieed to specialize in one or the other,
resulting in a lack of common ground between the &ans. With these two solitudes,
artists consequently lack understanding of eacértlart. This is evident in the opera
productions mentioned earlier in this chapter,rodpction values as well as
practitioners’ regard for their own art’s histoBjfferent “languages” for expression in
and discussion of these two arts have arisen,&intbrce their separation. While there
remain common factors between the languages, ceaen between dancer and

musician has become stilted.

For the modern performer, this distinction betwdentwo arts starts at the inception,
because of the way each discipline is taught. Danlzegely taught in an oral tradition.
From the first class the teacher instructs theesitedin steps and demonstrates them, and
this method continues through to the professiamadl| with the choreographer or
répétiteurshowing, explaining and describing to the danearh of their parts. The
choreography has to be memorized for performanca, mofessional dancer’s ability in
this sphere is extraordinary. Not only does thetfole professional dancer have to
remember the different ballets/dances of the coryipaeason or repertoire, but often
also different roles in each work. Other thanrggétiteuror choreologistfew dancers,
teachers or members of the production team leareait any form of dance notation.

Furthermore, there is rarely any expectation they should do so.

Conversely, music today is taught primarily witmare theoretical approach. For many
music students, reading and writing music notasaaught simultaneously with the
practical technique of playing their instrumehtsitting a music theory exam is a
compulsory requirement for sitting more advanceatiical music exams. As a result,
excepting soloists and a few professional chamimrgg, most musicians perform with

their music in front of thert

3 The Suzuki method, of learning music by memory i®table exception, and one often criticized by
conventional schools of teaching for this very oras

4 Opera singers, and singers in staged performayeerally, are another exception. This places them
more on a par with dancers and actors than theimsitalist in this respect. Singing, in fact, fien
taught with less emphasis on theory than is thehieg of musical instruments. This is why “musigan
(i.e. musical instrument players) sometimes regarders, like dancers, as less musically skilled.
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Having a standardized notation system for mus@maaimusicians to take an intellectual
approach to their art by analysis. A musician iseridkely to analyse the music (than a
dancer is the choreography), identifying the mustacture and harmonic and rhythmic
motifs, preparing for the performance in a morehuodical way. This analysis brings
about better understanding of the work, and theeedomore informed and (potentially)
better performance. | would argue it is this irgetbal approach that has also allowed
musical compositions to become such elaborate wairkst that they have been able to

leave their original soul-mates, song and dancbetmme successful stand-alone works.

The development of polyphony in western music oexlisimultaneously with the
establishment of a musical notation. It is harbecsure that one was the result of the
other, and it is only speculation that a notatigstesm allowed composers such as Bach to
develop this polyphonic texture further in writihggues; nevertheless, composers since
have certainly been able to study Bach’s mbsicauset was notated. They can
consequently build on the forms and techniqueshbadstablished. Hence we have the
virtuoso piano transcriptions of Liszt and Busarviiich include chaconnes and other

dances, to be played as musical concert items wutitti@ncing.

As a musician | value access to a musical scorkeéoning, preparation and
performance. As a dancer | find a dance score Boualliable; but to use it in a similar
way as | would a musical score poses several cigdiethe musician is spared. In
preparation for a performance, committing a danaaémory is the dancer’s first task.
Once the steps are committed to memory other faetssential to performance, such as

applying a learned technique, expression and pliofeccan then be addressed.

Another challenge to the dancer is the level ofipiency required to read a dance score.
This is generally far greater than that requiradtie singer or orchestral instrumentalist
to read a musical score. To read the notated maveim&ructions for just one person’s
limbs is potentially the equivalent of reading féines of musical notation
simultaneously (not to mention movements for thedhéorso, shoulders and hips). The
variety of movement available to the human body esake complexity of a movement-

notation score for the dancer comparable to a ckamloisic score for the musician. To

15 1f working from a score, the dancer is restridredrm and head movements by holding and readimg th
score. Similarly if dancers could free up their &by using a “music stand” this would then restheir
movement around the space. To have a score atfbilmodnsultation and revision is useful (for thevfe
dancers who can read a notation and have the déregwish to perform notated) but as soon as the
dancer is no longer dependent on the notationried (work” in preparation for the performance cagib.
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simultaneously read all the lines of such a contposusical score, and with
competencé® is a skill that is required of few musicians ottiean composers and

conductors’

Analysis of the work being performed brings abagtager understanding of that work,
and consequently a sense of ownership when perigriniSuch analysis is greatly
assisted by a graphic representation of the waidh) s notation, although this is not
essential. Dancers who persist in learning to reddtion will discover this benefit. This

analysis, however, is only one half of the preparafor performance.

“Music-Only” Chaconnes of the Twentieth Century

Silbiger, after discussing the German chaconne styles on to say, “The busy passage-
work and contrapuntal density largely obliterateg dance feeling (except, some might
hold, on a cosmic plane), and links with the geresaconne and passacaglia] origins
became increasingly tenuouS.I agree with Silbiger that any dance feeling irmtieth-
century chaconnes would rarely be there simply sz af the chaconne’s former
associations with dance; and | agree that thes@asitions of the last century would
even less likely be specifically intended for dawgcil would be very hesitant to say,
however, that the dance feel has been “obliteraded’is no longer present in these

modern-day, music-only chaconnes.

Bearing in mind that the chaconne evolved from @egsoots to the form it took in the
French court, it stands to reason that the dancgdawve evolved subsequently, had the
developing chaconne continued its association thighdance instead of evolving as a
music-only form. To say that the chaconne dangesstis they were last danced could not
be danced to this new chaconne music, and thagfthhe, music-chaconnes are not

danceable, would be very short-sighted.

6 The distinct difference here from being able titofw a score while listening to a performance or
recording is worthy of note.

" A keyboard musical score, particularly in a coptnatal style, is another example of similar comiiex
to a dance score.

18 Silbiger, 2001. 5: 414.
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Examining the character of both the earliest Spapésasant chaconnes and the French
court chaconnes reveals a commonality: the chacasma allegory ofjourneyirfﬁ,as
discussed in previous chapters. Many modern cha&soreflect the composer’s past, or
life-course: Sofia GubaidulinaBhaconng1963) reflects her hardship and struggle as an
artist under communist ruféLigeti’'s Hungarian Rock (Chaconn€)978) displays the
many varied styles influencing the composer, coinigithe ostinato bass patterns of
1960s popular music and the Baroque chaconne witalady suggesting, though not
wholly accepting, tonality, all in an Eastern Eugap time signature from his cultural
heritage?’ While these musical compositions contain featofeie chaconne as defined
in chapter one, they also find commonality with tBbance of Life” which also links it to
the carefree, even life-giviigSpanistchaconaand even with the abstract, technically

difficult dances that exemplified French Baroquertdife.

It is true, though, that any dance feel within modegay chaconnes is often closer to the
generic dance “footprint” that can be found in @evrange of music than to the dance-
specific examples analysed. This “Dance of Lofeg'sence in music consists of a
recognisable rhythm (although not necessarily m)land a stirring of the soul that
invites at least the imagining of physical respodany modern chaconne musical

compositionsare still music that “moves” their listener.

This emotional stirring is very germane to, butid from the approach dancers take to
their art. As well as their opposing methods ofié@sy and approaches to performance,
this is another instance of musicians and danedating to their art in different ways: a
sensory response to aural stimulus for musiciamgxaression of emotion through

bodily movement for dancers.

Musicians are taught to listen to the sound theypaoducing, and to take music beyond
a mechanical process or science to make it awmmt fThis engagement with the senses
could be mistaken for the equivalent of the darscdeel”. But the closer match would
be when dancers observe how they “look” rather tfesl”, music being the

performance art of sound, and dance being the qeaface art of vision. This concern

' This is in contrast to other Baroque dances, whiehe more specific to particular moods or feelings
20 Neary, FaySymbolic Structure in the Music of Gubaidulihio : Ohio State University, 1999. 1 Dec
2007 <http://www.ohiolink.edu/etd/view.cgi?acc_numsul1120157817>

%1 Toop, RichardGyérgy Ligeti London: Phaidon, 1999. 171-175.

22 pccording to theéSran Chaconaext quoted on p. 46.

% stravinsky’s ballet.e Sacre du printemps a case in point.
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with “looks” and “sound” only partially expressdgtcomplete dance or music

compositior?’

A trained dancer will often identify a problem—albdleir technique or about the
choreography—simply by saying, “That doesn’t feght.” When the dancer talks about
how the dance “feels”, he or she can be speakirgjtbar of two levels. The first level is
a sensory response, and has to do with techniqlieadaty in performance (and this is a
very important level, for the dancer must knowhiéy are at risk of injury or causing
another dancer injury). At the next level, the aglevant to my point, the dancer is
relating the movement of the choreography to tieenh or mood being expressed
through the dance. This latter level involves amtomal rather than sensory response,
and therefore more fundamental to the expressiohemhes within the composition than
a concern with just looks or sound. It is this lebat turns the competent, even

“technically brilliant”, dancer into an expressiagist.

Whether a musician moves into the same realm afexorwith how the music “feels” is
often dependent on the individual music teacheoeraging students beyond a purely
aural perspective on music performance. | spokle b music performers and teachers,
Robert Oliver (voice and bass viol) and Richard plgmano). Each mentioned moving
around the room to music—for themselves and far fhepils—to help reach beyond the
confinement of methodically playing notes to preagan of the whole of the musical

messagé>

The musician, who is already aware of structurefand, then needs to develop a sense
of “feel” to convey the message and emotions they perceive or identify with in the
music. The musician could ask him- or herself|] Wifere to move to this music, what

would that movement express in terms of feelingd, lmow can | express that through my

playing?”

This act of “feeling” the art—either dance or mysicot both combined—engages

emotional responses between the artist and audibrmegh the art. With the performer

24 Dancers’ opportunities for observing their appaaeawhile they perform are very limited. Mirrorsthe
studio provide some assistance, but only when éineet can see in them, and video recording can help
further but is also limited. Video recording redsiés subject(s) as a small two-dimensional im&gleile
generally all the movement can be captured, petispeand three-dimensionality is dependent on the
viewer’s mind to reconvert the image. Many a noweacer has been discouraged by seeing how “flat”
their performance is on video, when it was not seasdly a bad performance.

5 Movement to music is also a standard practiceuai® music teachers.
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as interpreter of the composer’s and choreograpleeeations (and in turn making an
important contribution), the art becomes a messagenot just an audio-visual
experience. This “feeling” or registering and e)gsiag an emotional response to and

through the art is the second part of the perfomagreparation package.

