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PREFACE.

THE works hitherto published on the Art of Dancing,
the composition and performance of Ballets and Panto=-
mimes, are few in number, and, in the opinion of those
who are best qualified to judge, deficient in sterling
merit and general utility. The subject has certainly been
treated by Noverre in a masterly manner, considering
the time when he wrote, and the apparent intention
of his labours; he threw many new and brilliant lights
upon the art, but his letters were more adapted to in= |
struct the Professor than to improve the Pupil, even at
the time of their publication; and the art has since ad-
vanced with such rapidity, that his works are now of
little use to either. The greater part of those who have
written on this subject seem to have been persons of
taste, talent and learning ; but they, evidently, were not
dancers: so that, however attractive their productions
may be to the general reader, the lounger, or the literary
man, they are of little practical utility to the Mime, the
Dancer or the Ballet-master. They contain a string of
theoretic and unconnected ideas, but do not develope
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the powers and practice of the art, in all its various
branches. In fact, a practical work adapted to the pre=-
sent day, and calculated at once to assist the professor,
to enlighten and amuse the amateur, and to instruct the
student, appeared to have been a desideratum. Impres-
sed with the truth of these remarks, after several years of
_study, research, and practical experience, encouraged by
many, whose opinions he values most highly, emboldencd
by the flattering reception which several of his papers
already published on different portions of the subject
met with on the Continent, the Author resolved on un-
dertaking the composition of a work on the origin and
progress—the theory and practice of dancing, and the
composition and performance of the Pantomime and
Ballet. He has proposed ameliorations as he advanced,
and offered a new method of instruction, which is more
certain, as well as shorter, than those at present fol-
lowed : he has endeavoured to give a greater latitude
to Pantomime than the art has hitherto been allowed ;
to apply the rules and various styles of the regular
drama to the composition of Pantomime; to shew that
Ballets should not be mere divertissements or dancing
spectacles; that the art not only aspires to, but can even
give evidence of, her rightful claim to a higher rank
among her sisters, than many persons, judging only from
what they have seen, may be induced to imagine; that all
the passions of the human heart, the comic and the se-
rious, the terrible and the ludicrous, have been, and still
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may be, perfectly expressed by a skilful Ballet-master
and an accomplished Mime. He has attempted to treat
the subject in such a manner as to enlighten and in-
struct those who profess or study the art, without be-
coming dull or uninteresting to the general reader of
taste and education. Such have been the Author’s ob-
jects; enamoured of his art, and zealous for its ad-
vancement in a great, a learned, and a polished nation,
his most ardent desire is, that the present work, which
has been conceived and executed in the heart of Eng-
land, may meet with a favourable, or rather an indul-
gent, reception from its people, and be in some measure
conducive to their pleasures, by tending to ameliorate
one of their most elegant and rational amusements.

Londonr, November, 1829,






PART THE FIRST. .

RISE AND PROGRESS

OF

DANCING.

«

Terpsichore
« D’Euterpe aimable seeur, comme Euterpe on V'encense,
“ Et mariant sa marche au son des instrumens,

“ Elle a le méme trdne, et les mémes amans.”

Dogar.

THE study of the Fine Arts is the most pleasing occu-
pation to which the human mind can be dedicated. It
entertainsus; and the clouds which the labours and cares
of life often cast over our spirits are, for a while, agreeably
disperser :—nor is amusement the only advantage attend-
ing this study; its utility is also very conspicuous. The
knowledge of one branch or other of the fine arts has im-
mortalized many men; and some nations, by moral supe-
riority, which their cultivation has given them over others,
have been rendered for ever illustrious and celebrated.
The countries where a Newton calculated infinity;
where a Shakspeare and a Milton wrote ; where a Bra-
mante and a Michael Angelo built; where Raphael
painted, and where Cinna, Athalie, §c., were composed,

are the first countries in the world. The rest, with re-
1
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gard to the fine arts, are but mere barbarians or children,
notwithstanding their antiquity, and all that nature has
done for them.

I have, in these preliminary remarks, perhaps, departed
from my subject ; but let the motive plead my excuse.
The arts are linked together in one and the same chain;
poetry, music, painting and dancing bear a strong affinity
to each other, and the enjoyments we derive from them
merit an equal gratitude and homage ; and most enviable
are they whose souls are susceptible of the pleasures
which they inspire.

¢ Le véritable esprit sait se plier & tout;
On ne vit qu’ & demi quand on n'a qu'un seul goQit.”
VoLtaIne.

Singing, no less delightful than natural to man, must,
in its progress have inspired him with certain gestures
relative to the various sounds which he uttered. His
breast became agitated ; his arms opened or approached
each other; his feet began to form certain steps, more or
less rapid ; his features participated in these movements;
in short, his whole body was soon responsive to the
sounds that vibrated in his ears. And thus singing, which
was the expression of one pleasure, gave rise to another,
innate, but till then unknown; to which we have given
the name of dancing. Such were unquestionably, the
primitive causes of the origin of this art.

Music and dancing have a very strong ascendancy over
our intellectual faculties. * La musique,” says d’Alem-
bert,  tantot douce et insinuante, tant6t folatre et gaie,
tantt simple et nalve, tantdt enfin.sublime et pathetique,
tour & tour nous charme, nous éleve et nous dechire.”

The powers of this enchanting art are well known to
every one. The learned Saverio Mattei relates, that the
republic of Rome had expressly established a college of
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Tibicini, whose device was composed of the five following
letters: Q.S.P.P.S. ‘“ qui sacris publicis presto sunt.”
They were held in high estimation, and treated in an hon-
ourable manner; they might even aspire to the first
dignities in the commonwealth. Sometimes they were
priests of Jupiter and augurs; at others, admirals of
fleets, captains of legions, commanders of the cavalry,
&c., and History speaks of them in many places®.

