Chapter One
Early Modern Dance Fundamentals Types and Sources

In Anthropology and the Dance: Ten Lectu(g€891, 2004), DridVilliams argues
that gestures do not have universal meanings; they are, in fact, quite arbitrary:
Different ethnicities have generated different values for the dimensions of right/left,
up/down, front/back, inside/outside to choose obvious instancles ocbhception
fields in which dances or any human action take place. These contrary oppositions
do notmeanthe same things crossilturally
This dissertation argues that the variability and arbitrariness of gestural meaning Williams
identifies acrossudtures also applies to danagshin cultures ancécross time. ldeed the
instability of gestural meaning lies at the heart of early modern anxiety about dancing. The
social, religious, and political contexh whichdancesccurred affected their meaug.
This is why, as Williams phr asehsycaniot dances
Astand o0butmust be histaisisad and contextualised to be understood.
Dance may be ephemeral, litukeaves many traces behirfdecing together
dance references in printed and manuscript sources creates a picture of what the dances of
the early modern period were like and in what sorts of contexts they occurred. Dancing
manuals and choreographic descriptions explain dance steps andRgfeesnces in
plays and treatises convey styling and associatietsolarly works increasingly draw on
the practical, kinaesthetic reseanfldance reconstructors and viegersa, leading to

more accurate readings of texts and more historically infore@mhstructionsn

addition, he Records of Early English Drama project has naagessibldwundreds of

! Drid Williams, Anthropology and the Dance: Ten Lectuf@sbana, IL: University of lllinois
Press, 1991, 2004), 251.
2 Williams, Anthropology and the Dancp. 248.
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relevantexcerpts from archival sourcéEheexcerpts rarely name or describe the dances
done, but theylo provide evidence oifho danced, when, wherand for what occasions
While each of these types of sources only illuminates certain agpelstncing
together they provide a more nuanced understanding of the physical and social aspects of
dancing in sixteenthand seventeenthentury England. This important, because it is
not possible to assesstically the complaints of antlance writers if one is not familiar
with the dances about which they complain. Nor can one distingmisingclever,
unusualand generic usages of dancing in plays aadques unless one is familiar with
the characteristicsf the dancesvoked Similarly, because dancing alway&eaplace
within a paticular context and environmerknowingmore about the original contexts in
which dances like the galliard and volta e@erformednables moderday dancers and
reconstructors to create more accurate, historically informed reconstructions and
performances of these danceEmally, compiling brief references fromwide variety of
source gives a clearer sense of tearacteristics aflancedike the jig and hornpipéhat

are not described in any of the extdahcing manual

Defining Dance

When someone mentioned dance or dancing in the early modern period, what did
he or she | i kely have in mind? In the early
wide variety of movements done by people (and occasionally animals) to music. These
movemeis were either choreographed or improvised. Choreographed dances had
predetermined arrangements of steps that were learned by dancers and performed in the

same way each time they did that dance. Improvised dances involved making up a new
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series of movemesieach time the dancewasdoned anci ng fiaf ®er sundri e
Improvisations were not completely random movements, however. They drew from a

known body of dance steps and had to take into account the rhythms and structure of the

music? There were also hybrid forms. Dances like the galliard and the canary incorporated

improvised solos into a larger choreographed duet structure. Afemadde couple

(@

performed the opening, closing, amdandichorus
womantook turns improvising four to sixteen musical bars worth of kicks and jumps (for
the galliard) or stamps and toe taps (for the cartdd@ncing masters also encouraged
experienced dancers to use embeldtheshments or
regul ar or f niedinchoradgdpheddandes speci f

The term Adanced in this periodayencompass
observers might define otherwise. These include rope dancing, which was almost identical
to what we call tigtropewalking, and processional dancing, which we might describe
today as marching, parading, or simply walKki
invoked metaphorically to describe the motion of objects, especially when that motion was
deemed unusudlether notably agitated and chaotic or surprisingly ordered and rhythmic.
For examplein theagricultural guideMarkhams farwell to husband({620),Gervase

Markhamexplains thaif a farmercoves the ground with long strips of cloth with feathers

®%G. Yvonne Kendall, #AOrnamentCatnitamr ya md nlcrap rdo v ins a t
Improvisation in the Arts of the Middle Ages and Renaissautd imothy McGee (Kalamazoo,
MI: Medieval Institute Publications, Western Michigan University, 2003), p. 174

“‘Barbara Sparti, fAlmprovisation and E®&bel |l i shment
SixteenthiCe nt ur y | t alinprovigation in theMdsipe 122, 118.
*Kendall, fiOrnamentation and CouplyDanceo§ at hen, 0 p.

Renai sAsaNiecwve Tr ansl ati on and @GDO)ed amdtrarsflulia he Nobi |t
Sutton (New York: Dover Publications, 1995), p. 164.

®Jenni fer Nevile, fADisorder in Order: Improvisat.:
Fifteet h and Si xt e e nt him@avisation in thelstp.dd7i n Mc Ge e,
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knit into them, dAwith ev dancetulneaadarove ammdt, wi n

which keepsrows and other birds away from newly planted corn

Sourcesfor Early Dance

References to dancing appear in a myriggrioitedand manuscript sourges
demonstrating theisibility of dancan early modern English societ& search on the term
Adanceodo and its var inheEaly BnglishBaks®Onlite5 50 and
(EEBO)collectionreturnsover 14,000 referencesmmore thar8,000 textsand tkere are
also references &pecific dance typesuch as the galliard and figSee Table 1pance
references in a number of texts examined in this dissertation were initially discovered via
such searches, includimgthe dictionary entries mentionedthis chapter, the plays
examined in Chapter 2, and the sermons and biblical commentaries discussed in Chapter 3.
Interestingly, although music in early modern England has received much more attention
from scholars than dance has, the number of referemoessic and dance in the
searchabl e EEBO texts is quite similar: f
3,077 records, while fidanceo and its var.i

there is a wealth of references to dancing in edrstources that has yet to be explored.