For musicians, this emotional response to the ntasig are playing must include the
dance feel in dance and dance-like music that pieay, regardless of whether they are
actually performing with dancers. Very differentfoemances can result from the two
approaches of purely intellectual, or intellectaati emotional responses combined, as

demonstrated in two recordings of the following kor

Chaconne(1946)

by Douglas Lilburn
In 1946 Douglas Lilburn wrote a theme and variaitor piano, entittle€haconnelt

was one of his most virtuosic piano pieces and dieldide many pianists with its great
variety of constantly changing styles, intricatgthims and complex chordal passages.
The work was finally premiered in London by the NEealand pianist Peter Cooper, in

1954, and subsequently recorded by him for radiadbcast.

Upon hearing this broadcast tape, Lilburn was tédid to finally have heard his

chaconne, and wrote to Cooper expressing his gdatit

| felt as though I'd written some sort of testameffaith, hard to explain, but
anyway packed an enormous amount of myself intattes|...] now that I've
heard you play it I'm convinced that it's some lo¢ tbest music I've written([...].
It's not easy sometimes to follow your own visiohem you’re very much alone
with it, as | was when | wrote that wotk.

%6 Norman, PhilipDouglas Lilburn: His Life and Musichristchurch, NZ: Canterbury University Press,
2006. 135.
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lIl. 27. The first page of Douglas Lilburn'sChaconne in the composer's own hand. Published by

University of Otago Press, 1972.
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Lilburn’s Chaconnés in triple time, marketlargamente ma sempre con motdhe
tempo and metre are the work’s closest connectmttse Baroque chaconne dance-type.
Also Baroque in style, although not specific to the@conne, is the use of double-dotted

rhythms (otes inégalés and trills followed by fast scale passages atam ).

The form used is a theme with variations. Therelaréy-one variations, each sixteen
bars in length. The variations are based on mekaitrhythmic motifs from the theme,
thus differing from the variations on a harmoniogmession used in Baroque chaconnes.
Although this is a deviation from past chaconnles,use of a kind of variation form

provides a limited resemblance to the Baroque aimaeo

The thirty-one variations can be divided into thseetions. The first (variations 1-X)
consists of four variations that gradually buildela mountain stream starting as a
trickle, swelling, cascading over rocks and gatigernomentum until it rushes into a
tranquil pool in the quiet and reflective variatidnOnce again it builds and suddenly
dies away to another reflective passage (varidi®nonly to build again in the

following variation.

The middle section (variations XI-XX) has a recugriScottish-sounding theme
(variations Xl, XIV and XVII) which gives it the & of a rondo. The third section
(variations XXI-XXXI) starts with a very loud restament of the first theme. Once again
it builds to the vigorous octave passage of vammXXIV and subsides through the next
variation into an extended reflective passage rescemt of the first section. A birdsong-
like motif sounds in variation XXVII and a gigudd rhythm briefly appears in variation
XXX. The final variation returns once again to flret theme, slowly building to a bold

statement, and then dying away once again.

These attributes of metre, tempo and structuresptessimilarity with the Baroque
chaconne, making Lilburn’s chaconne danceable suparficial level, yet it is not these

features that contribute the most towards the veodince-like spirit.

Imagery of New Zealand bush scenes with runnirepstis, waterfalls and birdsong, and

the constantly changing moods and scenes of eaativa suggests an allegory of life

2" Broadly but always with motion.
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as a journey® Lilburn presents a dance within the music by capguhis West Coast

experiences while walking in the South Island.

Lilburn’s personal character is also reflected wittne work, or, in his words, he

“packed an enormous amount of myself into the nbt@siet reflective passages of
solitude in the first section are contrasted whith tinal section that is strong(minded) and
determined, both recognised as characteristicdlmiiin by those who knew him. The

middle section has Scottish references, refledtitigirn’s heritage.

It is this visual imagery and personal reflectibattallude to a dance of a more general
kind. This character within the music gives a sesfsaovement and of a journey, thus

implying a dance-like experience.

Two contrasting recordings of LilburnGhaconneare the first commercial release by
Peter Coope?’ and that by Thomas HecitThey are two quite different interpretations,
which demonstrate quite clearly the different ressaf an emotive and an intellectual
approach. Most strikingly, there is a great diffee in timings between the two
recordings, with Cooper taking 14'05”, and Hechti®4.**

While this is not to say that one recording is éretihan the other, my preference is for
Peter Cooper’s performance, because it is moreedikez Where Hecht presents each
variation as a static picture, Cooper plays throilnghvariations continuously, creating a
sense of movement from one scene into the nextip&twinterpretation expresses to me
a sense of journeying, with a tranquil mood ofeefilon on the past and quiet but

determined contemplation of the future.

Hecht's performance comes from a purely musicaspestive, with each variation
clearly outlined. At this slower tempo—while there still suggestions of Lilburn’s
dance rhythms—a feeling of transition and movenemniuch less obvious. Hecht's
performance demonstrates an analytical approatttetearning, preparation and

understanding of this work for performance/recagdi@ooper’s rendition, however, is

28 recently visited the west coast of the Southrid, and, sixty years on, bush tracks and a ferowar
metal side roads still reflect the character Litburould have experienced.

29 Douglas Lilburn, Edmund Rubbra, Frank Turner, Mdfnd/Nilliamson Pye GSGC-14110, London: Pye
Records Ltd, 1968.

% piano Masterworks from America & New ZealaAdoll ACD205, Auckland, NZ: Atoll, 2005.

%1 The score (published 1972, University of OtagesBysuggests the duration to be 18 minutes.
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full of spirit and passion, clearly reflecting arfsgmance methodology that not only

understands but also “feels” the music.

Danced Chaconnes of the Twentieth Century

Little and Jenne discuss dance types as used by, Batuding the chaconne. They
conclude that although Bach would have been aweatethe chaconne was a dance, he
would have had little exposure to the actual daand,consequently his chaconne does
not have a strong dance feel. “Dance as a presisely a distant memory, however, in
the gigantic Ciaccona that concludes the Fourthagofor solo violin (BWV 1004)%

Little and Jenne are possibly referring specifictdl the dance type of the Baroque
chaconne, but the repeated use of Bach’s chacgntveelntieth-century choreographers
is proof that the music does indeed have a damteRessibly the best-known of these
choreographies is by José Limon (1942), with othgrBill T. Jones (2003), several by
William Forsythe Artifact, 1984;Steptext1985;Artifact 11, 2002;Artifact Suite 2006),
and Twyla Tharp’s choreography to the D minor Rastihich includes this chaconne
(Bach Partita 1984).

That so many twentieth-century choreographers shohubose this music is more a
matter of twentieth-century dance vocabulary beifgptter match for the large-scale,
expressive character of Bach’s work, than a daeekdr spirit having evolved or
appeared in the music. Perhaps | am one of thaddrig on the “cosmic plane” that
Silbiger referred to, but if the Bach chaconne ithaut dance feeling it then remains a
mystery why so many choreographers today have ahbsechoreograph. These
choreographers are responding to a dance fedhélsadlways been present in this music,
in composition if not always in performance, aneréfore musicians should also

acknowledge this dance feel, whether they are pdafor dancers or not.

Dancers’ general approach to their art, once teahmastery has been achieved, is from
an emotional angle, but this is not to say thatdarompositions are without structure.

Equally, skilled musicians approach their art mfooen an intellectual angle, but music

%2 Little, Meredith and Natalie Jenn@ance and the Music of J. S. BaBtoomington: Indiana University
Press, 2001. 202. To clarify, some publishers ifleBach’s partitas as sonatas, making a totabof s
sonatas for solo violin. Hence Little and Jenneference to the “Fourth Sonata” and other referetze
“Partita No. 2” are both referring to the same w@kVvV 1004, in D minor.
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also requires the emotion to be expressed in preence. These two approaches—the
intellectual and emotional—are the common groumdiémcers and musicians to come
together speaking the same, or better still, etloér's languages. | say this from my own
experience of being both musician and dancer.tHigssquality of understanding the
music and the dance on both an intellectual andienmad level that was so strong in the

Baroque period, but has generally been lost irpdgréormance of the two arts today.

| now examine one exceptional example of a twemientury choreographer who

demonstrates this integration of the intellectusl the emotional in his work.

Chaconne(1942)

by José Limoén
In 1942, under the tutelage of Doris Humphrey, Jos#&n choreographed a solo dance
to perform himself. The music he chose was BaclwadGnne in D minor, from Partita

no. 2 for solo violin, transcribed for piano by fercio Busoni.

When the choreography was completed Limon showedDioris Humphrey. He

described this moment in his memoir:

For me Doris’s regard was the “magnum desideratWithén my dance was
ready, | showed it to her privately at the Studieatre. It was a long and
demanding work.[...] On concluding, | stood totadfyent, and Doris was silent
for a long time. Then, she left her seat, camedpand said in her quiet voice,
“This is one of the most magnificent dances | haver seen. It is that for a
number of reasons, but chiefly because it is a daarcing.®*

This dance was one of Limén’s first serious effatshoreography and included a very
personal reflection of himself,as recognised by his teacher and by many audience
members since. Here Limon has given us a dandéiepbt at least a dance of his life
thus far.

33 Limén, JoséAn Unfinished MemoirEd. Lynn Garafola. Middletown, CT: Wesleyen Unsity Press,
1998. 114-115.
3 Limon, 1998. 114.
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Chaconnewas included in an all-Bach programme, with thoteer choreographies by
Humphrey, which opened 27 December 1942. The pnogi&awas such a success that

the season was extended from the three schedutdmpances to elevefi.

S
=\
&

4

lll. 28. Mikail Baryshnikov in the opening pose of]José Limon’'sChaconne White Oak Dance Project
programme. Australia and New Zealand tour, 1997.

% Limén continued to dance and choreograph, andddrhis own company in 1946 with Doris Humphrey
as artistic director and co-choreographer (OweB881218). Although Limén died in 1972 the company
still continues. Limén Dance Company Institute + Foundatid®. September 2007
<http://www.limon.org/home.htrnl)
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To the opening chords of the music the male damesting entered from upstage left,
slowly extends his left leg forward. He lunges fardrand then stands erect, with feet
together (right footlevant sur le cou-du-pi¢dand both arms are raised purposefully
above his head with the palms facing outward. heats this phrase and then stands in
attitude derriérewith a very erect posture in the torso and witb taunded arms, one
extended upwards and the other down. Next he lusigesvays to the left and gestures
with his left hand to address the audience andertiem to join in the journey he is
about to undertake.

As if to retire, he withdraws to the back of thage as the music quietens after its strong,
resonating opening chords. He extends his leftdegfe side, toe to the floor. He swiftly
draws it back in underneath him, and then exteholsde again, just as quickly. This he
also repeats, turning to face the back and thea again to the front, each time with a

little more urgency.