The name of the Muse, Terpsichore, who presides over
the dance, is‘ composed of two Greek words, ryp=w, to de-
light, and xoes the dance; and the name of the Muse
Euterpe, who presides over music, is derived from two
words, & well, and ryp=w to delight.

The former appears to have been created for climates
that are under the influence of a torrid sun. Itis a pleasure
everywhere—there it is a passion ; warmed by an incessant
heat, the glowing constitution of the native of the South,
contains the seed of every pleasure; each moment of his
rapid existence szems to him made only for enjoyment.
The inhabitant of the North, forced by nature to main-
tain a constant combat with the rigours of the seasons,
seldom aspires to delight. His whole care is engrossed
in securing himself from snows and frosts. The rough-
ness of his manners almost extinguishes his sensibility ;
and the delicate sentiments that voluptuousness imparts
are to him wholly unknown.

How could dancing, that amiable offspring of pleasure,
display her gracefulness and attractions amid perpetual
ice and never melting snows ?

Music and dancing are nearly coeval with the world.
The Egyptians, the Persians, the Indians, the Jews, and
the Arcadians, the most ancient of nations; Amphion,
Orpheus, Chiron, Thamyris, the prophetess Miriam,

David, and others, together with the dances that the
l [ )
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Israelites performed in honour of the golden calf, pro-
claim jits antiquity. These two arts were in the sequel
reduced to certain rules and limits by ingenious and in-
ventive artists.

We are informed by Moses that the inventor of music
was Jubal, who was of the family of Cain; and that his
brother, Tubalcain, was a worker in brass and iron 3. Itis,
therefore, to be supposed that he conceived the idea from
the reiterated blows of his brother’s hammers on the anvil, .
the sounds of which induced him to compose musical
tones, and regulate their time and cadence. But Macro-
bius and Boetius give the honour of the discovery. to
Pythagoras, which he made in a similar manner. They
say, that as the philosopher passed by a forge, he remark-
ed the sounds that issued from the anvil as the hammers
struck on it in rotation; and the variety of notes thus
produced, gave him the first hint towards laying down
rules for the art of melody.

‘With respect to the origin of dancing, Burette has ga-
thered the following information from ancient writers :—
Opinions do not agree as to the names and country of
those from whom the Greeks received the first lessons of
such an exercise (dancing). Some pretend, and amongst
the number Theophrastus, that a certain flute player,
named Andron, a native of Catania, in Sicily, was the
first who accompanied the notes of his flute with various
movements of the body, which fell in harmony with his
music; and that it was for this reason that the ancient
Greeks expressed the verb to dance by gixeritew, Wishing
it thereby to be understood, that they originally derived
dancing from Sicily.

Lucian attributes its invention to Rhea, who taught it
to her priests in Phrygia, and the Island of Crete®.
Others suppose that itis owing to the Tomans, or, at least,
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that it was they who brought it to perfection. These
last seemed more than any other people destined by na-
ture to practise it. They excelled in voluptuous dances.

Dancing and music were more particularly cultivated
by the Greeks than by the rest of the ancients. The
Athenians were fond of the former in the extreme. Plato
and Socrates approved of it; the Thessalians and Lacede-
monians deemed it equal in rank, with any other of the
fine arts *.

Cliophantes, of Thebes, and Eschylus greatly advanced
the progress of dancing. The latter introduced it in his
pieces, and, by uniting together all the imitative arts,
gave the first models of theatrical representations. Paint-
ing had a great share in adding to their charm, and the
pencil of Agatharcus, under the directions of that cele-
brated dramatist, traced the first ornaments of a stage.
This Agatharcus wrote a work upon Scenic Architecture,
which must have then been very valuable and useful.

A few centuries afterwards, when the Romans exhibited
magnificent and ravishing spectacles in the same style as
the Greeks, dancing obtained the praises of Lucian, Apu-
leius, Martial, Seneca, &c., and was especially practised
in pantomimes, a sort of performance wholly unknown to
the Greeks. These pieces were composed of comic or
heroic subjects, expressed by gesture and dances. The
names of Pyladus, and Bathyllus, the original authors
of the pantomimic art, remain celebrated on the pages of
history, as famous performers of these kind of ballets,
then called Italic dances.

«La Pantomime est die & I'antique Italie,

01 méme elle eclipsa Melpoméne et Thalie.”
. CHENIER.

The Romans were all enraptured with these panto-
mimes and blessed the tyrant (Augustus), whose policy
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well knew how advantageous it was to him to afford them
amusement. The primitive Romans called dancing Sal-
tatio, and the Greeks, Orchesis. Salius, an Arcadian,
was the first who taught the former the Ars Saltationis.
With them, therefore, the original dance was the Salian,
which consisted in the imitation of all the gestures and
motions that man can possibly make. In this class of
gymnastics, the mimicks and buffoons usually exercised
themselves.

According to the information we derive from such
authors as have treated of the dances of their times, I
am of opinion that this Saltation, properly so called, must
have been something very similar to the grotesque kind of
performance so prevalent in Italy, a few years ago, but
which seems at present almost banished from the theatres
of that country. The Italian grotesque is nothing but
leaps, tumbling, feats of strength, &c. and cannot be en-
dured except in ballets of the burlesque and extravagant
kind. Marino describes a grotesque actor in the follow-
ing manner :—

““One who ventures on prodigious exertions, so extra-
ordinary, and so dangerous, that they inspire at once both
horror and admiration *.”

The corruption that had crept into the theatrical exhi-
bitions of ancient Rome, induced Trajan to forbid them
entirely ; in consequence of which they were for awhile
abandoned. Some time after that emperor’s death, they
again made their appearance, but still accompanied with
the same obscenities, to which they owed their decline.
The christian pontiffs, therefore, followed the example of
Trajan by prohibiting them again.