" Gervase Markhamylarkhams farwell to husbandry or, The inriching of all sorts of barren and
sterill grounds in our kingdome, to be as fruitfull in all manner of graine, pulsegeasse as the

best grounds whatsoeuer together with the anoyances, and preseruation of all graine and seede,
from one yeare to many yearg®ndon, 1620), p. 88.

8 As of September 2011, the EEBO collection contaowent 128,000 works printed between 1473

de

16

mu s

ant

and 1700. Howevey nl ess t he search ter m appireigefaceton t he wo

search the collection only finds references from the approximately 32,800 fully searchable,
transcribed texts not from the entire collection.
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DanceReferencesn the Early English Books OnlineCollection

Search Term Number of References| Number of Records
dance the canary 8 8
coranto 106 39
corranto 11 8
127 48
country dances 34 27
dance 14,338 2,924
da~ce 56 42
dau-ce 87 65
14,481 3,031
galliard 665 202
dance the hay 6 6
hornpipe 30 21
jigge 73 55
dance la volta 2 2
lavolta 17 11
levolto 2 2
21 15
dance the morris 10 10
morrice dance 44 37
54 37
pavan 131 8
pavane 8 4
pavin 138 43
277 55

Table 1: Dance references found by searching the approximaBe000searchable texts
in the E%gly English Books Online (EEB®)llectionfor works published between 1550
and 1650.

° These redgits include spellingandpasf-s peech variants such as fAdaunce
wellassomenocn el evant phrases containing variants, suc
Certain spelling variants ar e ndnustlkesdachadht i c, suc
separately. Searches were not informative for many dance types, such as the almain, old measures,

carole, and branle, because the majority of references found referreddanenusages.

Searching fAdaunce t h passagesforthe Hayandcadnarg butretdl mssed e v a n't
references with different phrasing. Searches were done on 26 September 2011: there were 128,070

total records in the EEBO collection, 32,863 searchable or keyed full text records, and 13,003

searchable wokkprinted between 1550 and 1650.
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There are also numerous references to dance in archival sources, such as court
records, account books, and personal correspondeacke.archival records are used in
succeeding chapteralthough these sources rarely include choreographic descriptions,
they often contain valuable contextual details, such as wla@@ngoccurredat what
time of day, and the number, agggtus, and gender of the dancers. Oftentirhes, i
possible to astain whether the daimg in question was sanctioned or illidigpical or
unusualMost importantly, these records provide glimpses of early modern daitcesss
practicedsupplementing and sometimes complicating depictions of dancmgris
theoreical didactic and polemical sources, such as dancing manuals addracei
treatises.

Most of what we know about the dance steps and choreographies of the mid
sixteenth to mieseventeenth centuries comes from a dozen or so instruction manuals
written by dancing masters and dance enthusiasts from across Edfeprenats vary,
but all the extant dancing manuals provide one or more of the following: step
descriptions, set choreographies for different dance types, accompanying music,
accompanying illustrationsecommendations for performance, rules of ballroom
etiquette, and defences or rationales for dancing based on-Boatan writings, biblical
passages, and historical precedents. All of these manuals are aimed at elite audiences and
describe courtdances,i t h t he except i Omchémdgraphidis8d),not Ar bee
which is addressed to a middlisgatus audience and contains a mix of courtly and rustic
dances. A handful of the manuals are comprehensive enough to enafhézlfidtl

reconstructions of clieographied most notably the manuals of Fabritio Caroso, Cesare

Y3List of Dance Treatises and ManuDawe i pts, Moder
Spectacle, and the Body Politick, 12bf6Q ed. Jennifer Nevile (Bloomington, IN: Indiana
University Press, 2008), pp. 3B29.



Chapterl: Early Modern Dance Fundamentals: Types Sources 48

Negri, and Thoinot Arbedu but some of the less stépcused manuals, such as Juan de

Esqui v el Didtarsossobreoebaste del danzad®42), provide welcome details

about dance instruion, styling, and dance competitiot's.
In Renaissanc8panish, there were two types ohdag, which had distinct names:

danzador courtly, elite dances arzhilesfor the dances of the lower social classes.

However, English speakers used the term fAdan

commoners? This lack of distinction in terminology might indicate that Englishmen and

women did not distinguish beeen elie and norelite dance stylebut the many

references in English conduct manuals and educational treatises to the importance of

dancing in a style that matched oneds soci al
At the same time, even though most dancing manuakddressed to aristocrats,

in England, at least, there was broad knowledge of, and wide participation in, court dances

outside of the target audience. Frample, middlingstatus as well as higstatusyoung

men at thénns of Courtwere expected to be &lo dance galliards, corantos, and other

court dance&® Similarly, there is evidence of aristocratic men and women watelnidg

performing country dancédHowever, they did not usually dance them in public or in

“"Dance fistylingd refers to a variety of subtle m
perception of a performance. Aspects of styling
or Afenergyo of movement s, safion & theoafms, heightpfs | degr ee

elevations and depth of knee bends, smoothness of transitions between steps, number and

complexity of embellishments, and use of the Italian technique qaliezheggiarsor

Apeacockingo to accent utahtee dtaonrcseor 6nso vceanpeen tosr bsyk i nmat
121 ynn Matluck BrooksThe Art of Dancing in Seventeei@lentury Spain: Juan de Esquivel

Navarro and His WorldLewisburg, PA: Bucknell University Press, 2003), p. 33.