As the music begins to build, the dancer slowlyeases his pace. A new dance phrase
of attitude a gesture of sleeping, a stretching of the lepécside, then repeated twice,
suggests the regular pace of daily life. Thenf ssupset that regularity, while walking
he quickly gestures upward on the fourth step,d&wicer, providing a counter-rhythm
against the triple-time music. Next, with a swegpgesture, he brushes aside all that
may hinder his progress and, slowly and with mumtvaction, extends the leg forward
and steps assertively on to it. He repeats thigpvaad step forward, boldly claiming his

advancement.

As the music becomes almost frantic, so does theataFlailing arms propel him in
several turns imrabesquendattitude From a turn he drops onto one knee and propels
himself around. The music reaches its most detexthépirit; the dancer also jumps,
spins and “goose-steps” further forward with eqiegtermination. The music now
metamorphoses into a fantasia of descending amhdisiy scales while the dancer
moves hurriedly back and forth on the floor. Thesraweaches grand proportions, while

the dancer strikes bold and authoritative posesiatre-stage.

The torrent of music suddenly passes and we fiadléncer, still centre stage but on one

knee and facing the back, quite motionless, withsaabove his head and palms turned
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outward. Slowly, sublime in movement as is the muse turns around in a full circle,

and, when facing the back once again, slowly lowessarms.

As arpeggios cascade from the piano, he stretahdsdito the side and then slowly

turns to the front. Standing once again, he lightips with the heels off the floor,

echoing the music’s bubbling arpeggio figures. Aeslvass line rises and falls by step, the
dancer flicks his foot on the offbeat and then suaway. As the music gets busier he
begins to circle around the stage faster and fastipping intaetiré and, on the fourth

step, a turn as well.

The music continues to build, previous phrases fileenrdance are repeated, but this time
more agitated, as if in a desperate clinging talfarity and routine in a time of
uncertainty. Eventually the chaos resolves withtarn to the opening chords, and with it

the opening dance phrase, finishing on one knee.

A quieter passage of music continues, so too deeddnce. Reaching forward and back
the dancer slowly rises into anabesque alongéA turning sequence follows which
gradually gets faster and faster as the music $tidthe final time, until the dancer is
pirouetting continuously. As before, he circlesuard the stage until the music leads him
to his opening position for the final statementref opening chords and corresponding
dance phrase. As the final chords sound, the dahowty steps back, takes a deep bow

and as the final chord resonates he recoverstanding positior’

¥ChaconneChor. José Limén. Perf. Gary Masters, Joyce Ere®¥HS, April 1991. Description written
(in the style of Pomey) from viewing this video oeding.
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lll. 29. José Limon in a bold authoritative pose fom Chaconne Photography by Barbara Morgan,
1945. Reproduced from thdnternational Encyclopedia of Dancev. 4, p. 198.

In his memoir Limon explains the process for chgraphingChaconneHe confesses
an affinity with this music of Bach: “I had liveditlh Bach’s Chaconne for a number of
years. It had been a constant and beloved compahioed seen me through some dark

moments [...]"¥" Limén's emotional connection with the music isazle

37 Limén, 1998. 113.
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He continues to describe the music, demonstraisgqtellectual understanding of it,
and referring to “the grandeur of its architectanel the sublimity of its concept®This
understanding of the music is reiterated in hisa#of movement to match: quieter
passages involve softer, gentler movements; regsdayes feature locomotion; and
strong chords receive equally strong gesttiteésmoén further demonstrates his
understanding of the music and relating the damdevthen discussing the variation-
form structure of Bach’€haconné”® He persisted in emulating this form by creating an

eight-bar dance phrase from which the rest of tred would flow'!

Limon’s great understanding and comprehension aficman both an intellectual and an
emotional level is demonstrated in the descriptibhis working process for the
Chaconne—which was one of his early works in a hugely gioloutput. To be able to
identify the musical structure and then createrecddhat did not just copy this structure
but instead created a strong presence of its oangaide the music displayed a depth of
musical understanding and emotional acumen thatdremntinue to be demonstrated in

his later works.

As the Baroque dances expressed interplay betwesit mand dance at the bar level, the
phrase level, and in the overall structure, so dé®$n’s dance. His own choreographic
style is reflected strongly in the dance, but thesim has still been considered, and

provides a significant contribution to the dance.

How much of the close relationship of music andoggin this modern choreography
came from a methodical analysis, or as purelynostie response, is not important.
What is important is for musicians and dancerset@aware of both components and to
work as one ensemble; and for the audience, asvimilers and listeners, to recognise

this, and thus enhance their appreciation of tifopeance.

%% 1imén, 1998. 113.

39 While this is not the only possible treatmentPésour and L’Abbé demonstrate, all show an
appreciation of, and consequent responding to timan

*9Limoén, 1998. 114.

“I Those familiar with Bach’s music and this choregury will be aware that Limén omits the middle
section of the music in the relative major key.sTtaditing” of the music for the choreography does
necessarily represent a disregard for the music'dsbé demonstrated with hiShacone of Amadis
analysed in chapters three and four. While someaiams might be horrified at this musical editiiitg,
could be compared to a musical performance of tiallesic without any dancers at all. There is leggrd
for Bach’'s music, however, in Forsyth&geptextwhere he fades the music in and out through the
choreography, although not without effect,.
<http://www.youtube.com/watch?v=Bhy5SgwCMHo&featarelated-
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Conclusion

The Final Cadence

It is remarkable to think of the long journey thia¢ chaconne itself has taken. Having
been popular in Europe during the seventeenth gndeenth centuries, the worthy
exemplar of Lilburn’sChaconnedo appear in the Antipodes in the twentieth cenisir
evidence of this. Perhaps it is not insignificdrattthe premiere of this work was to take

place in Europe.

But the dance is believed to have been from LatireAca before being documented as a
sung dance in late sixteenth-century Spain. DutiegBaroque period the chaconne
travelled from Spain to Italy, through the Frendd &nglish court and theatre, and then
rested as a purely musical form in Germany, motthbip as Bach’s renowned solo

violin composition. It is this composition by Batitat was chosen by José Limon, a

Mexican by birth, for a twentieth-century solo danc
One wonders how much of a coincidence it is thataconne should be chosen by a

Latin American, who knew the music intimately amebieographed this personal, dance-

of-life male solo. The journey has gone full-cireled yet continues to dance on.
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Appendix A

Barogue Dance Notation and How to Read It

In the late 1670s Louis XIV commissioned his danwester, Pierre Beauchamp, to
devise a system of dance notation. From writteloaats it seems that Beauchamp
accomplished this, although no early examples ®blain manuscripts have been
conclusively identified. In 1700 Raoul-Auger Fegilpublished this notation, or
something very similar, along with a treatise owho read it, and claimed it as his own.
Great debate as to who owned the rights to thdiontachema ensued. Beauchamp
unsuccessfully filed a legal petition against Hetiiland for reasons unknown
Beauchamp took the case no further. Three othasigigumasters of the time, however,
published treatises on the notation, and were dgad®ave it attributed to Beauchamp at
least equally with FeuillétMost scholars today refer to the system as “Beaingh-

Feuillet notation.”

There are over 330 dances extant in Beauchampidtewtatior? dating from the end

of the seventeenth century until the middle ofelghteenth century. Most of these
compositions are solo or couple dances. While antbcouple dances may have
predominated in the ballroom, group dances weenatquired in the theatre, as can be
seen in scores and libretti for theatrical work&hsas operas, masques anthédie-
ballet

There could be several reasons that few group dameee notated. The most likely are
that the complexity of group dances may have resikdéloor-patterns created by the

dancers rather than their actual steps, and thaitede each dancer’s part would have

! Hilton, Wendy.Dance and Music of Court and Theater: selectedimgit of Wendy HiltorStuyvesant,
NY: Pendragon Press, 1997. 45-46.

2 Little, Meredith Ellis, and Carol G. Marsha Danse noble: An Inventory of Dances and Sources
Williamstown, MA: Broude Brothers, 1992. xiii.
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resulted in a very lengthy and detailed score. @lage a few full notations for ballets of
eight and nine dancetshere are also many other notations for large ggauhich only
trace the floor patterrisOther factors may be the ability to rely on cdilee memory in
recalling a dance, and lesser public demand toshaii dances, since they required more

organizing of people and a larger space.

While the number of dance notations extant refleatg a sample of dances from that
period in history, they still are of great importan That Louis XIV and the dance-
masters of the time took up the challenge to degisa notation schema, and
consequently explaining it, arguing over who dedigg(not to mention all the courtiers
who could read it, and some who wished to be censiti demonstrates the social
significance of dance in European culture of theoBae period. Many of the notations
extant, as well as documentation of others thdonger survive, were printed and sold to
the public, thus making dance in the noble stylédonger exclusive to members of the

court.

Beauchamp—Feuillet Notation

To read this notation one starts each page atatfieincle symbol: T~ indicating dance
steps for a man, ar'Y for a woman. The notation schema consists of ¢ragous line
on the page, known as ttract, or du cheminwhich represents the floor-pattern of the
dance, with one line for each dancer. (Occasiorsaliplid line becomes a dotted line.
This is merely to move the notation onto a fresth pithe same page. This dotted line
does not represent any movement or passage ofdintiee dancer.) This tract is marked
with small bar-lines, which correspond with the-baes of the music along the top of

the page.

Onto thistract are placed symbols indicating specific steps:tatione end of each
symbol indicates the starting point, and an andkesh at the opposite end represents the

finishing point. The angle represents the toestpwrslightly outwards, as had become

3 Such as Fetillet'Balet de Neuf Danseuss notated in hiRecueil de dances, compose’es pr M. Feuillet,
Maitre de Dance(1700), 67.

* Such as the minuets published in Pembertan'€ssay for the further improvement of dancingnge
collection of figure dances, of several numbersypos’d by the most eminent of masters; describ’d in
characters after the newest manner of Monsieur Il 711). Manycontredansesvere also recorded in
this manner throughout the eighteenth century.

154



the customary way of walking for members of thenErecourt in the mid-sixteenth
century® Beauchamp formalized the five positions of the, faich is still used by

various western dance techniques.

w [T 0] [0 ¢ <[TT

N

First position Second position Third position Fourth position Fifth position

Ex. Al. The five positions of the feet as notated Beauchamp—Feuillet notation and in
Kinetography/Laban, reflecting a Baroque dance styd. See p. 159 for a key to Baroque dance style
using Kinetography/Laban.

Steps in any direction can be notated, and thitedrdpsh—angled off to the left to
indicate the left foot, and the opposite for thghtifoot—often helps the reader/dancer to

quickly distinguish which foot is moving and whialay to face.

Step forward

. : Step to the right
on the right . on the right , . Step back )
on the right

Ex. A2. Stepping forward, sideways to the right, ad back—all on the right foot—as notated in
Beauchamp—Feuillet notation and in Kinetography/Lalan

By using these symbols the following walking exseccan be notated.