At length, after a lapse of some ages, modern Italy
brought forth Bergonzo di Botta, the reviver of dancing,
music, and histrionic diversions. He signalized himself in
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the féte which he prepared for Galeazzo, Duke of Milan,
on the marriage of that prince, with Isabella of Arragon®.
The taste and magnificence displayed in this superb fes-
tival at 'I'ortona, was imitated by all the principal towns of
Italy, who seemed eager to concur in the regeneration of
those agreeable arts.

Italy has, at different times been the garden of every °
art and science. It was there that Dante, Columbus, Ga-
lileo, and Machiavel were born; and there also was the
enchanting Terpsichore honoured under a more pleas-
ing and elegant form, than antiquity had bestowed upon
her.

“D’ogni bell’ Arte non sei madre, o Italia?

Sirvio Periico.

We may, therefore, say that the Italians were the first
to subject the arms, legs, and body to certain rules; which
regulation took place in the sixteenth century. Before
that time they danced, in my opinion, much in the same
manner as the Greeks and Romans had done before
them, which was, by giving high leaps, making extrava-
gant coatortions, uncouth and indelicate motions, and rest-
ing in the most unbecoming attitudes. A common-place
practice was the only instruction such dancers received 7.
The greater or less pleasure they enjoyed in their per-
formanee, occasioned them more or less to excel. Danc-
ing (as an art) was then only in its infancy.

Taste and experience having, at length, established
precepts whereby the steps, attitudes, and motions, were
systematically arranged, all was done afterwards, accord-
ing to method, and in strict harmony with the time and
cadence of the accompanying music. The works of the
best sculptors and painters must have served as models -
towards the attainment of grace and elegance, in the va-
rious positions adopted in dancing, as they did to the
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Greeks and ‘Romans in their dumb shews, &c. Dancing
thus made rapid strides towards being perfected and ren-
dered a more pleasing and imitative art ; especially when
united with pantomime.

Dancing, pantomime, and histrionic splendour have,
in our days, been carried to the highest point of perfection.
With respect to magnificence, truth of imitation in costume
and scenery, nothing can be compared to the theatres
of the principal towns of Italy—none can be admitted to
dispute with them the palm of excellence, but the opera
of Paris, and the theatres of Drury Lane, and Covent
Garden, of London. One reason that may be urged for
Italian superiority in theatricals, is, that the inhabitants
of that country greatly resemble their ancestors, the
Romans, when the universal cry was “ Panem et Cir-
censes!” The taste and style of the present decoration,
the powers of our machinery, and the talent now displayed
by performers, far surpass the infantine attempts of the
ancients.

Notwithstanding the vicious taste, and even ignorance,
with which our forefathers are reproached by modern in-
novators, we have ‘not extended much beyond them the
principles of the art. QOur execution is unquestionably
more graceful, complicated, and bold than that of our old
masters; but, is it not to them that we are indebted for our
pre-eminence? They afforded us the means of surpass-
ing them; they showed us the paths that led to per-
fection; they pointed out the goal to us, and we at-
tained it.

I will prove this by quoting a few stanzas from Marino’s
celebrated poem of Adonis, which will also serve as an
authority for what I have said concerning the origin of
modern dancing, and Italian dancers. The amateur will
find in them many interesting details, and the profes-
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sor much useful knowledge of his art. I have never
seen any thing so truly descriptive and pleasing.

The poet exaggerates at times, but that is a prerogative
of his muse; all he says is, however, in the order of possi-
bilities. He enables us to judge of the state in which
dancing was, two centuries ago; and the parallel that I
shall draw, by means of notes, between the steps and atti-
tudes of those times, and such as we now practise, may be
of some interest to the reader.

Marino displays much taste and knowledge in the art,
which he here treats of. What he tells us of Terpsichore,
fully explains to us the improvement of which dancing
was susceptible at its origin. This modern Ovid, in the
twentieth canto of his poem, makes Venus institute games
to celebrate the obsequies of Adonis. All the divinities
assemble to dispute the different prizes. The muse of
dancing bounds into the lists, and pompously exhibits her
skill. The following is the animated description which
the enthusiasm of the poet has produced :—

“«”

Solettaa ballar resta in disparte
Tersicore, che diva & di quell’ arte.
Si ritragge da capo, innanzi fassi,
' Piega il ginocchio, e move il pi2 spedito,
E studia ben come dispensi i passi ®,
Mentre del dotto suon segue 1'invito®.
Circonda il campo, e raggirando vassi
Pria che proceda a carolar pin trito,
Si lieve, che porria, benche profonde,
Premer senz’ offender le vie dell’ onde ‘.

Sul vago pié si libra, e il vago piede
Movendo a passo misurato e lento,
Con maestria, con leggiadria si vede
Portar la vita in cento guise e cento .
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Or si scosta, or si accosta, or fugge, or riede,
Or, a manca, or, adestra in un momento ',
Scorrendo il suol, siccome suvol baleno

Dell’ aria estiva il limpido sereno *%

E con si destri, e ben composti moti

Radendo in prima il pian si avvolge ed erra,
Che non si sa qual piede in aria roti,

E qual fermo de’ due tocchi la terra.

Fa suoi corsi, e suoi giri or pieni, or voti,
Quando 'orbe distorna, e quando il serra,
Con partimenti s1 minuti, e spessi,

Che il Meundro non ha tanti reflessi ',

Divide il tempo, e 1a misura eguale,
Ed osserva in ogni atto ordiae e norma,
Secondo che ode il sonatore, e quale
O grave il suono, o concitato ei forma,
Tal col piede atteggiando o scende, o sale,
E va tarda, o veloce a stampar I'orma ',
Fiamma ed onda somiglia, e turbo, e biscia,
Se poggia, o cala, o si rivolge, o striscia ',
Fan bet concerto 'un e {'altro fianco
Per le parti di mezro, e per I'estreme,
Moto il destro non fa che subit’ anco
Non l'accompagni il sue compagno in sieme 7.
Concordi i pi?, mentre si vibra il manco,
L'altro ancer coa la puata il terren preme.
Tempo non batte mai scarso, o soverchio,
Né tira a caso mai linea, né cerchio !°,