¥David R. Wil son, #f D alHigstorical@anced, not S E87986n& of Cour t ,

Thereis even a fifteerdhe nt ury bal |l ad, ACol kel bi e Sow, 0 in wh
perform basse dances and other courtly dances. (
Country Dance before Playfqrddournal of the English Folk Dance and Song So@eho. 2

(1937): 93))

“Wood, fiiSome Notes on the Engl-BP5®n50muary1600y Danc e
Rowland Whyte wrote that although she had just had her favouriteathef Essex imfisoned,
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mixed-status company, and observers neeceptions such as when fAthe co
perfornrediia pl easant daunce with taber and pipebo
1591, nAand the Lord Montagu and Lady among t
beholders, and the gentle applause of hif Mas i e . 0

Unfortunately, there are no surviving English dancing manuals for the period
between the compilation of music and dance instructions known as the Gresley manuscript
(c.1500) and t he pubheEnglshDawing Madtét6dlgwhich Pl ay f or
areboth outside the time frame of this dissertatibHowever, two French dancing masters
in the employ of George Villiers, the Marquess and later Duke of Buckingham, each wrote
a dancing manual in the early seventeenth century, whictdéwigated to thefEnglish
patron, and there are a handful of choreographic descriptions of the group of English
processional dances known as the measures or old measures that survive in the personal

papers ofnns of Courgffiliates!’ In addition, the afrementioned Continental dancing

manuals provide choreographies and conduct rules for dances known in Efiglérile. it

throughout the Christmas seadtlizabeth | made a point to appear in public and watch her ladies

dance fithe ol d awithkthetadbovandthepipddr  Ad a e slevesofthe c k| and,
Queens of England, from the Norman Conquest, Maties of Their Courtd_ondon, 1844), vol. 7,

p. 245, quoting the Sidney Papers, vol. 2, p. 156.)

®Wood, fSome Notes on the English Country Dance
ed., TheProgressesnd Public Processions of Queen Elizalgtbndon, 1823), vol. 3, p. 95.

® The Gresley Manuscript is a small book containing tweitehoreographies and tunes, collated

with Latin prayers and other unassociated materials by John Banys (c.1500) in Derliyatide. (

Fal | odheSresle®ance Col | e Rdyal Musical Associtiof Research Chronicle

29 (1996): 2.) Fallowsd article incThekEhglish a tr ans
Dancing Mastef1651) was the first dancing manual of English dances to be pedblis England

or Europe, and includes step descriptions and music for each dance. John Playford, incidentally,

was not a dancing master, but a music publisher, and it is not clear whether he or an associate

collected the dances.

" Barthélemy Montagut arferancois de Lauzéouange de la Dans&623,ed. Barbara

Ravel hofer (Cambridge: RTM Publications, 2000),
3. See discussion below of the old measures.

'8 Anne Daye, compA Lively Shape of Dauncing: DancesStfakespeare's Tinf8alisbury,

Wiltshire: Dolmetsch Historical Dance Society, 1994).
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is certainly possible that tleanariodanced in Italy may have varied somewhat from the

canary danced in England, there is substagsalence that traveling dancing masters,

ambassadors, and the households of royal brides spread courtly dance fashions across

Europe’® There is also some evidence that at least the most privileged English readers had

access to Continental dancing manuatsording to a 1605 inventory, Sir Thomas

Bodl eyds | i brary contained a copyllof the 1ta
Ballarino (1581)%° At least for courtly dances, these dancing manualslaoographic

notes enable scholars to constructasomably detailed picture of many of the dances that

appear most frequently in English sources.

Early Dance Studies andHistoriography

MabelD o | me tDancels éf England and France from 1450 to 160h their
Music and Authentic Manner Blerformancg1949) was one of the first scholarly works to
considerEnglish dance in the late Renaissance. Dolmetsch stoudgadal sourcs,
i ncludi ng Rolbief motes 0@ bapsk dancd @5&@)a manuscript
description of the old measur@odleianLibrary, MS Rawlinson Poet108 c. 1570), and
providedinstructionsfor reconstructinglance from those sourceldowever, later dance

hi storians have rerciotnisdirued i Dalsmdtogc ta@sdi ng As

¥ For an excellent discussion of the relevance of Continental dancing manuals to English dance see
Barbara Ravelhofef,he Early Stuart Masque: Dance, Costume, and M@xord: Oxford

University Press, 2006), pp.-P8.

®Smith, fAWhat Did Prince Henry DoEadyiMudicl4Hi s Feet
no. 2 (1986): 201. For this study | will be looking at the expanded and revised ver$ion of

Ballarino, C asrmarsuaNpbilta di Damg1600), as it is available in a modern critical edition

and translation. The two manuals contain most of the same choreographies and images. The main
difference is that the later manual adds additional repetitions to severad tantake them more

symmetrical.
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Aimaj or or nenbedlishments af herownl devisifMoreover, a number of

other sources have since been discovered, including several more versions of the old
measures, which clarify ambiguities in Dol
accurate reconstructiofiSJames Cunninghapublished five additional manuscript

descriptions of the old measurediancing in the Inns of Cou(L965), and David R.

Wilson published a corrected transcription of these in the jottistdrical Dance(1986

1987.%° Records of Early figlish Drama editodames Stokeéeund another version in the
Somersetounty record office, whictvith dance historian Ingrid Braingride discussed in

theREED Newslettein 1992The manuscri ptdés author, John

me

Wi

to thelnns ofCourt but lived his entire life in Devon, supportingJohnVdasd cont ent i on

that the measusavere not just danced at thens of Court but were likely also danced at

balls at court and in English country mandtslost recentlyJan Payne has published a

critical editionof the old measures manuscrift ayne6s scrutiny of the

with theindividual dances makes the work valuable to musicologists as well as dance

historians’® In addition,John Ward and Robert Mullglhave looked at the measuies

Patri J. Pugl i es eDancéiR¥begrchNaumaB, Da 2 (4981): 82X h ? 0

?2 See below for a description of the old measures.

28 James CunningharBancing in the Inns of Cou¢fordan& Sons, Ltd., London, 1965Ravid R.

Wi | son, HfADanci ng HistaricatDanee2, no % ($9870086): &16. &ar did, ind
reconstructing these dances, see Janell e and
and Patri J. Pugliese and Joseph Casazzda Pr acti se f or Dauncinge, o0 1
is available ahttp://mysite.verizon.net/vzeryeh4/dance/Practise%20for%20Dauncinge.html
“James Stokes and Ingrid Brainard, @A6The ol de
ma n u s Recorgstof, Early English Drama Newslett&r, no. 2 (1992)2-3, 6; John Ward,
AApropos 0Th e Recordsef EMg EnglishiDeuna Newsleti®; no. 1 (1993):-3.