® Quirey, BelindaMay | Have the pleasure? The Story of Popular Dagdiondon: Dance Books, 1976.
45,
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Ex. A3a. Walking exercise in Beauchamp—Feuillet nation

The walking exercise shown in Beauchamp—Feuill¢atimn above
and in Kinetography/Laban alongside. Both notagestieps of the

written description below.

Start with the feet in first position. In duple #&no the tune ofrere

Jacquegerform the following steps.

Bar 1: Starting with the left foot, take four stdpswvard.

Bar 2: Travelling sideways to your right, take feteps starting
with your left. The left foot comes in front of thight foot on count
one and behind the right on count three.

Bar 3: Four steps back starting with the left. @& fourth step the
right closes immediately behind the left foot (ird position).

Bar 4: Starting with the left foot take three stégsvard going back
over the path you have just travelled. There istep on count four,
and the weight remains on the left foot.

While “starting on the left, take four steps fordiafour to the right,
four steps back and three steps forward again” dvdekcribe the
same steps in fewer words, it is not as detailedaaspecific,

allowing for several different interpretations.

[~ —0o

b

o

Ex. A3b.

Walking exercise

in Kinetography
/Laban
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Further marks indicating when to bend, rise, juhmgp, turn, delay, slide or fall are added
to these basic step symbols as shown below. Aklaog/n on a forward step onto the

right foot except for those that do not transferghe such as touch the floor, pirouettes,
and beating gesture.

' Quarter turn to
Bend the left (on the
right)

s~

Quarter turn to
the right (on
the right)

Rise

Sca

Half turn to

| the left (on
the right)

Jump

gk

Sm——

Touch the
floor without
bearing weight

(Pirouette)

Delayed
step

(Pirouette a la
seconde)

5 Beating
) gesture with (N
the right leg \0 v

e

. Full turn to the
Left on the left

Half turn to .
the left on .
both feet

Fall or
tombe

}l Half turn to
Slide )‘ :J the right (on
o) the right)

Ex. A4. Examples of the different step symbols in@uchamp-Feuillet notation with a written
description and equivalent symbols in Kinetographyllaban®

® Although many Beauchamp—Feuillet symbols most comgnoccur in combination with other symbols,
for clarity in explanation | have kept it to onardyol per description. The kinetograms reflect thigh the
exception of thé-all or Tombé which most often occur from a high level. Simyahe pirouettes most
often consist of a bend and rise in preparatioshasvn here in both notation systems.
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These symbols can be combined to form step-uniig&shwmake up the Baroque dance

ﬁ Contretemps E
Temps du !
courante Pas echappe N -

Ex. A5. Four step-units of the Baroque dance vocaltary involving the symbols to bend, rise, slide,
fall, and in the case of theeontretempgo hop on the left before stepping forward on theight.

vocabulary, such as:

Demi-coupe

Several dance masters wrote treatises on the demaling and the interpretation of this
notation system: Feuillet in 1700 (translated iBrmlish by John Weaver in 1706);
Pierre Rameau in 1725 (translated into EnglishdiymEssex in 1728); and Kellom

Tomlinson, whose account was completed in 1724nbupublished until 1735.

As well as explaining the notation, these treateédes explain the appropriate arm
gestures to accompany most of the step combinatmusgeneral deportment and
etiquette. The treatises make it possible todagdoeate dances recorded in Beauchamp-
Feuillet notation. In 1981 Wendy Hilton publishedanprehensive accoumance of
Court and Theater: the French Noble Style 1690—£7a5vhich she compiled and

compared the various steps as described in thats®reh-century treatises.

No treatises explained the steps used in theattarates. The noble dances of the theatre
use largely the same schema as the ballroom dantesir notation, however, and many
of the symbols unique to the noble theatrical darmze drawn and named in the ballroom
treatises but not described. One is left to makedurtated guess from their names and

categories as to how these few steps were performed

’ See the bibliography for full publication detaifsthese treatises.
& Published in London by Dance Books in 1981. A selcadition has also been released, tibesce and
Music of Court and Theater: selected writings ofidieHilton. Stuyvesant, NY: Pendragon Press, 1997.
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Table Al: Key to Kinetograms to Reflect Baroque Dance Technigg

Style 9 = 'l
M ox[x 1 %

Steps & Foot 1=t | 1 = /]'_- 7

positions " %

L__| N

Demi-Coupe = n

Please note: Although arm and upper body movenagatsignificant in the style and
performance of Baroque dance, and it was possiblecord them using Beauchamp-
Feuillet notation, most dance compositions recordetis system do not include them.
Through the conventions described in the varioestises and summarized in Hilton it is
possible to recreate with confidence the arm movesninat would have been performed
with the step-units the notations have recordederain amount of the performer’s
discretion is required, however, for how he or gbes the arms and upper body. It is
because of this that | have kept the transcrigtiom Beauchamp—Feuillet notation to

Kinetography/Laban notation to reflect only thegorally notated footwork.
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Appendix B

Chaconne Dance Notations
(Alphabetically by Dance Composer)

Noble Dances

L’Abbé, Anthony 1666/7€.1753.
Chacone of Amadis
Chacone of Galathee

The Princess Ann’s Chacone

Feuillet, Raoul-Auger 1659/60-1710.

Chaconneto Les Symphonies pour les soupers du3aite 9)

Chaconndto L'Europe galantg

Isaac, Edward 1648-1720.
A Chacone by Mr. Isaac

The Favorite

Pécour, Louis Guillaume.1651-1729.
Chaconne de Phaeton pour un homme
Chaconne pour un homme

Chaconne pour une femme: Chacone de Phaeton

Unidentified:
La chaconne de Phaestons
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Grotesque Dances (for Harlequin)

La Montagne, Pierre de, (attrib.)

Chaconne Darlequin de Monsieur dela Montagne

Le Roussau, Frangois.
Chaconne for Arlequin

Chacoon for a Harlequin

Unidentified:

Entrée d'arlequin

Not available for inclusion:

Feuillet, Raoul-Auger, 1659/60-1710.

Chaconne d’Arlequin

NB: The dance notations presented here have beanaed and edited. Some of the hand-
drawn notations have also been repositioned opdhe for clarity in reading, and are

not, therefore, a true facsimile the original manmis.

All page numbers in the descriptions refer to thgegpnumber of that specific notation as
identified in each caption. If the notation is frenvolume with different page

numberings this number is also given in parentheses
Catalogues of dance notation include:

L&M = Little, Meredith Ellis, and Carol G. Marsia Danse nobl€1992)
FL = Lancelot, Francind,a Belle Dancg1996).
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Noble Dances

Dance Title: Chacone of Amadis: performed by Mr. Dupré

Dance Composer: L’Abbé, Anthony, 1666/7e.1753.

Music Composer: Lully, Jean-Baptiste, 1632—-1687.

Date: c.1714, published.1725.

Notation Source: A New Collection of Dances: Containing a Great Nemdf the Best
Ball and Stage Dancepp. 57—-64.

Music Source: Amadis(1683). Act V, sc 5. LWV 63/67.

Catalogue Nos: L&M 1840; FL 1725.1/09

Dance For: Male solo

Note: Dance composition is to the middle/minor sectioaw$ 85-177) of

the complete instrumental chaconne, which is 293 imalength.

Description: 92 bars (91 bars dance notation)
Dance: 8 pages of Beauchamp—Feuillet notation
Musical Form: Variation form (11 variations)

This is the most virtuosic of the solo chaconnations. It includes many beaten
jumps, cabrioles angirouettes a la secondPage 3 (59) hasmrouette a la
secondewith 2% turns, and page 8 (64) has 3 pirouettesrow of one double
turn to the right followed by two single turns teetleft. Page 3 also includepas
échappénto fourth position (a step frequently used bylelguin). Page 7 (63)
includespas tortille—a swivelling of feet. This theatrical step-unitréely found
in court dances. Page 8 has one bar less in the dentation than in the music
notation. The most likely place for the missing-liae has been inserted as well

as the corresponding rests following ffes assemble

! For further analysis of this dance compositiongee72—79, and its music 117—-124. The accompanying
DVD includes this dance in performance, which esntihepeated with rhetorical sections indicated with
subtitles.
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Chacone of Amadis

Page 1
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Dance Title: Chacone of Galathee: perform’d by Mr. La Garde &hi Santlow
Dance Composer: L'Abbé, Anthony, 1666/7¢.1753.
Music Composer: Lully, Jean-Baptiste, 1632—-1687.
Date: Published:.1725. Charles Delagarde and Hester Santlow danced
together Nov 1707—Feb 1708 and May 1712 at Druneta
Notation Source: A New Collection of Dances: Containing a Great Nemiif the Best
Ball and Stage Dancepp. 22-30.
Music Source: Acis et Galaté€1687). Act Il, sc. 5. LWV 73/32.
Catalogue Nos: L&M 1860; FL 1725.1/04
Dance For: Couple—a man and a woman.
Note: See also Thorp, Jennifer and Ken Pierce. “Tasdd@genuity:
Three English Chaconnes of the Early Eighteenthi@gri Historical Dance 3.3
(Winter 1994): 3-16.

Description: 80 bars (79 bars of dance notation)
Dance: 9 pages of Beauchamp—Feuillet notation

Musical Form: Variation form (5 variations repefjte

The dance consists mostly of the same steps fon#reand woman, in mirror
symmetry. Pages 6—7 (27-28) are in rotational syimyme

Steps of note include on page 3 (B#puette a la seconder the woman (not
commonly found in women’s dances), on page 4 (28kaiole for man danced
with ajetéfor the woman, on page 5 (26) a wontaar en I'air for the woman
with a beaten jump for the man, and on page 842@utéfor the woman with

another beaten jump for the man.

The engraving for page 7 (28) has missing bar lind®th man’s and woman’s
tracts, which have been inserted in this copy.

2 Thorp, Jennifer, and Ken Pierce. “Taste and Inggniihree English Chaconnes of the Early Eighteenth
Century.”Historical Dance 3.3 (Winter 1994): 6.
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Chacone of Galathee

Page 4
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Chacone of Galathee

Page 9
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Dance Title: The Princess Ann’s Chacone
Dance Composer: L'Abbé, Anthony, 1666/7¢.1753.
Music Composer: Galliard, John Ernest, 1666 or 1687-1747.

Date: 1719
Catalogue Nos: L&M 7080 (FL not listed)
Dance For: Couple—a man and a woman.
Note: Dance composition consists of:
a)Chacone
b) Hornpipe

See also Thorp, Jennifer and Ken Pierce. “Tasdd@genuity:
Three English Chaconnes of the Early Eighteentht@geri Historical Dance 3.3
(Winter 1994): 3-16.