Tien ne’ passuggi suoi modo diverso,
Come diverso ¢ de’ concenti il tuono.
Tanti ué fa per dritto, per traverso,
Quante le pause, e le periodi sone.
E tutta pronta ad ubbidire al verso,
Che il cenno insegna del maestro suono,
Or siavanza, or siarretra, or smonta, or balzs,
E sempre con ragion si abbassa ed alza ¥0. ’
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Talor le fughe arresta, il corso posa,

Indi muta tenore in un istante,

E con geometria maravigliosa

Apre il compasso delle vague piante,

Onde viene a stampur sfera ingegnosa,

E rota a quella del pavon sembiante,

Tengouo i pi¢ la periferia e il centro,

Quel voltegyia di fuor, questo sta dentro *,
Sul sinistro sostiensi, in forme nove

L'agil corpo ¢i ratto aggira intorno,

Che con fretta minor si volge e move

11 volubil paleo, 1'agevol torno.

Con grazia poi non pill veduta altrove

F4 gentilmente, onde parti ritorno,

Si erge, e sospende, e ribalzando in alto

Rompe I'aria per mezzo, e trincia il salto ®,

11 capo inchina pria che in alto saglia,
E gamba, a gambn intreecia, ed incrocicchia,
Dalle braccia ajutato il corpo scaglia,
La persona ritira, e si rannicchia.
Poi spicca il lancio, e mentre 1'aria taglia,
Due volte con I'un pié I'altro, si picchia,
E f4 battendo, e ribattendo entrambe
Sollevata dal pian, guizzar le gnmbe %,

Poiché ella 2 giunta in su quauto pid pote,
La vediin gid dimionir cadente,
E nel cader si lieve il suol percote,
Che scossa, o calpestio non se ne sente,
E t el veder con che mirabil rote
Sullo spazio primier piombi repente,
Come phi snella, alfin che strale, o lampo,
Discorra a salti, e cavriole il campo %3,
[See Translation at the end of the Notes.]
Setting aside poetical exaggeration this gives us a tole-
rably good idea of the estimation in which dancing was

'
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held in the 16th century, and of the manner in which it
was executed. Connoisseurs will best appreciate its merit.

Italian dancing was universally applauded, and excited
the admiration and imitation of foreigners ; among whom
the Spanish were the first to follow it. They at first par-
tially succeeded ; the use of the castagnettes, which they
added, produced a pleasing effect ; but having in the sequel
incorporated with it a multiplicity of leaps, capers, uncouth
postures, and, in short, the most graceless and extravagant
motions; the art of dancing in Spain became a degrada-
tion and a vice, whilst in Italy it preserved a certain dig-
nity and decency. This corruption in style and taste
among the Spaniards, must be chiefly attributed to the
Chica, a dance of a very immoral nature, which the Moors
had brought with them from Africa 2. 'The native of the
Peninsula, under the influence of the climate where he is
born, and with the natural heat and vivacity of his consti-
tution, eagerly received the Chica, which soon became one
of his chief delights. To this dance I therefore ascribe
the indelicacy, and sometimes even the lasciviousness
so common in Spanish dancing. The Chica afterwards
changed its name to that of Fandango, of which Dr.
Yriarte speaks in the following terms:— * The melodious
Fandango that spreads a joy through the souls of natives
and foreigners, of sages and old men."—( Abridgement of
the History of Spain.)

I cannot here omit the charming description which
Marino, in the above quoted poem, gives of this dance.
The poet records the true manner in whichit was performed
in his time; and his time was nearly that of its origin.

¢« Due castagnette di sonoro bosso,
Tien nelle man la Giovinetta drdita.
Che accompagnando il pié¢ con grazia mosso
Fan forte ad or ad or scroccar le dita.
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Regge con timpano I'altro il qual percosso
- Con sonaglietti ad atteggiar invita ;

Ed alternando un bel concerto doppio

Al suono a tempo accordono lo scoppio.
Quanti moti a lascivia, e quanti gesti

Provocar ponno i piu pudici affetti,

Quanto corromper pud gli animi onesti,

Rappresentano agli occhi in vivi oggetti.

Cenni, e baci disegna or quella, or questi,

Fanno i fianchi ondeggiar, scontronsi i petti,

Socchiudon gli occhi e quasi infré se stessi

Vengon danzando agli ultimi complessi.”

[See Translation at the end of the Notes.]

The Fandango cannot be described in a more exact
and lively manner. The mode of its execution at present
is much the same. Marino declaims against its immo-
rality and the abuse that was made of it in Spain and
afterwards in Italy. He calls it

———~— oscena danza.

Pera il sozzo inventor, che trd noi questa
Introdusse primier barbara usanza.

Chiama questo suo gioco empio e profano
Saravanda %, e Ciaccona %, il novo Ispano*.

The Fandango, we thus perceive, again changed its
name, but suffered little variation in its character. It was
introduced into Italy but performed with more restraint.
Almost every Spanish dance, such as the Bolero, the
Caclucha, the Seguidillas, of Moorish origin, are imitations
of the African Fandango or Chica. They are therefore
all marked with that voluptuousness, I might even say
obscenity, which characterised their model.

* In English—* Perish the man who first introduced this obscene

and shocking dance among us!”* The inbabitants of New Castile called
this profane exhibition by the name of Saravanda and Ciaccona.
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Dancing, far from being, as among other nations, an
innocent amusement is, with the Spanish an excitement to
vice and immorality. Compare the national dances of
the former with those of the latter, we shall see that the
Chica, the Fandango, the Sarao?, and a few others,
bear the stamp of the strongest, deepest, and most im-
moderate passion, whilst the Tarantella, the Fourlane?®,
the Contredanse®, the Provengale, the Maszourque,
commonly called la Russe®, I'Ecossaise, U Allemande,
la Hongroise, &c., all well known popular dances, are
kept within certain limits and forms, far more creditable
to society.