?® Jan PayneThe Almain in Britain, ¢.1548.1675(Aldershot, Hanpshire Ashgate 2003)

6 See also Robert WienpaMusic at the Inns of Court during the Reigns of Elizabeth, James, and
Charles(Ann Arbor, MI: University Microfilms International for the Department of Music,

California State University, Northridge, 1979), which includes chapters on dance.

P
9

et
80
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their larger context, includings a component of the revels, the social ehgnthat
followed court masqued

Dance in dramatic performances, namely in court masques and plays, has also
received scholarlgttention Courtmasques were lavigierformances combining poetry,
music, and dance performed by courtiers for their peers. There were spectacles including
dance at the Henrician and Elizabethan courts, but the court masque blossomed under the
patronage of th&tuartmonachs®®E ni d We The Goarr Mhgigse: A Study in the
Relationship between Poetry & the Re@B62 was one of the first studies of the masque
that acknowledged the central role that dance pl&y&dne Daye and Barbara Ravelhofer
have continued to explore the nuances of dance in the masque, illuminating the details of
creation and rehearsal, thevelopment of the antimasque, the relative importance of
dancing compared to other aspectsafgmance, and the role ofasquedancirg in the

St u dargerpolitical and cultural agenddBar bar a REheEailytSwdrter 6 s

’JohnWardfi The Man n e r ,0Bafly MDsicd (1976):i12v1g2; Robert Mullally,

i Moe about tHady Mbse22 0. B @wyusdlods): 44438; and Mullally,

iMeasure as a Chor eogr apbariceReSearchniheiJourndl dfthe St uart M
Society for Dance Researth, no. 1 (1998): 673.

8 See, for example, Stephéngel, The lllusion of Power: Political Theater in the English

Renaissancéerkeley, CA: University of California Press, 1975).

29 Enid Welsford,The Court Masque: A Study in the Relationship between Poetry & the Revels

(Cambridge: Russell &ussell, 1962). For early scholarship on the masque se&timgaEwbank,

A6The El oquence of Masquesod: A Rerassansepecti ve Vi e
Drama: Essays Principally on Masques and EntertainmetsS. Schoenbaum (Evanston, IL:

Northwestern University Press, 1968), pp.-327. Musicologists have been quicker to take an

interest in dancing than literary scholars. See, for example, the discussions of dance and dance

music in Peter Walldvlusic in the English Courtly Masque 160840(Oxford: Clarendon Press,

1996); and Peter HolmaRpur and Twenty Fiddlers: The Violin at the English Court, 25800

(Oxford: Clarendon Press, 1993).

0 see, for example, Barbara Ravelhpield Vi r gi n Wa x 6Mamat erHsaG :;r yUrnvetna b | e
MovementCod s i n t he S {The&olitics oMhesSwarte€oud Masquel.David

Bevington and Peter Holbrooké&mbridge: Cambridge University Press, 1998), pp-242 Anne

Dayei Tor chbear er s i nkartyMesiclmg 2 (Maylo98).24B862uaed 0

DayefiThe Jacobean Anti masque within the Masque Col
Roehampton University, 2008).
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Masque: Dance, Costume, and Mug006)also includes aareful discussion of the
benefits and perils of applying the choreographic descriptions in Conti&emtgdean
dancing manuals to English dan¢éBoth Daye and Ravelhofer are schelaconstructors
who draw on their owexperiences reconstructing dances from primary sotoéaform
thdr readings of dance recordmdRavelhofer highlightsheresearclof other
reconstructors, as weéfl.
Al an Br i Shakespedreandtise Dar(@®81) on the other hand, relies on
internal evidence from the plays themselves much more than on dance manuals or
reconstructions. Brissenden remains the authority forpirgeng how dance functions
wi t hi n Sh ak asfhalkespeai and thé Zagsdrequently cited Y scholars
in many disciplines. However,her e has been | ittle acknowl edg
conclusions about Shakespeareds use of dance
period. For example, whil e Shaktwseygaeroe gi ves
other playwrights, such as John Marston, indicate the type of danaanthieipn, such as
the galliard or corant®
Whereas dances within plays included galliards, corantos, andlatiess
described in dancing manuals, thedathat occurred aft@lays, thejig, retains its
inscrutability.No new sources have emergeahed further light o€harles Read

Baskervilb bypotheses iffhe Elizabethan Jig and Related Song Drg#829, 1965§

31 Ravelhofer,The Early Stuart Masquepp. 1620.
% RavelhoferThe Early Stuart Masque, 113 n. 47.

¥See entries for fAcaper, o0 fidance, o fdAgalliard, o #
Atrip, 0 among ot her s, i rADitlorsary of Btage Biedatioimnd Les | i e

English Drama 1581642(Cambridge: Cambridge University Pres399)

% Charles Read BaskervilThe Elizabethan Jig and Related Song DrgMew York: Dover

Publications, 1929, 1965). For a useful summary of relevant recent research and more focus on the
usage of the term than Baskervill provides,\8&el | i a m &désghe Jig Up sild What is it
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English dance practices in the countryside, however, have benefited from the wealth of
dance references uncovered by the Recor&sdy English Drama (REEDjroject. (See
Introduction.) Two works in partidtuar have wutilized REED dance
The History of Morris Dancing 1458750(1999)and Chr i st Mpsikend Mar shoés
Society in Early Modern Englar{@010)*
TheHistory of Morris Dancing, 1458750(1999) finally pusto rest the myth that
the morris originated as an ancient pagan fertility dance or rite of Spfogrest traces
the development of morrfsom aperformance dance at court te@miprofessionatlance
performed by teams d¢dcal youthsat church ales and in town processidviany of his
contentions are based thre exhaustivarchive andlatabase of morris referenaesnpiled
by Forest andllichael Heaneyor the Ealy Morris Project®’ The discussion of morris
dancing below and my reading of the Clee St. Margaret morris dance discussed in Chapter
5 draw heavily on Forrestds observations.
In thesubstantiathapter on dance Music and Society in Early Modern England
Christopher Marstooks at many of the same sources and cotmenany of the same
conclusionss this dissertation. We both foausr s oci al or réttectan abl edo d:
ontheatricalo r A p er f o r;cesdribe diffetent daace forens and styles; discuss

it h e ddeabnat@ehé impact of the Book of Sporésd consider how people of

Up T ol®aating the Queen's Men, 158803: Material Practices and Conditions of Playing

ed. Helen Ostovich, Holger Schott Syme, Andrew Griffin (Farnham, Surrey: Ashgate, 2009), pp.