Description: 69 bars (44Chacone 25Hornpipe
Dance: 5 pages of Beauchamp—Feuillet notatiddh@cone 2
Hornpipe), plus a title page.
Musical Form:Chaconein variation form (5 variations)

Hornpipein ternary form (ABA)

The dance starts in mirror symmetry for the firsg@, changing to rotational
symmetry in bar 14. Page 2 is in rotational symgethanging to mirror
symmetry for page 3, and finally to rotational syetry for the hornpipe (pages 4
and 5). Dance finishes with couple circling aro@agdh other, and then the man
walking backwards and the lady forwards up the rowith the woman turning

into final révérence

There are no variations between the steps for mdm@man other than to

change for floor pattern symmetries.
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Dance Title: Chaconne

Dance Composer: Feuillet, Raoul-Auger, 1659/60-1710.

Music Composer: Lalande, Michel Richard de, 1657-1726.

Date: €.1965-1710, notated1700-1720.

Notation Source: Rés 817, Bibliothéque du Musée et de’l'Opéra, R qp. 39-46.
Music Source: Symphonies pour les soupers du roi. Suite 9. S863/1
Catalogue Nos: L&M 1920; FL Ms05.1/23

Dance For: Male solo

Description: 64 bars
Dance: 8 pages of Beauchamp—Feuillet notation

Musical Form: Variation form (8 variations)

More difficult than Feuillet’SChaconneo the music froni.’Europe galante,
possibly suggesting both of Feuillet's chaconneseveemposed with the abilities

of specific performers in mind.

Steps of note include the waving step combined thigtontretemps de
chaconneon page 2 (40). Page 5 (43) includgza échappéto second

position, and th@as tombén page 6 (44). More turning sequences are indlude
than in Feuillet's othe€Chaconnein particular the contretemps turning a full
circle to the right immediately followed with a jyed half turn to the left on
page 2 (40), and the final page (47) that inclumtesfull turn jumped followed
with apirouette a la second®any pages finish with a cabriole (pages 2 (40)-5
(43), 7 (46)).

% Lancelot, Francind.a Belle DanceParis: Van Dieren éditeur, 1996. 305.
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Chaconne(Lalande):
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Chaconne(Lalande):
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Chaconne(Lalande):
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Chaconne(Lalande):
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Dance Title: Chaconne

Dance Composer: Feuillet, Raoul-Auger

Music Composer: Campra, André

Date: ¢.1697-1710, notated1705-1720.

Notation Source: Rés 817, Bibliotheque du Musée et de’l'Opéra,f4ol. 60
Music Source: L’Europe galantg1697). Act lll, sc. 2.

Catalogue Nos: L&M 1900; FL Ms05.1/16

Dance For: Male solo

Description: 80 bars
Dance: 10 pages of Beauchamp—Feuillet Notation
Musical Form: Rondo form (ABACA)

This notation provides the simplest chaconne da&oeceposition extant. In
contrast to the other noble chaconnes there ayeadieiw beaten jumps or leg
gestures, and ngirouettes a la seconddll phrases are repeated on the other
side. A particular point of interest in this dans¢he use of thpas de bourrée
emboétéo punctuate a phrase in pages 5 to 7. The phoaspage 8 conclude
with apas de bourée emboét#lowed by atemps de courante

* Lancelot, 1996. 298.
® For further analysis of this dance compositionmee64—68, and its music 106—109.
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Chaconne(L’'Europe galante:
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Chaconne(L’Europe galante:
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Dance Title: A Chacone by Mr. Isaac

Dance Composer: Isaac, Edward, 1643-1721?

Music Composer: Unidentified

Date: 1711

Notation Source: An Essay for the Further Improvement of Dancingngex
Collection of Figure Dances, Of Several Numberan@os’d by the Most Eminent
Masters, Describ’d in Characters After the Newesinkler of Monsieur Feuillet.

Catalogue Nos: L&M 1820 (FL not listed)

For: Female solo
Note: Dance composition consists of:
a)Chacone
b) Minuet
Description: 112 bars (64€hacone 48 Minuet(i.e. 96 musical bars))

Dance: 12 pages of Beauchamp—Feuillet notatid®h@cone 6
Minue)
Musical Form:Chaconeis three-part form (AABBCC repeated)

Minuetis a loose binary form (AABBBB repeated).

This dance effectively contrasts the chaconne anden Distinctive features
include the long entrance travelling down the rdompage 1 and half of page 2;
pas coupéans poser le corpand jumps from second to fifth positions of the
feet.

The Minuetincludespas de menuet a deux mouvements a la Bohémi&hiwh
does noplié after the openingemi-coupgTomlinson describes this step-unit as
out of fashion by the time of his treatise in 173%i)ton recounts none of the
treatises she examines specify the timing forgteép-unit. References to the
Menuet ordinaireare made: travelling in an “S” figure on pagesabd 12, and
finishes with threg@as de menueteps, turning a complete circle to the left for
each step-unit.

® Thorpe, 2006. 123-127.
" For further analysis of this dance compositionmee56—63, and its music pp. 102—106.
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Dance Title: The Favorite: A Chaconne Danc’d by Her Majesty

Dance Composer: Isaac, Edward, 1643-1721?

Music Composer: Paisible, James,1656-1721.

Date: ¢.1688% published 1706, published separatelg.iv08 anc:.1712.
Notation Source: A Collection of Ball-Dances Perform’d At Couptp. 20-24.
Music Source: Deusiesmésic] recueil p. 30 (1688)

Catalogue Nos: L & M 4700 (FL not listed)

Dance For: Couple—a man and a woman
Note: Dance composition consists of:
a)Chacone
b) Boree

See also Thorp, Jennifer and Ken Pierce. “Tasdd@genuity:
Three English Chaconnes of the Early Eighteentht@geri Historical Dance 3.3
(Winter 1994): 3-16.

Description: 100 bars (64€hacone 36 Boreg
Dance: 5 pages Beauchamp—Feuillet notatiddh@cone 2 Boree.
Musical Form:Chaconen rondo form (ABAC);
Boreein binary form (AAAB)

The Chaconestarts with the dancers’ steps in mirror symmethgnging to
rotational for page 2 (21), then back to mirror syatry half way through this
page in which it remains for page 3 (22). Page&nsastery of engraving,
consisting of 32 bars, clearly describing the aaté floor pattern that finishes the
chaconne. (Note, however, the error of 2 barsemtlusic (18 and 19) shown as
duple time.) Distinction between the man’s and woinateps on this page
include the man doing a doubiende de jambé¢bars 9 and 10) while the woman
only does a singleonde de jambethe man beats hjgas coupé sans poser le
corpswhile the woman does not (bars 29 and 30).

The Boree starts in rotational symmetry: the dasicecling around themselves
and then around the room. On page 5 (24) theyhamds and circle minuet-like
around each other. They separate; changing to msiyrametry dance forward
along the outside of the room, cross over and tlagrce up the room to finish.

8 Thorp, Jennifer and Ken Pierce, 1994. 3-5.
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Dance Title: Chaconne de Phaeton pour un homme

Dance Composer: Pécour, Louis Guillaume,1651-1729.

Music Composer: Lully, Jean-Baptiste, 1632—-1687.

Date: 1704

Notation Source: Rectleil de dances: contenant un tres grand nomdessmeillieures
Entrées de Ballepp. 185-194.

Music Source: Phaéton(1683). Act Il, sc. 5. LWV 61/40.

Catalogue Nos: L&M 1960; FL 1704.1/29

Dance For: Male solo

Note: “non Dancée [sic] a I'Opera”
Same tune also used fBhacone pour une femrbg Pécour antla

chaconne De Phaestans

Description: 152 bars
Dance: 10 pages of Beauchamp—Feuillet notation

Musical Form: Variation form (18 variations)

The dance travels mostly forwards and backwardsltasis is mostly on beaten
jumps, leg gestures, turns and combinations oktheteps used frequently are
pas coupé avec overtyreontretemps de chaconaed turningcontretemps de

gavotte

Page 4 (188) in bar 54 includes the theatrical gésptortille which is not
described in detail in any treatises. Page 8 (kPBars 121-123 includes a
sequence involving hopped %2 turns witimde jambe en I'air

The significance of “Aa” on page 1 (185) and “Blage 9 (193) is unknown, but

does not appear to relate to the dance/music staict

Both this notation and the followin@hacone pour une femrbg Pécour illustrate
his use of “I” to indicate the end of the first leighar phrase in both the music and

the dance notations, on pages consisting of twiut-4igr phrases.

® For further analysis of this dance compositionmee68—72, and its music 109-117.
227



185

1x. r ®a 3
‘"ﬁ A f 3 N 1 ' ¥
AN IRE AT Y T F \ <
A 2 e g £
Chaconne de Plaeton *
: y 4 "l T
] ¥ - f‘!l? Y - ‘
b~ Pt 11 ’ H A ’
SJKS Y/ + s N

le&”ﬁ(%}
(s T

ié Chaconne dePhacton

a%;

L

“@% pour un homme .

q

non Dancee a Lopera
@ "

\<}§
Aa.

<

Chaconne de Phaeton pour un homme

Page 1

228



1

ton

-

Lwfored

Phae

»
11

de

£

el

Chaconne

',("!I

N

Chaconne de Phaeton pour un homme

Page 2

229



V17
}
1
t

A

Chaconne de Phaeton pour un homme

Page 3

230



Chaconne de Phaeton pour un homme

Page 4

231



Chaconne de Phaeton pour un homme

Page 5

232



[ I B I I A
2 N AC K

[l P |

i

|
”

A |

R 0. of i Y
A

Chaconne de Phaeton pour un homme

Page 6

233



Chaconne de Phaeton pour un homme

Page 7

234



el

Chaconne de Phaeton pour un homme

Page 8

235



Sy el

Chaconne de Phaeton pour un homme

Page 9

236



{5 W ML
i

§ NI 7 K
rar

1l
17
T

Chaconpe de Phaeton.

i

Py 1

[ B

B BN AW YT i

AN

r'u;i' X .
4!

Chaconne de Phaeton pour un homme

Page 10

237



Dance Title: Chaconne pour un homme

Dance Composer: Pécour, Louis Guillaume,1651-1729.

Music Composer: Unidentified

Date:

1704

Notation Source: Rectlieil de dances: contenant un tres grand nomdessmeillieures

Entrées de Ballepp. 176-184.