The Neapolitan Tarantella is, of all modern dances, the
liveliest and most diversified, but like the Sicilieune, it
possesses much similitude to the Fandango. Both are, [
believe (but particularly the former), a mixture of Spanish
and Italian dancing, and must have had their rise on the
introduction of the Spanish style into Italy.

The Tarantella® is the national dance of the Nea-
politans. It is gay and voluptuous; its steps, attitudes
and music, still exhibit the character of those who in-
vented it.

This dance is generally supposed to have derived its
name from the Tarantella, a venomous spider of Sicily.
Those who have the misfortune to be bitten by it cannot
escape dissolution but by a violent perspiration, which
forces the poison out of the body through the pores.
As exercise is the principal and surest method to
effect this perspiration, it was discovered, by repeated
experiments, that music was the only incentive to motion
on the unhappy sufferers. It possessed the power of
making them leap about, until extreme fatigue put an
end to their exertions. They then fell, and the sweating
thus occasioned, seldom failed of effecting a radical cure.
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The music best adapted to the performance of this
kind of miracle, is excessively lively ; its notes and caden-
ces strongly marked and of the § measure. The reitera-
ted strains of these iriolets, together with the vivacity of
the movement, are capable of electrifying frames, whose
total derangement appears on the point of depriving them
of animation 2.

Whether the Tarantella dance was first used as a
remedy for the bite of the spider, or whether the atti-
tudes and gestures with which the music inspired the
sufferers, gave the first idea of forming them into a
dance, it is impossible to determine ; but it owesits origin
unquestionably to that complaint.

Love and pleasure are conspicuous throughout this
dance. Each motion, each gesture is made with the most
voluptuous gracefulness, Animated by the accompanying
mandolines, tambourines and castagnettes, the woman
tries, by her rapidity and liveliness, to excite the love of
her partner, who, in his turn, endeavours to charm her
with his agility, elegance and demonstrations of tenderness.
The two dancers unite, separate, return, fly into each
other’s arms, again bound away, and in their different
gestures alternately exhibit love, coquetry and incon-
stancy. The eye of the spectator is incessantly diverted
with the variety of sentiments which they express; nor
can any thing be more pleasing than their picturesque
groups and evolutions. Sometimes they hold each other’s
hands, the man kneels down whilst the woman dances
round him; then again he rises; again she starts from
him, and he eagerly pursues. Thus their whole dance is
but assault and defence, and defeat or victory appear
equally their object.

The fall of certain powers in Italy, occasioned a decline
in dancing and ballets. The Italians lost their taste for
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these amusements, and seemed to transfer them to the
French. Catherine de Medicis made them the chief or-
naments of her court. Baltaravim, a very successful
director and composer, greatly advanced their progress,
and did with respect to. ballets, what Jodelle had already
done with regard to tragedy. To Triffino, and to these
two ingenious men, we are indebted for our theatres,
tragedies, and ballets.

The encouragement which histrionic diversions re-
ceived from Louis XIV., contributed in a powerful manner
to their cultivation. This gay and liberal monarch ruling
a nation ever devoted to pleasure, was particularly partial
to ballets : he introduced them in all his fétes, and the
gardens of Versailles have been the scene of many a
spectacle of this kind, exhibited in a style of unprece-
dented splendour and magnificence. The Chevalier
Servandoni, a famous architect and perspective painter,
offered to the public, on various theatres, a multiplicity
of pieces, wherein music, pantomime and machinery were
agreeably combined. This Florentine must be considered
as one of the chief promoters of theatrical ballets,

“ Of tous les arts enchantent tous les sens®.”
BerNaRD.
Hence arose that scenic grandeur which the talents of
successive artists, and especially those of the present age,
have at length brought to so high a point of perfection.
The Parisian dancers established the real method of
attaining a graceful and dignified execution; and the
French school of dancing acquired a pre-eminence over
all Europe, equal to that of the Italian school of music.
A pre-eminence which both nations have ever since
preserved.

* Where every art enchanteth every sense.
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Lany, who has obtained some reputation as a dancer of
the demi-caractére, ranks first among the ballet-masters of
the opera of Paris. Beauchamps, the director of the
ballets of Louis XIV.%, Sodi, a famous pantomimic per-
former, De Hesse and Malter, were regarded as the
best composers of their period. Pitrot succeeded them,
and feeling in himself a capacity for heroic compositions,
he brought forth his ballet of Telemachus, which met
with considerable applause. His cotemporaries, Picq,
an excellent dancer of the serious kind, Gaspard
Angiolini and Canziani, distinguished themselves in the
tragic line. Noverre came next, and carried stage-
dancing many degrees towards perfection. Dupre, G.
Vestris, Pitrot, and Gardel, the elder, were reckoned
among the best of their time. Dumoulin surpassed them
but little ; he excelled in pas de¢ deux, and in his style of
accompanying his partner in the different groups and
attitudes. Fossan disputed the palm with him in the
comic and pastoral.—Of the other sex, the most cele-
brated dancers were the Melles Sallé, Lany and Camargo,
who followed and surpassed the Melles Guyot and
Favier ; the first was a very graceful dancer of the graver
sort, the second of the demi-caractere, and the third
principally excelled in cross capering, andin dancing to
the liveliest tunes. Prévot was her equal. Beauchamps,
Pécour, Blondi, Ballon, Laval, Javilliers, Lépi, Melles
Heinel, Pélin, &c., hold also an honourable rank among
the disciples of Terpsichore. Melles Guimard and Allard,
their successors, eclipsed many a name by the graceful-
ness and brilliancy of their steps.

Dauberval shone in the comic line, and that of the dems-
caractdre ; P. Gardel in the serious, and A. Vestris in a
combination of both. These three, together with Laborie,
Deshayes, Duport; Mesdames Chameroy, Gardel, Gos-

2
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selin, the elder; Melles Léon, Fanni Bias, and Bigottini,
all estimable supporters of the honours of Terpsichore,
gave the finishing touches to this delightful art.