201-215. On the difficultiesof recant r uct i ng st age jigs, see Peter Tt
forajigoratale ofbawdéyd6: Not es on t he StudiegihThedreadd amat i c Ji g
Performance29, no. 1 (2009)67-83.

®Robert Mul | allHe CahaeFambamoSymres: Adingg 2011) focuses on the

carole in its medieval heyday and only touches on references from the early modern period.

% Forrest,The History of Morris Dancingp. 9.

3" ForrestThe History of MorrisDancing p. 28. See John Forrest and Mi
Ear | y NotkMusic dourgab, no. 2 (1991): 16986.
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different social standing danced and understood dancing diffef&htbwever given
differences oSpacetime, and focusthe dissertation is able to develop more fully many of
theissues Marshaises For example, incidents that Marsh mentions briefly, such as the
cushion dance performed by John Wilmot, the rector of TortwGlthycestershire, in
1602,become the basis of ffledged case studiésvestigated in Chapte# ands.*° In
addition my experience as@ance reconstructéeads me to interpret differently certain
details pertaining to dance steps and figuespecially for earlier dancésMarsh
concludes with the apt observatioh at At he r el at ir@pustitsgd bet ween
the gentry and those of the peopled was comp
probl ematic admiration for the dancing of th
indulged in according to creéd"iléxannethehat wer e
complexities of this phenomenon more fully in this chapter and in Chapter 2.

Another important recent developmémthe literaturas an increase in early dance
focused essay collections. Three of these deserve particulammotevisation in the Arts
of the Middle Ages and Renaissaf2@03) edited by Timothy J. McGeé&o me n 6s Wor K :
Making Dance in Europe Before 18(D08) edited by Lynn Matluck Brooks, ab@nce,
Spectacle, and the Body Politick, 126060(2008) edited byehnifer Nevile®? Of the

dozen essays improvisation in the Arts of the Middle Ages and Renaissadhieze of the

3 Christopher Marshylusic and Society in Early Modern Englag@ambridge: Cambridge

University Press, 2010pp. 329, 335, 337, 354.

% Marsh,Music and Society in Early Modern Englamd 338.

““Marsh | ooks at a wider time fr améelhetEhgish | do and
Dancing Mastef1651). | rely more on the old measures manuscripts and Italian and French

dancing manualsom the late sixteenth and early seventeenth centuries as discussed below.

* Marsh,Music and Society in Early Modern Englamd 383.

“2Timothy J. McGee, edlmprovisation in the Arts of the Middle Ages and Renaissatanty

drama, art, and music morragh series 30 (Kalamazoo, MI: Medieval Institute Publications,

Western Michigan University, 2003); Lynn Matluck Brooks, 8dg me n6s Wor k : Ma ki ng D
Europe Before 18Qtudies in Dance History (Madison, WI: University of Wisconsin Press,

2008); Nevle, Dance, Spectacle, and the Body Politick
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contributions are by dance scho@marbara Sparti, Jennifer Nevile, and G. Yvonne

Kendalb and Keith Pol k6s pi edanee nusic. Thus,edanoeuiss i ¢ s ect
presented as a topic of equal importance in comparison to other arts such as music, theatre,

and architecture. The overarching argument common to all these essays, that opportunities

for improvisation were built into many Rensésice dances, informs my analysis of the

galliard in thischapterand of male antémale solo dancing in Chapterthe essay

collections by Matluck Brooks and Nevile cover an even wider time frame and focus on

courtly and theatrical dancing. They bothlitte several essays that touch on relevant

themes to this work, even if only one of the
Command: Henrietta Maria and t hWo nbeenvéesl o p ment

Work directly addresses English dance prastin the sixteenth and seventeenth centuries.

Dance Reconstruction

Dance history and dance reconstruction are complementary apprdahes.
reconstructionwhichrefers to moderday performance or instructions for performance of
choreographies from early dancing manuals and other original sosmpeise different
from periodstyle choreographies, which dristorically informed (or uninformed)ances
created i modernday choreographers usihigtoricalsteps, floor patterns, and music.
Dance reconstructors try &pproximate the steps astyle of the originathoreography as
closely as possibl@schewinghe temptatiorio intentionally make the dance more

palatable to a modern audient®wever, dancing manuals do not describe many aspects

“For example, the fjigso -gostumbdperioreanceadttheNew end of
Globe Theatre in London are new creations using a historical vocabulary of steps, not

reconstructions. Periestyle dances in cinema are notoriously inaccurate. For example, the

beauti ful and dr aBlizaleth(TO98} directed pldekhariKaptr larel stdrring m

Cate Blanchetts closer to modern flamenco in style than to sixteeatitury dancing.
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of early modern performance. Therefdmeowledge of thduistorical contexbf dance
performancess necessary for creating acatg dance reconstructions. Conversely,
knowledge of dance steps and styling enables more nuanced understandings of the contexts
in which dance occurred.

The most groundbreaking and insightful studies of early dance in recent decades
have been the work of scholars who draw on physecalinstructions of early dances as
well as written source¥.While certain aspects of movement have changed in the last four
hundred years due to differences in attire and physical training, other characteristics, such
as how long an ordinary person caaysn the air while jumping, have probably fot.
Through reconstructions, danesgholars have proved that it is possible to dance the
galliard in chopines, and that Arbeauds warn
real l y can s e &toherghigl@unless sheholdssher skiktidawn with her free
hand during the turning lif® More importantly, viewing or participating in dance
reconstructions makes it much easier to realise that the complaintsadacei writers

only apply to a smatiumber of dances and only to dancing in a manner that was

*In this dissertation, | follow in this tradition of reconstructioformed scholarship as modelled

by Ingrid Brainard, Lynn Matluck Brooks, Anne Daye, Angene Feves, G. Yvonne Kendall,

Katherine Tucker McGinnis, Jennifer Nevile, Ken Pierce, Patricia RBddrara Ravelhofer,

Barbara Sparti, and Julia Sutton, and David Wilson, among others.