Catalogue Nos: L&M 2000; FL 1704.1/28

Dance For: Male solo

Note:

“non dancée [sic] a I'Opera”

Description: 80 bars

Dance: 9 pages of Beauchamp—Feuillet notation
Musical Form: Rondo form (AAA'BACAA)

This dance demonstrates examples of both the chatowirtuosic display with
beats and cabrioles, leg gestures, and turns; lhasv@écour’s skills of dance
composition. Passages worthy of note include pad8®) with 3 half turns in a
contretemps de gavoftand page 6 (181) withgrouette a la secondellowed

by another half turn. Page 8 (183) has similarivék Harlequin’s chaconnes:
pas échappéto fourth position, and the most curious thremps in fifth

position travelling to the right. Six of the ninages (pp. 1 (176)-4 (179), 7 (182)
and 9 (184)) clearly punctuate the phrase wishwéor cabriole landing in fifth
position, which is sometimes followed by steppinifourth position (on pages
2 (177) and 9 (184)).

An interesting feature of the music is the sevengbaiase of the main theme in D
major. The dance helps to define this phrase lefgtis is particularly noticeable
at the end of page 1 (176) by firmly punctuating pihrase with a beaten jump,
landing in fifth position on the first beat of thar. The melodic theme on page 3
(178) consists of a motif in sequence over two paeseding the third stating of
the theme extending the phrase to nine bars (2+4+®) melodic theme is
repeated again on page 5 (180) in A major, andnetio the original key for the
last page (184), repeating the last four bars.sBwven- and four-bar phrases of
the last page (184) are reiterated in the dance.
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Dance Title: Chacone pour une femme: Chacone de Phaeton
Dance Composer: Pécour, Louis Guillaume,1651-1729.
Music Composer: Lully, Jean-Baptiste, 1632—-1687.
Date: 1704
Notation Source: Rectleil de dances: contenant un tres grand nomdessmeillieures
Entrées de Balleppp. 10-19.
Music Source: Phaéton(1683). Act Il, sc. 5. LWV 61/40.
Catalogue Nos: L&M 2020; FL 1704.1/03
Dance For: Female solo
Note: Same tune also used fBhaconne de Phaeton pour un hontme
Pécour andla chaconne De Phaestons
See also: Astier, Régine. “Chacone pour une fen@haccone de
Phaéton: A Performance Studyapers from the Dance to Honour Kings
ConferenceSpecial issue ddance Research: The Journal of the Society of
Dance Research5.2 (Winter 1997): 150-169.

Description: 152 bars
Dance: 10 pages of Beauchamp—Feuillet notation

Musical Form: Variation form (18 variations)

The dance consists of simpler footwork than is tbimPécour'sChaconne de
Phaeton pour un hommas is characteristic for a woman'’s solo of thegoke
There are only a few beats, for example. The danm@hposition consists of
manypas coupé a deux mouvemeimsluding page 3 (12) where they are
performed in a square. There are several turnsuaniohg sequences, including

page 7 (16), where eademi-coupés executed with a half turn.
Dance interest, instead, is created through maoeeesting floor patterns than

Pécour’s two chaconnes for a man: pages 3 (12)théthurning and sideways

travel preceding the square figure, and curvingrégof pge 6 (15).
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Dance Title:
Dance Composer:
Music Composer:
Date:

Notation Source:
Music Source:
Catalogue Nos:
Dance For:

Note:

Description:

La chaconne De phaestons

Anonymous

Lully, Jean-Baptiste, 1632—1687.

€.1710-1720, notated 1748

Ms fr.14884, Bibliothéque Nationale, Paris, pp-3Q.
Phaéton(1683). Act Il, sc. 5. LWV 61/40.

L&M 1940; FL Ms17.1/10

Male solo

Same tune also used fdhaconne de Phaeton pour un horraned

Chacone pour une fempieoth by Pécour.

152 bars
Dance: 8 pages of Beauchamp—Feuillet notation

Musical Form: Variation form (18 variations)

Less virtuosic than Pécouhaeton de Chaconne pour un homifieere is a

balanced sequence in its composition through afipeating one side then other,

similar to Feuillet’'sChaconneo L’Europe galante

The dance usgsrouettes executing full turns both on two feet, as on page

(76), and girouette a la seconden page 6 (78).
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Chaconnes for Harlequin

Dance Title: Chaconne Darlequin: de Monsieur d€kic) Montagne

Dance Composer: La Montagne, Pierre de (attrib.)

Music Composer: Lully, Jean-Baptiste, 1632—-1687.

Date: .1701-1712; notatecl1701-1720°

Notation Source: Rés 817, Bibliotheque du Musée et de’l'Opéra, R 4ol. 29
Music Source: Le bourgeois gentiihommBallet des nation§l670), Act IV. LWV

43/36.
Catalogue Nos: L&M 1880; FL Ms05.1/07
Dance For: Male solo
Note: Dance notation includes instructions for movemeitsead and hat.

Same tune as f@haconne d’ArlequiandEntrée d’arlequin

Description: 56 bars
Dance: 5 pages Beauchamp—Feuillet notation

Musical Form: Resembling variation form (ABCDB)

Travel is mostly forwards and backwards. Page dlires a circular path of quick
steps high on the toes. The seeming parody of stepgles thepas coupé a deux
of pages 1 and 3. False steps and instructiorthédnat reveal the Harlequin
character with movements and stances. Jumping/siighmovements of side to
side and forwards and back appear on pages 2 asgll as jumping into

turned-in or false-foot position and back to fpskition repeatedly on page 2.

The angling of the foot in notation to indicateskifoot position is obviously
intentioned in such passages, but other timesainBiguous, as with thjetés
chasséesn page 3. Bars 4 and 6 on page 2 are difficutetwpher what is
intended, and possibly an example of the shortcgsnai this notation schema for

describing a grotesque dance.

10) ancelot, 1996. 289.
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Frequently used steps gras de assembénd jumps in first positiorChassésire
also used anpbtés chassésackwardsPas échappédato second and fourth
positions also appear frequently, as they dGhacoon for a HarlequinAnother
feature is the interesting use of step sequengessathe musical phrase, such as
thejetés chassésn pages 2 and 3, and the seven-count sequerideetiias page
3. Page 5 includes a hopping sequence. The erslungusual, ending with six

jumps in first position travelling backwards up stage'!

Editorial notes include the anacrusis for the masizphrase, which is in the final
bar of page 2 and repeated at the beginning of paged on page 5, bar 7 thas
échappées unlikely to have been intended a three-courtion so | have

suggested rests on the first two counts of the bar.

™ For further discussion of this dance compositiea gp. 87-98, and its music 127-128.
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Dance Title: Chaconne for Arlequin

Published Title: ~ Chacoon for a Harlequin

Dance Composer: Le Roussau, Frangois

Music Composer: Charpentier, Marc-Antoine, 1643—-1704. (attrib.)

Date: 1720, published 1728.

Notation Source: A Collection of New Ball- and Stage Dances Compbyg'&everal

Masters pp. 65-75 (manuscript)

Music Source: Le Malade Imaginair¢1673). £ Intermede.

Catalogue Nos: L&M 1980; FL Ms13.1/09

Dance For: Male solo

Note: Notation contains information on head and armugestand rules

for moving the hat.

Manuscript used as a model for the engraving ®pitliblished
edition!?

Published version dedicated to “Le Grand Dupré&ujs Dupré,
fl.1714-1751.)

Description: 56 bars
Dance: 7 pages of Beauchamp—Feuillet Notation
Musical Form: Rondo form (ABACADA)

Travels mostly forwards and backwards, with pag@vng a circular path of 3
pas de bourrée vitand page 7 consisting of eighds de bourrée vitm an S-
shape to exit. As well gsas de bourrée vitfor travelling, other steps used
frequently are turningontretemps de gavottgas échappéeandjetés chassés
Atypical of Baroque dance is the the jumping/skimgnalong the floor, side to
side, forwards and back, and around on page 5hmigo appears i@Bhaconne
Darlequin de Monsieur delslontagne The inclusion of head and arm gestures
and poses demonstrate ttemmedia dell'arteharacter required for the dance
and standing in fourth position, being a typicatleguin stancé? Introduction
and first page of manuscript have been includeditov a comparison with the
published edition.

2| jttle and Marsh, 1992. 138.

13 For further discussion of this dance compositiea gp. 87-98. The accompanying DVD includes this
dance in performance, which is then repeated withges of the period from which the character of the
dance has been recreated.
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Dance Title: Entrée d’arlequin

Dance Composer: Anonymous

Music Composer: Lully, Jean-Baptiste, 1632—-1687.

Date: 1748

Notation Source: Ms fr.14884, Bibliothéque Nationale, Paris, pp-13.

Music Source: Le bourgeois gentilhommBallet des nation§1670), Act IV. LWV
43/36.

Catalogue Nos: L&M 2760 (FL not classified. Se@haconne d’Arlequinp. 296)

Dance For: Male solo

Note: Includes arm and head gestures.
Uses the same music as @maconne Darlequin de Monsieur dela

MontagneandChaconne d’Arlequin

Description: 56 bars
Dance: 6 pages Beauchamp—Feuillet Notation

Musical Form: Resembling variation form (ABCDB)

The dance travels very little. Exceptions beinggpag14) of quick steps in a

circle, a jumping backwards sequence turning feéteén out six times on page 4
(16) and the backwards travelliohassé®n page 5 (17). Directions for hat and
arm gestures are included, as @racoon for a Harlequialthough not with such

a detailed description.

Frequently used steps get¢ chassegarticularly ornpage 3 (15), and
incorporated with turning on page 6 (18). The umalisise of step sequences of
more than a bar, similar ©haconne Darlequin de Monsieur défentagne

page 4 (16), in bars 33—-37 using a four-count secpieand arm gestures on page
5@17)"

4 For further discussion of this dance compositiea gp. 87-98, and its music 127-128.
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Not available to be concluded:

Dance Title:
Dance Composer:
Music Composer:
Date:

Notation Source:

Music Source:

Catalogue Nos:
Dance For:
Note:

Chaconne d’Arlequin

Feuillet, Raoul-Auger, 1659/0-1710.

Lully, Jean Baptiste, 1632—1687.

1695-1710, notated 1705-1720.

Recueil de danseBrivate collection.

Le bourgeois gentilhommBallet des nation§1670), Act IV. LWV
43/36.

FL Ms05.2/01 (L&M not listed)

Male solo

Notation: Similar td&Entrée d’arlequirwith significant difference in
the ending?

Uses the same music as @naconne Darlequin de Monsieur dela

MontagneandEntrée d’arlequin

15 ancelot, 1996. 311.
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Appendix C

Twentieth Century Choreographies Titled Chaconne oto Chaconne-Titled Music—A Selective List

Choreographer Title

Balanchine, George, 1904-1983. Chaconne

Childs, Lucinda, 1940—- Chacony

Childs, Lucinda, 1940- Hungarian Rock
Forsythe, William, 1949— Artifact (1984)
Forsythe, William, 1949— Steptext (1985)
Forsythe, William, 1949— Artifact Suite (2006)

! Includes dances titled Chaconne as well as choapbies to chaconne music

Music Composer

Gluckstiph Willibald Ritter von,
Orphée et Euridice

Britten, Benjamin,

Premiere

Hamburg State Opera, 1963.
Reworked for New York City
Ballet, 1976.