Messrs. Dauberval and Gardel stand pre-eminent as
composers. The Télémaque and the Fille mal gardée of
. the former are justly regarded as perfect models of seri-

ous and of comic ballets; whilst the Psycké, Achille
Scyros, Pdris and La Dansomanie of the latter, are proofs
of his excellence in the mythological and anacreontic
branch. He was also a fertile inventor of steps and
dances. Didelot, the pupil of Dauberval obtained a
brilliant success by his Flore et Zephyre, Psyché and
Cendrillon; Coindé, author of the Amours de Venus
Pygmalion, and la Double Féle, acquired an equal share
of applause, and Clary of Milon, by his Nira and his
Ulysse; Blache by his Almaviva et Rosine, and his
Filets de Vulcain; and, finally, Aumer, by his Antoine
et Cleopatre and his Somnambule, merit recording, as
ingenious improvers in the composition of ballets.

" Whilst dancing was making these rapid strides towards

perfection in France, the degenerate taste of Italy was
turned wholly on uncouth and graceless pantomimes.
"But the introduction of French composers and dancers,
who were received there with applause and much encou-
raged, contributed in no small degree to ameliorate the
style of performance in that country.

Noverre composed many of his ballets at Milan, from
whence his method and taste began gradually to spread
through the principal towns of Italy. He had a number
of Italian pupils, among whom D. Rossi, F. Clerico, P.
Franchi, Mazzarelli, P. Angiolini, and J. B. Giannini
deserve to be mentioned, as artists who raised dancing
from the abject state in which it was then languishing ;
but it is to Vigané and Gioia that dancing is indebted
for its principal improvements.
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As the Italians,in general, prefer strong emotions of
terror in their theatrical amusements, their ballet-masters
have chiefly succeeded in historical and tragical subjects.
The French, on the contrary, are fond of the soft senti-
ments of refined love and tenderness; their composers
dedicate themselves, therefore, almost exclusively to the
anacreontic kind **.

From all that I have hitherto said, we perceive that
poetry, music and dancing, have agreeably occupied every
nation. ‘These arts, which are innate in man, could not,
from the pleasure they afforded, fail of being cultivated.
They were duly appreciated and esteemed. The orien-
tals, from whom we received our first instructions in every
thing, speak constantly in their favour. ' We all know how
much music, and dancing in particular, are valued and
practised among the Chinese, and cannot but own that
these three arts have possessed an absolute sway over
all those nations that enjoy a clear atmosphere and a
beautiful sky. "

The Iroquois, and even the Hurons, have their dances,
their pantomimes and their music. The Italian come-
dians (in 1725) gave a very curious novelty at their
theatre, in Paris, which occurs to me as a proof of my
argument in the foregoing paragraph :—¢ Two savages,
about twenty-five years of age, tall and well made, (says the
author of the Mercure de France, Vol. I1.) who lately came
from Louisiana, performed three different sorts of dances,
together and separately, and that in such a manner as not
to leave the least doubt of their having learnt their steps
and leaps at an immense distance from Paris. Their ges-
tures are, undoubtedly, very easily understood in their
country, but here nothing can be more difficult to make
out. The first dancer represented a chief of his nation,

rather more modestly dressed than the Louisianians gene-
y ™ g
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rally are, but not so much as wholly to conceal his
nakedness. He wore on his head akind of crown, of
considerable size, adorned with feathers of different
colours. The other had nothing to distinguish him from
a common warrior. The former, by his manner of
dancing, and his various attitudes, expressed to the latter,
that he came with a proposal of peace, and therefore,
presented to him his calumet, or standard, After this
they performed together the dance of peace. The second
dance, which was warlike, exhibited an assembly of
savages, who appeared to be deliberating as toa war
against some other nation or tribe. They represented in
their different gestures all the horrors of a combat.
Those whose opinions were in favour of war joined in the
dance, and thus expressed their votes. The third dance
was performed in the following manner :—the warrior,
armed with a bow and quiver full of arrows, pretended to
go in quest of the enemy, whilst the other sat down and
beat a kind of drum or tymbal, not larger than a common
hat. Having discovered the enemy, the warrior returns
and informs his chief of it. He then imitates a fight,
wherein he pretends to have defeated the enemy ; after
which both perform the dance of victory.” A little episode
of love introduced in this pantomime would almost turn
it into a good modern ballet. :
The pleasures of dancing are universally known, at
least to those who practice it: such as do not, cannot
be deemed competent judges. Let us, therefore, now
examine its utility. 'This is not the slightest of its advan-
tages, nor that which must excite the smallest interest.
Dancing was upheld, no less than music, as an object of
much importance by the ancients. Religion claimed it
as one of her chief ornaments on all solemn occsaions, and
no festivals were given without uniting it to the other
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ceremonies or diversions. The holy writings mention it
in many places. It was not only reckoned in a high
degree honourable, but, as Pariset and Villeneuve observe,
it was the object of a number of laws, made by various
ancient legislators, who introduced it into education, as a
means of strengthening the muscles and sinews, of pre-
serving the agility, and developing the gracefulness of the
human frame.

Plato, the gravest philosopher of antiquity, did not
consider music and dancing as mere amusements, but as
essential parts of religious ceremonies, and military exer-
cises®. In his books of laws he prudently prescribed
such limits to music and dancing as were most likely, in his
judgment, to keep them within the bounds of utility and
decency. The Greeks frequently amused themselves
with dancing, and carefully practised it, on account of its
immediate tendency to the improvement of gesticulation,
from whence it derived the name of Chironomia 3. The-
seus, Achilles, Pyrrhus, and even Socrates®, as also
many other illustrious men, often diverted themselves by
means of this art. In short, from the remotest agesa
multiplicty of high authorities have successively proved
that dancing tends equally to our amusement and to our
instruction. '

The whole body moves with more freedom, and ac-
quires an easy and agreeable appearance. The shoulders
and arms are thrown back, the inferior limbs attain
greater strength and elasticity, the muscular masses of
the hips, thighs and legs, are symmetrically displayed, the
feet are constantly turned outwards, and in the gait there
is something peculiar, by which we immediately discover
a person that has cultivated dancing. Dancing is of
signal service to young people, at that time of life when
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motion is almost a natural want, and the exerting of
their strength is the surest means of increasing it.