> This is particularly relevant for the galliard, which involves a lot of kicks and jumps. The lack of
communication between performers of early music and dance recomistioas resulted in most

recordings of galliards, as well as many other early dances, being the wrong tempo. Recordings by

the UK-based The Broadside Band are one of the few exceptions. Music director Jeremy Barlow

works closely with the Dolmetsch Hisical Dance Society to ensure danceable tempos.

“6 Dance reconstructors Pat Rader, Laura Crockett, and Julia Sutton report that dancing with

chopines wooden platform shoes up to a foot in heigl
ondancing skillsorsef x pr es si onk @b rciotnif o r@ma mags o 6witheaeser ti on i
a woman wearing chopines coné¢sls daanc(Bavdheferti y edby w
The Early Stuart Masque, 113)1 per sonal ly discovered the i mport.
rehearsals forthe voltalhh e Bar doés Gal l i ar d, or ,aperferméance Party L
| directed and choreographed in 1999 for my undergraduate certificate in Theater and Dance at

Princeton University. Dancers wore period costumes including hoop skirts.
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condemned by dancing instructors. However, the importance of dance reconstruction to
historical dance scholarship and to all scholarship that touches on dance has been slow to

gain recognitiorf’

Basic Steps and Principles

Dance manuals indicate that the vast majority of dances in sixt@solth
seventeenticentury Europe were composed from a few stock steps and figures. The most
common and fundamental of these steps were singles and déubiege was a single
step begun with one foot and finished wi
with the | egs remaining open, a fAcl oseo
touching beside the first foot with the ball of tleetf, or the single could finish with a low
brush or fAkicko f or*ikerdouble cansisted ofthieestepsenche n d

same direction alternating feet followed by the same finishing options of pause, close

Wi

t h t

f oo

together, touch, or kicK Thenaméidou bl ed | i kely derives from

the steps, since the double took twice the time musically to dance as th&single.
Singles and doubles could be done forwards, backwards, or sideways. They could

be grouped together to form recognizaphtternd e.g., thepavanstep was two singles

*" Perhaps more scholarly conferences will follow the example of thiera@#ting of the Society

of Dance History Scholars in Toronto, which featured three dance workshops that explored
kinaesthetically themes discussed in the papers on Renaissance and Baroque dance topics. Ken
Pierce, compProceedings of the 34th SocietyDafince History Scholars Annual Conference- (23

26 June 2011{Riverside, CA: Society of Dance History Scholars, 2011).
“8CarosoNobiltadiDame p. 104. @ Cl o s eitheyrerhamiggelat breising onto a s
tiptoe and then lowering genthnce he feet were together. The latter was particularly associated
with Italian styling.

4% CarosoNobilta di Dame pp. 106107. The Italian version had the first and third steps flat, but
the second step on tiptoe, with the close having the aforementiomeadigall, as well. When

doing a double to the side, it may seem like two singles, as Christopher Marsh suggests, but both
Arbeau and Caroso specify that the double is three steps and a close or pauseM{iersimd

Society in Early Modern Englang. 350.)

Y Anne Daye, private conversation, 24 June 2011.

done

t h

t
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and a doubl@ or subtly altered to change the look and flavour of a dance. For the canary
dance, which had Spanish influences, the doubles were done with a stomp on the first step.
For the almain oaleman the singles and doubles were done with a kick at the end. The
coranto added hops and skips to the singles and doubles, which enabled dancers to traverse
quite a lot of ground with each step, giving the dance its name: the running dance. Even
without the exta hops of the coranto, a string of regular doubles enabled dancers to travel

at nearly the same speed as if they were walking, but with better coordination and
synchrony. It is not surprising that processional dances such pavidrgand old measures
feaureddoublesprominently>*

There were also certain figures that appeared in many different dances. A figure is a
series of dance steps that follows a certain path or floor pattern. One figure that was
extremely common in coghtl| ¢ dhinseki ggasetbeul
a single dancer starting in one spot and then making circles to each side of the starting point
(SeeFigure 1:A), or by two dancers with each half of the couple making one of the circles
(SeeFigure 1:B). In the lattercase, the dancers always started their circles by turning

towards the same shoulder, using rotational symmetry rather than mirror symmetry.

*1 Although choreographies for popular or rustic dances do not survive for this period except in
Ar b e @rohéssgraphiesingles and doubles were used by Playford in his 1651 collection of
country daces; they form the foundation of Baroque dance with coupés substituted for the closes;
and singles and doubles are still found in folkdances worldwide. Therefore, it is likely that they
were used at least some of the time in early modern popular dances.
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Figure 1: i F i g uHoer P&térns

Another popular figure was the hay. The hay is noteworthy because ita$ thiee
few elements common in country and popular dances for which we have reliable
choreographic descriptions. In the hay, dancers weave in and out of each other in the
manner of moderday maypole dancing or the Scottish reel. The most common version
hasthe dancers ending in the same place as they start, but there are many variations. There
is the half hay, where the top and bottom dancers in the line end in opposite places, or the
progressive hay, in which the dancers end shifted one place overdthiaficer or leader
becomes the last in the line, and the second dancer becomes the new leader, the third

dancer the new second, and so on). (See Figure 2.)

Figure 2: Half Hay for Three Dancers

The hay could be done in a line, in a circle, or arousguare. The hay could be
danced as an entire dance or it might featur

and ABranle Montardeo in Arbeaubdés dancing ma
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a fichaseo section, wthelegader anound thamreomoahd athegyn c er s
section, where the leader of the dance does a hay through the line of dancers until he or she
reaches the end, making the next dancer the new leader for the next iteration of the dance.
Writers were fond of alludingtthe weaving motion of dancers. In the court
masquePleasure Reconciled to Virt{@618) by Ben Jonson, the character of Daedalus
sings:
Come on, come on! and where you go,
So interweave the curious knot,
As evdn thod observer scarce may know
Whichl i nes are Pleasurebs and which not.
Then, as all actions of mankind
are but a Laborinth, or maze,
so let your Daunces be entwin'd,
yet not perplex men, unto gaze;
But measur 6d, and so numerous t oo,
as men may read each act you do,
and when they see the graces meet,
Admire the wisdom of your feét.