White Oak Dance Project, 2002.

Quartets, strings, no. 2, op. 36. Chacony

Ligeti, Gyor$923—
Hungarian Rock (chaconne)

Bach, Joh&ebastian, 1685-1750
Partita, violin, BWV 1004. Chaconne

Bach, Joh&ebastian, 1685—-1750
Partita, violin, BWV 1004. Chaconne

Badiohann Sebastian, 1685-1750
Partita, violin, BWV 1004. Chaconne

Lucinda Childs Dance Foundation,
1986.
Frankfurt Ballet, 1984.

Aterballetto, 1985.

Scottish Ballet, 2004.
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Limon, José, 1908-1972

Martins, Peter

Jones, Bill T., 1952—

Massine, Leonid

Tharp, Twyla

Tomasson, Helgi

Chaconne

Adams Violin Concerto

Chaconne

Choreartium

Bach Partita

Chaconne for piano and two Handel, George Frideric, 1685-1757.

dancers

Bach, Johann Sebastian, 1685-1750 Humphrey—Weidman Company,
Partita, violin, BWV 1004. Chaconne. 1942.

Arr. Ferruccio Busoni for piano.

Adams, Jol94 7

Concertos, violin, orchestra (1993)

Bach, Johann Seladi685-1750
Partita, violin, BWV 1004. Chaconne

Brahms, Johann 1833189
Symphonies, no. 4, op. 98, E minor.

Bach, Johann Sebasté8541750

Partita, violin, BWV 1004

New York City Ballet, 1995.

Bill T. Jones/ Arnie Zane Company,
2004.

Colonel de Basil's Ballet Russe de
Monte Carlo, 1933
American Ballet Theater, 1983.

San Francistie31999
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Appendix D

Music Before 1800 Identified as Chaconnes—A Selee#i List

Anglebert, Jean Henry d’, 1628-1691.
Piéces de clavecin. Premiere suite. Chaconne randea

Piéces de clavecin. Quatrieme suite. Chaconne aande

Bach, Johann Christian, 1735-1782
Amadis de GauleChaconne

Bach, Johann Sebastian, 1685-1750
Sonaten und Partiten, violin, BWV 1001-1006. Partiip. 2. Chaconne

Biber, Heinrich Ignaz Franz, 1644-1704.

Ciacona, violin

Blow, John, d. 1708.
Chaconne, keyboard, G minor

Chaconne, violins (2), viola, continuo, G major

Bohm, Georg, 1661-1733.
Chaconne, G major

Buxtehude, Dietrich, 1637-1707.

Chaconnes, organ, BuxWV 159, C minor

Chaconnes, organ, BuxWV 160, E minor
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Campra, André, 1660-1774.
L’Europe galante Chaconne

Fétes vénitienne€haconne

Charpentier, Marc-Antoine, 1644—-1704.
Médée. Chaconne (Act Il, Sc. 7)

Sonate a huit, H.548, C major. Chaconne

Clerambault, Louis Nicolas, 1676-1749.

Sonatas, no. 5. Chaconne

Corbetta, Francescoc.1615-1681.
Guitarre royale (1671). Caprice de chaconne

Corelli, Arcangelo, 1653-1713.
Trio sonatas, op. 2. No. 12, G major

Couperin, Francois, 1668-1733.
Pieces de clavecin. Premier liviea Favorite(Chaconne-Rondeau

Couperin, Louis, ca. 1626-1661.
Chaconnes, harpsichord, B. 121, G minor

Eckelt, Johann Valentin, 1673-1732.
Chaconne, harpsichord, C major

Ferrari della Tiorba, Benedetto,c.1603-1681.
Incoronazione di Poppe&ur ti miro, pur ti godo

Fischer, Johann Kaspar Ferdinand,c.1665-1746.
Pieces de clavecin

Frescobaldi, Girolamo, 1583—1643.

Toccate e partite d’'intavolatura di cimbalo e oan
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Geminiani, Francesco, 1687-1762.

Chaconne in D minor on a Corelli theme

Gluck, Christoph Willibald, Ritter von, 1714-1787.
Alceste(Paris). Chaconne
AlessandroCiaconna
Armide Chaconne
Iphigénie en AulideChaconne
Iphigénie en AulidéParis). Chaconne (Lentement)
Orphée et EurydiceChaconne

Paride ed ElenaCiaccona e gavotte

Grabu, Louis, d. 1694.
Albion and AlbaniusChaconne

Handel, George Frideric, 1685-1759.
Almira. Chaconne
Chaconnes, harpsichord, HWV 435, G major
Chaconnes, harpsichord, HWV 442, G major
Chaconnes, harpsichord, HWV 484, C major
Chaconnes, harpsichord, HWV 486, G minor
Suites, harpsichord, HWV 430, E major. Chaconnetttéamious Blacksmith)
Suites, harpsichord, HWV 448, D minor. Chaconne
Suites, harpsichord, HWV 453, G minor. Chaconne
Suites, harpsichords (2), HWV 446, C minor. Chaeonn

Jommelli, Nicolo, 1714-1774.

Periodical overture (The celebrated overture amdugte chaconne)

Lully, Jean Baptiste, 1632—1687.
Acis et GalateeChaconne
Achille et PolyxéneChaconne
Alcidiane Petit chaconne pour les Plaisirs
Alcidiane Chaconne “Les Maures”
Amadis Chaconne
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L’Amour médecinOuverture

Atys Chaconne

Bourgeois gentilhomm®allets des NationgChaconne les Scaramouches,
Trivilens et Arlequins.

Cadmus et Hermione

Carnaval mascarade (LWV 52). Chaconne d’Arlequin, pourSearamouches et
les trivelins

Muses Chaconne “Les Magiciens”

Phaeton Chaconne

Plusieurs pieces de symphonie

Psyché Chaconne

Roland Chaconne

Temple de la paixXChaconne

ThéséeChaconne

Triomphe de '’AmourEntrée de mars et des Amours

Triomphe de ’AmourChaconne (Bacchus, Indiens, Ariane ed dames Gesgq

Trios pour le coucher du Roi. Chaconne

Lully, Jean Baptiste, 1632-1687 / Anglebert, J. Hen d’ (Jean Henry), 1628-1691.
Acis et GalateeChaconne; arr. (Arranged for harpsichord)

Phaeton Chaconne; arr. (Arranged for harpsichord)

Marais, Marin, 1656-1728.

Pieces a deux violes du premier livre. Chaconne

Marcello, Benedetto, 1686—1739.

Stravaganza, SF C703, in C major, ciaccona comaxiani

Meder, Johann Valentin, 1649-1719.
Chaconne, violins (2), continuo

Méhul, Etienne Nicolas, 1763-1817.

Adrien Chaconne

Le jugement de Pari€haconne
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Monteverdi, Claudio, 1567-1643.
Zefiro Torna, a 2 voci

Morel, Jacques, fl.c.1700-1740.

Piéces de violle, ler livre. Chaconne en trio

Mozart, Wolfgang Amadeus, 1756-1791.
IdomeneoNettuno s’onori, quell nome risoni (Intermezzo)

IdomeneoAct Ill, Scena Ultima (Ballet)

Muffat, Gottlieb, 1690?-1770.

Componimenti musicali

Pachelbel, Johann, 1653-1706.
Chaconnes, organ, F minor
Chaconnes, organ, D major

Chaconnes, organ, D minor

Purcell, Henry, 1659-1695.
Chaconnes, strings, Z 730, G minor
Fantasias, Z 731
Fairy Queen Chaconne (Dance for Chinese man and woman) (Act V
Gordian knot unty’dZ597). Chaconne
King Arthur. Chaconne
Suites, harpsichord, Z. 661, G minor. Chaconne.

Timon of AthensChaconne

Rameau, Jean-Philippe, 1683-1764.
Hippolyte et Aricie Chaconne (Act V)
Les Indes Galante€haconne
Platée Chaconne (Act lll. Sc 3)
Pygmalion Chaconne (Sc. IV)
Chaconne et musette
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Traetta, Tommaso 1727-1779.
Antigona Festa che termina lo spettacolo (Chaconne)

Vitali, Tommaso Antonio, 1663-1745.

Chaconnes, violin, continuo, G minor

Weiss, Silvius Leopold, 1686—1750.

Ciacona
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Appendix E
Music After 1800 Identified as Chaconnes—A SelectivList

Absil, Jean, 1893-1974.
Chaconne, violin, op. 69 (1949)

Adams, John 1947-
Concertos, violin, orchestra (1993). Chaconne: Bbaywugh Which the Dream
Flows.

Bach, Johann Sebastian, 1685-1750 / Brahms, Johasn&833-1897.
Sonaten und Partiten, violin, BWV 1001-1006. Paytio. 2. Chaconne; arr.
(Arranged for piano, left hand)

Bach, Johann Sebastian, 1685—-1750 / Busoni, Ferrimcl866—-1924.
Sonaten und Partiten, violin, BWV 1001-1006. Paytio. 2. Chaconne; arr.
(Arranged for piano)

Bach, Johann Sebastian, 1685-1750 / Mendelssohn-Beidy, Felix, 1809-1847.
Sonaten und Partiten, violin, BWV 1001-1006. Paytito. 2. Chaconne; arr.
(Arranged for violin and piano)

Bach, Johann Sebastian, 1685-1750 / Schumann, Rahé&810-1856.
Sonaten und Partiten, violin, BWV 1001-1006; akrrénged for violin and

piano)

! This list includes works either titled “chaconr(@hd its variant spellings) or referred to by eittie
composer of scholars as being chaconne-like. Tter lre indicated with *
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Bach, Johann Sebastian, 1685-1750 / Sarkozy, Gengel
Sonaten und Partiten, violin, BWV 1001-1006. Partin. 2. Chaconne; arr .
(Arranged for guitar)

Bach, Johann Sebastian 1685-17-50 / Segovia, André893-1987.
Sonaten und Partiten, violin, BWV 1001-1006. Partio. 2. Chaconne; arr .
(Arranged for guitar)

Bach, Johann Sebastian, 1685-1750 / Wilhelmj, Augii4845-1908.
Sonaten und Partiten, violin, BWV 1001-1006. Partip. 2. Chaconne; arr .