All persons, whatever may be their condition in society,
wish for strength and activity ; all, I may next venture to
say, are, or would be, glad to possess physical beauty. It
is a natural desire. And among those whose rank or
fortune enables them to frequent good company, there
are very few who do not wish to unite to those three
qualities, elegance of carriage and deportment. Now
nothing can render the frame more robust and graceful
than dancing and pantomimic exercises. Every other
kind of gymnastics strengthen or beautify particular parts,
whilst they weaken others, and make them in a manner
difform. Fencing invigorates the arms and legs, but
renders the rest of the frame somewhat unshapely.
Harsemanship -increases the thickness of the loins®,
but debilitates the thighs. In short, all other exercises
leave something disagreeable about those who practice
them ; neither singly nor conjointly, can they bestow that
becoming aspect and those agreeable manners which
dancing, when well taught, never fails to impart. By it
the head, arms, the hands, legs, feet, in short all parts of
the body are rendered symmetrical, pliant and graceful.

Dancing is extremely useful to women, whose delicate
constitutions require to be strengthened by frequent
exercise, and must be very serviceable in relieving them
from that unhealthy inaction, to which so many of them
are usually condemned.

Captain Cook wisely thought that dancing was of
special use to sailors. This famous navigator, wishing
to counteract disease on board his vessels as much as
possible, took particular care, in calm weather, to make his
sailors and marines dance to the sound of a violin, and it
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was to this practice that he mainly ascribed the sound
health which his crew enjoyed during voyages of several
years continuance**. The dance they generally indulged
in is called the Hornpipe; is of a most exhilarating
character, perhaps more vivid than the Tarantella dance.

Bodily exercise, says an English writer, is conducive to
health, vigour, liveliness, a good appetite, and sound
sleep; but a sedentary occupation occasions many de-
rangements in the nervous system, which sadden,.and
often shorten existence, disturbs repose, produces a
certain disrelish for every thing, and brings on a continual
languor and listlessness, of which it is sometimes difficult
to dicover the cause.

The most celebrated disciples of Hippocrates concur in
recommending dancing as an excellent remedy for a num-
ber of diseases*. Tissot absolutely orders'it to be prac-
tised in all schaols, for the minds of young persons,
burthened with continual study, require some amusement
above the trivial kind, on which it may fix with pleasure.
Phadrus gives us a hint on this subject.

¢ Cito rumpes arcum, semper tensum habueris
At si laxaris, quum vol®s, erit utilis.

Sic ludus animp debet aliquando dari,

Ad cogitandum melior ut redeat tibi.”

Anaxarchus, the Scythian, used also to say that it was
often necessary to amuse ourselves by games or other
diversions, so that the mind, after tasting a little useful
repose, might return with increased vigour to the exercise
of its delicate functions.

A laborious and painful life are a capital regimen for
melancholy and sadness.

Dancing ought to form a part of the physical educa-
tion of children, not only for their better. health, but also
to counteract the many vicious attitudes and habits which
they too often contract.
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The art of dancing is not only necessary, but almost
indispensible to those who are fond of society. The
manner of presenting one’s self, and of receiving others,
in company, with a graceful propriety, and the easy and
polite demeanour which is so becoming in society, is ac-
quired most effectually by those who have studied the
art of dancing.

I shall now conclude by remarking that dancing,-
besides the amusement it affords, serves to improve our
physical, and even to animate our moral powers ; gives relief
in certain diseases, affords a cure in others, promotes the
harmony of society, and is a most requisite accomplish-
ment for all who have the happiness to possess a good
education.

“ — Quacunque potes dote placere, place.” —Ovip.

NATIONAL DANCES.
THE CHICA.

The Chica was brought to us from Africa, where every
tribe dances it, particularly the Congos. The Negroes
carried it with them to the Antilles, where it soon became
naturalized.

This dance was 8o universal throughout South America
and the West Indies, that at the commencement of the
present century it was still danced in all religious cere-
monies and processions. The nuns during the night
of Christmas eve showed themselves to the public through
the gratings of their convents, expressing, in the voluptu-
ous agitations of the Chica, the joy they felt for the birth
of the Son of God, who came to take away, by his death,
the sins of the world. This dance is passionately ad-
mired among the Creoles, who enthusiastically adopted it
on its introduction among them.

America is not the only country that has been in-
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fluenced by Africa in dancing ; for, from the Moors it was
that Spain first received that dance now so peculiar to it,
the Fandango, which is nothing else than the Chica, under
a more decent form, the climate and other circumstances
not permitting the performance of this latter with all its
pative concomitants.

The origin of this dance it is very difficult to discover;
" but every thing in it seems to be the effect of a burning
climate, and ardent constitutions.

The Chica is danced to the sound of any instrument
whatever, but to one certain kind of tune, which is in a
manner consecrated to it, and of which the movement is
extremely rapid. The woman holds one end of a hand-
kerchief, or the two sides of her apron, and the chief art
on her part consists in agitating the lower part of the
loins, whilst the rest of the body remains almost motion-
less. A dancer now approaches her with a rapid bound,
flies to her, retires, darts forward a-fresh, and appears to
conjure her to yield to the emotions which she seems so
forcibly to feel.