The choreography for this masque does not survive, but the interweaving lines of the hay

would fit well with this masqueds theme of

Aiintereveawri alnhs knoto and filet your *Daunces

Finally there are a few universal characteristics of early modern dances that bear
mention. The vast majority of choreographed courtly dances were performed by a single

malefemde couple while everyone else watched. (See Chapieble 1.) All of the

®2Ben JonsorPleasure Reconciled to Virtuie Ben Jonson's Plays and Masquedited by Robert
M. Adams (New York: W. W. Norton & Company, 1979), p. 370 ( Whdines 109202, 207214).

%3 Christopher Marsh gives the title pageToe Country Garlan@1687) as an example of a hay.
(Marsh,Music and Society in Early Modern Englapd 336.) However, although it is possible that
the dancers in the image wererforming a dance that had a hay in it, the image itself does not
show any interweaving motiotisat would identify it as a hay. Rather, | would call this a circle
dance or round.

f
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courtly dances could be danced by men or women aaide from the galliard, dances

were primarily performed by men and women togethér.a ball,coupledances might be
proceeded by or alternated with processional group dances suclpagaher measures,

which called for a long line of couples. However, there is no evidence that dances such as
the galliard or coranto were ever danced by more than edeples at a time.

When dancing as a malemale couple, the man was always on the left and the
woman was always on the right. Even though this orientation might change during a dance,
all dances with one or more couples began and ended in this form&amy all the
dances for which there are choreographies start on the left foot. This was true for both men
and women. Unlike in modeway partner dances such the waltz or tango where the man
(or lead) and the woman (or follow) do the same or relateg sigh opposite feet while
facing each other, in early modern couple dances, the man and woman always used the
same foot when dancing at the same time. Thus, the couple either stood side by side (See
Figure 3: A) and moved in the same direction, or tlaegd each other and moved in

opposite directions (See Figure 3: B).

A) B) W\
AN

Figure 3: Orientation and Movement Symmetry

“JuliaSut t on, ifi [@exriatlonaleEncgiclogedia of Dance: A Project of Dance
Perspectives Foundation, Ined. Selma J. Cohen (New York: Oxford University Pr&888), vol.
3,pp. 107108.
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One of the bonuses of men and women having the same footing was that their footwork
would not change if they danced the part of the oppgsiteer. For example, neither the
boy actors who played female characters on the public stage nor thdress=d men who
played Maid Marion in morris dances would have to learn new footwork for thosé’roles.
They would only have to modify their styling show their gnder as a dancer (See

Chapter 2

Typesof Dances

Thedance that provided the most opportunit
was the galliardThis was due in part to its flexibility. The galliard could be a flashy,
technically demanding solo piece for a man; a moderately energetic duet for a man and
woman; a section of a longer dance suite; or the basis of a dance game or competition. The
galliard was also ubiquitous. Barbara Sparti has observed that every Italian dance treatise or
dance music collection published ofpeblished between 1561630 included a galliard,
and there are galliards in the extant French and Spanish dancing manudisaaiee
manuscript notes describing the English old measéires.

Without a doubt, the galliard was popular in England, and it is mentioned more
frequently than any other specific dance type in printed sources. (See Table 1, above.)
References range from laudatory metaphors to frustrated complaints and cynical quips.
AThe starresGdbl davudee ipmowlke s kAPeetsdO writes

Vision, and a Princes Glori@603) fiwere thy feete created to dandena galliard, or

*>Stephen Orgel, mper sonations: The Performance of Gender
(Cambridge University Press, 1996); John Foridse, History of Morris Dancing 1458750

(Toronto: University of Toronto Press, 1999).

*® utio CompassoBallo della Gagliarda (1560)ed.Barbara SpartfFreiburg: fagisis, 1995, p.

9. See BrooksThe Art of Dancing in Seventeer@lentury SpainPayne;The Almain in Britan;

Wil son, ADancing in the Inns of Court. o
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leape a longympe, or runne a long race, and not rather to walke to sermons, to carrie thee
to prisons, & to beare thee to the chambers of sicke petsons®EdWwasd TopsellTimes
Lamentation: or ArExpositionon theProphetJoel (1599)>’ Although the galliard is most
closely associated with courtiers, it was also danced by barristerdratsred Courtand
by countryladies andyentemenliketheAh count r ey yong Gall ant o who
everyone with his g fatbReterCdsé Benelagpas Coniplaint: ork
A Mirrour for Wanton Minion§1596)>®
Dancing manuals provide detailed instructions for how to perform the galliard. One
galliard steppattern, otempo di gagliardaconsisted of four kicks andcadenzaor
closing step. These fi ve stciagpascihgaedassio t he ga
or sinkapacé® The basic galliard had the four kicks going forwards, alternating left and
right, but there were numerous variations including kickkedack or side and bending or
crossing the leg instead of keeping it strafjhtike nearly every courtly dance in this
period, galliard stepatterns started with the left foot and were then repeated with the right
foot, since symmetry was one of tHeacacteristics that made dances beauftifiihe kicks
andcadenzaould be augmented by caprioles or capgusnps with multiple beats or

quick switching of the feet in the éiras well as turning jumps, spins, and other impressive

>’ Thomas Greend poets vision, and a princes glofleondon, 1603), sig. B2v; Edward

Topsell, Times lamentation: or An exposition on the prophet loel, in sundry sermons or meditations
(London, 1599), p. 115.

®John Ward, #AApr op o Recads tf EarloRplidheDraMaNewslettek8 no. 6 0
1 (1993): 27; Peter ColseRenelopes complaint: or, A mirrour for wanton minions. Taken out of
Homers Odissea, and written in English veltsendon, 1596), sig. Adv.