(Arranged for violin and orchestra)

Badings, Henk, 1907—
Chaconne, trumpet, electronic music (1965)

Bartok, Béla, 1881-1945
Sonatas, violin. Tempo di ciaccona

Baxter, Leigh.
Chaconne, organ

Beethoven, Ludwig van, 1770-1827.
32 Variations on an original theme (WoO 80)

*Quartet, strings, no. 11, op. 95 F minor. Allegssai vivace ma serioso (1810)

Berg, Alban. 1885-1935.
*Wozzeck. Act |, Scene 4

Brahms, Johannes, 1833-1897
*Symphonies, no. 4, op. 98, E minor. Allegro eneoge passionate. (1884-5)

Britten, Benjamin, 1913-1976.
Quartets, strings, no. 2, op. 36 (1945)

Buxtehude, Dietrich, 1637-1707 / Harris, William Hary, 1883-1973
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Chaconnes, organ, BuxWV 160, E minor; arr. (Arrahfyge 2 pianos)

Cherubini, Luigi, 1760-1842
Anacréon Chaccone

Chaminade, Cecile, 1857-1944.

Chaconne, piano, op. 8

Corigliano, John 1938—
Red violin Chaconne

Symphonies, no. 1. Chaconne : Giulio’s son

Davidovsky, Mario, 1934—
Chaconne, piano trio

Dello Joio, Norman, 1913—
Variations, chaconne e finale

Dyson, George, 1883-1964.
Prelude, fantasy and chaconne, violoncello, orchest

Farguhar, David, 1928-2007.
Chaconne for solo cello (2001)

Ferko, Frank, 1950-

Angels: chaconne for organ

Frederichs, Henning, 1936-2003.

Ciaconia Uber “Vater unser im Himmelreich”

Glass, Philip, 1937—
*SatyagrahaThe Kuru Field of Justice

Gubaidulina, Sofia Asgatovna, 1931—
Chaconne, piano (1963)
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Handel, George Frideric, 1685-1759 / Liszt, Fran4,811-1886.
Almira. Chaconne; arr. (Arranged for piano)

Handel, George Frideric, 1685-1759. / Vermes, Méria
Chaconnes, harpsichord, HWV 435, G major; arr.dAged for violin and viola)

Harris, Ross, 1945—

Chaconne for solo viola

Henze, Hans Werner, 1926—
Vitalino raddoppiato : ciacona per violino concettaed orchestra da camera
(1977)

Holst, Gustav, 1874-1934.
Suites, band, op. 28. No. 1, E-flat major. Chaconne

Ligeti, Gyorgy, 1923—
Hungarian rock : chaconne : fur cembalo

Lilburn, Douglas, 1915-2001.
Chaconne, piano (1946)

Locklair, Dan, 1949—
Sonata da cheisa (1998). Faith and aspiration:ocimec

Marshall, Christopher, 1956—
Chaconne

Martin, Frank, 1890-1974.
Chaconne, violoncello, piano

Matthews, Colin, 1946—
Chaconne with chorale, violin, piano

Three-part chaconne, string trio, piano (left-hand)
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Matthews, David, 1943—
Chaconne, orchestra, op. 43

Nielsen, Carl, 1865-1931.
Chaconne, piano, op. 32, (1916)

Orff, Carl, 1895-1982.
Music for children. Chaconne

Reger, Max, 1873-1916.
Sonatas, violin, op. 42. No. 4, G minor

Sonatas, violin, op. 91. No. 7, A minor (with chane)

Preludes and fugues, violin, op. 117. No. 4, G m{@haconne)

Reimann, Heinrich, 1850-1906.
Chaconne, organ, op. 32, F minor

Respighi, Ottorino, 1879-1936.
Chaconne

Rorem, Ned, 1923—
Quartets, strings, no. 3

Roubier, Henri.

Chaconne : pour le piano

Sanders, Bernard Wayne
Chaconne und Fuge in C Uber Salve Regina

Saxton, Robert, 1953—
Chaconnes, piano, 1 hand

Wells, John, 1948—
Chaconne, violin (1979)
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Chaconne, 2 violins (1979)

Wernick, Richard, 1934—
Sonatas, violin, piano. ... in the manner of a chaeon

Wolpe, Stefan, 1902-1972.

Dance in form of a chaconne
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Appendix F
Track Listing and Description of Accompanying DVD

Two Chaconnes

Chacone of Amadis
A dance by Anthony L’Abbé,
to music by Jean-Baptiste Lully.

Chacoon for a Harlequin
A dance by Francois Le Roussau,
with music attributed to Marc-Antoine Charpentier.

Performed by
Keith McEwing,

at 225 Aro St, on the 19 November 2007,

accompanied by the musicians

Andrea Oliver (Baroque flute)
and Robert Oliver (Bass viol).

Costumes by Jane Woodhall

Filmed by Paul Wolffram

Performed in the company of Professor David Camelzinet Hughes, Georgia Hughes
and Jennifer Shennan.
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Track 1Chacone of Amadis

Track 2Chacoon for a Harlequin

Track 3Chacone of Amadiwith subtitles identifying rhetorical structure

Track 4Chacoon for a Harlequimvith illustrations that have inspired this intesfation

of the dance
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Anacrusis

Baroque

Character

Confirmation

Confutation

Contretemps

Dance

Glossary

“From the Greelanakrousis ‘a striking up’. An unstressed note or
group of notes at the beginning of a phrase of cpéisiming an
upbeat. The term is also used of poetic metre.” GNP

“... commonly applied to music of the period600-€.1750..."
(NOCM). It was preceded by the Renaissance anoviielll by the
Classical periods. It also encompasses the Rocargodp which was
early eighteenth century and primarily French.

The affect or mood inherent in a particular typelafce (in contrast
to the structure of dance-type.

Either third or fourth section of the four- anddipart classification
of rhetorical theory. “... tries to convince the audience with
various proofs.” (Mather, 1987. 88). “Proof of higgument.”
(Ranum, 1986. 29).

Either third or fourth section of the five-part s$afication of
rhetorical theory (This section is omitted for the four-part
classification). “... aggressively counters all ogpgsarguments;
here the discourse reaches its highest emotioa&l' p@Mather,
1987. 88).

The order ofConfirmation and Confutation sections can be
reversed to bring the peak or climax into the tiiiedmiddle)
section of the work.

A step-unit that begins by hopping onto one fodte Titeral
definition of the word “against time” refers to thimk on the strong
beat of the bar, as opposed to the “riseteonpswhich was
considered natural.

(n,Vv) Used in this thesis in the broadest sense—ag@essive
activity and in composition of artwork.

®NOCM The New Oxford Companion to Musied. Denis Arnold. Oxford: Oxford University Press

1983.
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Dance
composition

Dance feel

Dance music

Dance notation

Dance spirit

Dance-type

Danceable music /
Dance-like music

Denouement

Exordium

Intrigue

Hemiola

A specifically choreographed piece. The twentiethtary
equivalent term “choreography” in the Baroque peeneeant the
writing down or notating of dances, and hence énentis avoided
when referring to Baroque dance-compositions. &iryil‘dance
composer” is used instead of “choreographer.”

An inspiration of movement expressed by music Wed not written
expressly for dance (see aBance spirit). Can be related to a
particulardance-type(e.g. “... the feel of a waltz”), but does not
necessarily last or remain the same for the epigee of music.
Equally, it can refer as much to a performance a$imas it does to
the original music composition.

Music written expressly for performance in conjumctwith dance,
either specifically choreographed work or in moeagral social
dancing. (See alddanceable music

A written recording of a dance composition in angerdized
schema (e.g. Beauchamp-Feuillet notation or Kirretoigy/
Labanotation).

The presence of a sense of movement in a musiogbasition,
although not usually specific to a dance-type édseCharacter
andDance fee).

A patrticular type of dance, e.g. chaconne, bouréxuet, waltz etc.
(The expression “dance form” is avoided to preeamtfusion of the
association of “form” referring to structure, evgriation form,
rondo form, rhetorical form etc.)

Music composed that reflectdance feelbut is not intended for the
purpose of dancing to, but rather a music-onlygreraince.

Closing section of the three-part classificatiopoétic action It is
the equivalent to final parPeroration) of the five-part
classification (Mather, 1987. 87).

Beginning of the four- and five-part classificatiofrhetoric
theory “... addresses the listeners, alluding subtly tocthing
theme” (Mather. 1987. 88). “... serves as a preludeetting the
mood” (Ranum, 1986. 28).

Middle section of the three-part classificatiorpogtic action It is
the equivalent to th€onfirmation andConfutation of the five-part
classification. (Mather, 1987, 87-88).

“A term derived from the Greek, meaning ‘a whol& anhalf’,
indicates the ration of 3:2. In modern musical tiotg a hemiola
occurs when two bars in triple meter (e.g. 3/2)padormed as if
they were notated as three bars in duple mete), @4ice versa.”
(NOCM)

It can occur either independently within the muwic dance
rhythm, or between music and dance rhythms assimgnuet.
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Movement

Narration

Period

Peroration

Phrase

Poetic action

Presence

Proposition

Rhetorical theory

Section

Step-unit

Structure

“A term used in connection with musical forms (sashthe sonata,
symphony, concerto etc.) that consist of a numbsubstantial
sections, each one being called a ‘movement’...” (NQC

Second section of the four- and five-part clasaifan ofrhetorical
theory. States the main theme. (Mather, 1987. 88). “..ukhbe
emphatic (e.g. an exclamation)...” (Ranum, 1986. 29).

Can be followed by a third section, after the naraintroduces the
main theme, a proposition states it more fully.

A section of prose, music or dance that consista&/ofor more
phrases.

Final section of the four- and five-part classifioa of rhetorical
theory. A “winding up” with a restating of the main therfiather,
1987. 88). A conclusion (Ranum, 1986. 30).

A section of prose, music or dance that consistssihgle
statement, finishing with a cadence of some kind.

A three-part theory for the structure of prose dediin the
seventeenth century, being formulated by BernardyLé1668).
Also applicable to other arts.

The guest of honour at a ball, often the king ¢emuvho would be
seated centre front, and to whom the dance woulatib®arily
danced for.

Beginning of three-part classification pdetic action It is the
introduction of the subject. It is the equivalemtite combination of
Exordium andNarration of the five-part classification (Mather,
1987. 87).

A five-part classification for the structure of peodevised in the
seventeenth century. Also applied to other arts.

In this thesis this word has been reserved to tefarportion of the
dance pertaining to a specific element of rhetbstacture in
chapter three, and a portion of the music pertgitona specific part
of the musical structure in chapter four. In bdtlhmters a section
consists of several periods forming part of a masetnor work.

A predetermined configuration of movements, steqbsteansfers of
weight, for examplgas de bourrégemps de couranteontretemps
de gavotteetc.

The actual layout of the dance/music in terms eflibats, bars,
phrases, periods, sections etc. Some terms ac#ispe music
(e.g. the structures of melody and harmony); otappy to both
dance and music (e.g. the structures of rhythnrlaeibric).
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