‘When the Chica is danced in its most expressive cha-
racter, there is in the gestures and movements of the two
dancers, a certain appearance more easily understood than
described. The scene offers to the eye, all that is las-
civious, all that is voluptuous. It is a kind of contest,
wherein every trick of love, and every means of its tri-
umph, are set in action. Fear, hope, disdain, tenderness,
caprice, pleasure, refusals, flight, delirium, despair, all is
there expressed, and the inhabitants of Paphos, would
have honoured the inventor of it as a divinity.

I will not attempt to say what impressions the sight of
this dance must occasion, when executed with all the vo-
luptuousness of which it is susceptible. It animates every
feature, it awakens every sensibility, and would even fire
the imagination of old age.
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The Chica is now banished from the balis of the white
women of South America, being far too offensive to de-
cency; and is only sometimes performed in a few circles,
where the small number of spectators encourage the
dancer.

At Cairo, where there are no theatres, there are a sort
of actors, or leapers, who go about to private houses, and
represent various scenic performances, wherein the most li-
centious and obscene attitudes bear a strong resemblance
to the Chica, and the ancient mimics. Many of the Greek
and Roman dances may be compared to the Chica and
Fandango, and especially those practised at the time of the
decline of dancing in both nations, when this art naturally
became an ohject of contempt among men of taste and
morality.

I am almost inclined to believe that the Chica owes its
origin to some of the ancient dances. Greece, so fertile
in productions of every kind, and which gave birth to So~
crates and Diogenes, Phocion, and Alcibiades, Homer,
and Aristophanes, Agoracrites *>, Cleophanes *, Calli-
pides ¥, all of most extraordinary, but opposite, talents,
Greece, I think the most likely nation to have created
this voluptuous dance. The dance of the Angrismene,
usually performed at festivals in honour of Venus, and still
very common among the modern Greeks, may bear me
out in my opinion. '

THE ANGRISMENE.

The Angrismene, or la Fachée (the angry maiden), is
performed by two persons of different sexes. A young girl
first appears dancing (the music plays a languid andan-
tino); after she has gone round in a glissade kind of step,
a young man presents himself, also dancing; he plays
about her with a handkerchief he holds in his hand, and
attempts to approach her, but she, by her countenance



RISE AND PROGRESS OF DANCING. 31

and motions, expresses her scorn and contempt, and runs
away. The lover exhibits much grief on seeing himself
thus rejected, and accuses fate for his ill fortune. He
however, again advances towards the object of his love,
and seeks to move her compassion, but the young girl,
proud of her advantages, again drives him from her, and
forbids him to mention his love. In the mean time the
steps and motions of both dancers are in perfect concert
with the music, and express with precision the sentiments
of anger and love. At length, the young man seeing him-
self so inhumanly treated, trembles with fury, and knows
not on what to resolve; after a short time, however, he
decides on adopting violence. She then darts a severe
and threatening look at him. He becomes motionless,
sighs, and gradually seems to give himself up to despair.
He turns his fervid eyes upwards, and conjures heaven
to put an end to his existence, then tying his handker-
chief round his throat, pulls it very tight, and appears on
the point of falling. The maiden immediately runs to
support him, and deplores her unnecessary rigour. She
unties the handkerchief, calls her lover, and endeavours,
by every means, to reanimate him ; he gradually revives ;
the languishing voice of his mistress strikes his ear, he
looks around him, finds himself in her arms, and his happi-
pess is complete. Joy then unites the hearts of the two
lovers, and they swear to each other eternal fidelity.
Their dance then regains its former liveliness, and be-
comes the interpreter of their reciprocal sentiments.

THE SPANISH DANCES.

Tue Spanish dances, both from their character and
variety, always excite the curiosity of men of taste, and
more especially of the lovers of the art of dancing.
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That pretty little performance, The Progress of the Fan-
dango, a highly boasted dance, is one of the proofs
which, backed by the decision of the Spaniards, establishes
the Fandango as the leading dance of Spain, and as the
one which stands in the highest estimation. Their other
dances are scarcely any thing more than imitations of it,
and are looked upon but as second-rate.

The attitudes, and the graceful and voluptuous group-
ings of the Fandango, the cadences and thrillings of the
music, have a most potent effect upon every spectator, and
the Spaniards give a loose to ecstatic feeling whenever
they witness the above-mentioned dance.

As an investigation and minute description of these
dances seem requisite with the nature and subject
of ‘the present work, I feel myself called upon to present
them to my readers. They will behold in these pas-
times—these imitative exercises of the Spaniards—de-
picted a transcript of their character and their taste.

In their stepsit is the lightness, the grace, the elasticity,
the balance, which are remarkable; and the majestic
movements express those feelings which determine the
national character ; namely, hauteur, pride, love, and ar-
rogance.

In the execution of the Spanish dances, the arms are
always expanded, and their movements, let them be in
what direction they may, always undulating. They at
times represent the generous sentiment of an absolute
protection of the object beloved, at other times they
describe with vivacity the tender feeling it inspires, and
the sincerity of the avowal. The eyes, oftentimes di-
rected towards the feet, glance over every part of the
body, and testify the pleasure which symmetry of form
inspires them with.

The agitations of the body, the footing, the postures,
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the attitudes, the waverings, whether they be lively or
dull, are the representatives of desire, of gallantry, of
impatience, of uncertainty, of tenderness, of chagrin,
of confusion, of despair, of revival, of satisfaction, and,
finally, of happiness. '

It is from these different gradations of the passions
that the description and nature of the Spanish dances are
characterized, in which the minds and manners of those
who invented them are so faithfully pourtrayed. Thus we
see an enamoured Roderic at the feet of a Chimene, and
a Bohemian heroine of Cervantes, or the respectful
gallantries of the ancient Spanish heroes of romance.
We have already observed that some of the Spanish
dances trace their origin from the American dances; we
must also observe that the Moors, from having inhabited
Spain, and introduced their customs there, may lay claim
to some part of the honour attributed to the Americans.

THE FANDANGO.

The Fandango is danced by two persons, and accom-
panied by the castan