%9 CompasspBallo, p. 8; Harry Berger, Jii A g a i rBiskia- Pack: Sexual and Family Politics

i n Much Ado AhakaesgeardNQuartar88mg. 3 @982): 302.

% Thoinot ArbeauQrchesographyOrchésographigl589), transl. M. S. Evans and ed. Julia Sutton
(New York: Dover, 1967)pp. 8489.Englishquotations are from this translation.

® CarosoNobilta di Damep. 197.
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embellishment&? iSome intheir cinqueapase did nimbly boui&ome did the Cres
point, some high Capers ci\nd on the toe some other turned rodnd, n blugle s
Hollandin Pancharis(1603) °® Thoinot Arbeatincludes several simple illustrations of
galliard steps and embellishmentgrchésographigincluding a crossing step and a

caper (SeeFigure 4)

GREVE DROITE
OR
PIED EN L’AIR DROIT PIED CROISE GAUCHE RUADEDROITE - CAPRIOLE

Figure 4: Galliard Steps fron@rchésographi€1589) From leftto right front kick right,
crossstepleft, back kick right, capriole or caper.

To come up with new galliard step variations and execute them smoothly and
gracefully required a substantial amount of study and practice. Cesare Negri recommended

practicing caprioles and othern  Istépa Wwhile holding onto a table and cf{aifhere

were even dancing manuals dedicated entirely

Ballo della Gagliardal 156 0) and Pr os p ©pem bellissima nellad i Sul

guale si contengono molte partitt,passeggi di gagliardg589).These manuals

%2 CarosoNobilta di Damepp. 116127.

% Hugh Holland Pancharis the first booke. Containing the preparation of the loue betweene Ovven
Tudyr, and the Queene, long since intenddtetamaiden Maiestie: and now dedicated to the
inuincible lames, second and greater Monarch of great Britaine, King of England, Scotland,
France, and Ireland, with the islands adiacéndndon, 1603), sig. C10v.

% Cesare Negri.e Gratie dAmorgMilan, 1602),p. 60;G . Yvonne Kendal |, fiLe

mo n

Gr

1602 by Cesare Negri: Translation andpCommentary

146a.
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provided numerous variations mutanzeo help dancers put together new step

combination$? Having a ready supply of fresh, impressive variations fit was c k e s 0
particularly important for dances like thellgard that allowed for or demanded

improvisation hafipye was he that before his Ladye coulde do the lustiestaffokhile

not everyone appr eci awhiehdaltecevanyrdayiwithmewvd fl of t y
devises for the most parinnovation wagrized especially when the galliard was danced

as a male solo or as part of a competition or chall€hge.

Competitive galliard dancing included the tassel game, in which men took turns
trying to elegantly kick a tassel hung above the groundolrilta di Dame Caroso
describes fAThe JSalogelfibaxo t he Tassel 0 or

Have the tassel held as high as aaarore or less, as one pleasegand with

your side turned toward the tassel; then raise your left foot somewhat

(simultaneously lifting your rigf, and turning your entire body to the left, while

jumping as high as you can, crossing your right leg over your left, raising your

[right] toe high enough to touch the tassel, and landing on the ground on the same

spot as when you began, still with yaight foot®®
Cesare Negri also describes galliard jumps and kicks used for jumps of the tassel, providing
thirteen different versions ine Gratie d’Amorg1602), ranging from easy to difficf.

The tassel game could be played competitively with the tassel raised higher with each

round until all but one dancer is disqualified. Negri provides illustrations of several of these

jumps, including one that dattesthifeneflipSthe os o006 s

® CompassoBallo della Gagliardaedited by Barbara Spati560), p. 6.

% Seelmprovisation inthe Arts of the Middle Ages and Renaissardéed by Timothy McGee
(2003);Barnabe RichA right exelent and pleasaunt dialogue, betwene Mercury and an English
souldier contayning his supplication to Mars: bewvtified with sundry worthy histories, rare
inuentions, and politike deuis@sondon, 1574), sig. J2.

" peter ColseRenelopes complaint: or, A mirrour for wanton minions. Taken out of Homers
Odissea, and written in English vet@®ndon, 1596)sig. Adv.

%8 CarosoNobilta di Damep. 119.

% Negri, Le Gratie d’Amorepp. 123136.

g

d
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instructions for what is done with the right or left side. (Sgere 5) Several examples of

the galliard being used competitively by male dancers are discussed in Chapter 2, as well.

Figure 5: Galliard Step with Tassel froire Gratie d'’Amoreg1602).

Jumping for the tassel was only done by men, but all the other kicks, turns, and
jumps were also danced by women when the galliard was performed as a duet for a couple.
| n C aGaglmrdaddsSpagn&Spanish Galliard), for example, the man and women
begin and end dancing together, with the middle of the dance containing two sets &f solos.
In each set, the gentleman performs a complex galliard variation, and then the woman
firepeats wh ahta st hjieu Sdtavim theemaradance his solo first each time
might be a nod to patriarchy, and the styling of the moves could be gendered, as discussed

in detail in Chapter 2, but the galliard steps themselves and the combinations called for in

0 CarosoNobilta di Damepp. 196198.
"L carosoNobilta di Damep. 197.
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choreogaphi es were egalitarian. During a partner
not stay so still as to Aresemble a statueo
gloves, or fan herself “n order to flappear m

Gracefulness impr@dthegalliard, as it did all dances, but it was particularly
critical for dancing th@avan Thepavanwas a slow, solemn, processional damickalian
origin made up of singles and doublesgsiandseguito$, the foundational steps of all
dances inhis period’® Because the step§the pavawer e qui te si mple, the

and grace (or lack thereof) was clearly evidépee Figure 6.)

Figure 6. A Palace Interior with Ladies and Gentlemen Dancing and Playing Musigs
deCaullery,seventeentbentury A painter of the Flemish school with strong Italian
influences, Caulleryds serene procession of

2 CarosoNobilta di Damep. 163.
“Julia Sutton, wi t hntefational Encydlapediatof,DanteBlsbypalls. 6 i n



