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LISA C. ARKIN AND MARIAN SMITH

Historians have long acknowledged the surging inserest in folk culture
that exerted a potent effect upon artists and scholars in the ninereenth
cenrary as the old influences of classicism and Francophilia finally began
1o be eclipsed. In such disparate works as Edvard Grieg’s Peer Gynt, Sit
Walter Scott’s Rob Roy, Smetana’s The Bartered Bride, and Victor Hugo's
Les Orientales, one may see a burgeoning pride in the folk culture of ones
own region and 2 fascination with that of others.

Much of this new enthusiasm for indigenous folk cultures was inspired i .
by the writings of Johann Gottfried von Herder (1744-1803), the highly { il . dew. Jd Mwumyﬂ
influential historical philosopher who in the late eighteenth cenvury had v '

osived that the evolving concept of nationhood was dependent upon 2 (.4 | .
Een.s'c of shared wadition among 2 homogeneous assemblai;;e of folk. Cen- et - oo ouft p{AwaWCon
tral to his way of thinking was the belief thar the collective conscicusness
of a nation resided in its religion, language, and folk traditions, and that to
honor these home-bred forms of cultural expression was far more desir-
able, more natvral, and more fundamentally buman than to embrace the
mechanical, artificial ideclogy of the so-called Enlightenment. He
extolled the sweetness of ore’s own native soil and the beauty of the prim-
itive folk expression that projected the soul of a people. At the same time
he promoted the then-radical netion that no one culture was inherentdy
superior to others, but that the various peoples—each possessing a unique
and worthy Volkgefse (folk spirit}-—should coexist and learn from one L
- another, a0d, moreover, that such pluralism was a fundamental condition X
of humanity.! .
The writings of Herder engendered 2 new and profound respect for
wﬁ, eleeidhy folk colture that permeated European literature, painting, and the per-
. , forming arts in the nineteenth century. And while the creative impact of
w the ofs  folk forms upon writers] artists, and composers of that period has Jong
been an important subjecr of scholarly investigation, its effect upon ballet
o ?l w has not yet been fully explored. For, though the type of dance referred 1o
L variously as “patiogal,” “folk,” “character,” and “ethmic”® is acknowl-
Balleh edged to have constiruted a part of the Romantic baller, it is still generally
treated only as a marginal adjunct in scholarly investigations of the sub-
Ject, a lesser cousin 1o classical dance, a folkstyle thar provided an occa-
siomal means of imjecting “local eolor™ but was peripheral ro the genuine
aesthetic of Romantic ballet. :
This viewpoint, we argue, conflicts with the evidence. Indeed, an
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examination of primary source
documents shows that national
dance played a far more
prominent role in the Roman-
tic ballet than is generally
acknowledged today, both in
its theory and its practice. And
ballet’s spectators during the
period deemed Romantic (that
is, roughly 1830~1850) were
actually much mere likely to
encounrer national dance than
they were the ethereal ballets
blancs now so strongly associ-
ated with that period. We
believe that the presence of
national dance in the Roman-
tic ballet was so grear, in fact,
as to merit 2 scholarly explo-
ration far wider in scope than
an article-length study can
possibly hope to cover Not

- only is a straightforward factual chronicle of its existence in order (for

national dance is known to have flourished in all of Europe’s most impor-
tant opera houses), but so, oo, is an investigation of how national dance
was related to the broader social, political, and artistic trends of the nine-
teenth century. For the marginalization of this idiom in much dance histo-
riography has not only left a lacuna in the study of Romantic ballet per se,
but also made national dance virtually inaccessible to scholars in other
disciplines who could no doubt draw analogies between its contributions
to ballet and the manifestations of folk-derived expression in the other
arts. Indeed, a fuller treatment of this topic by dance historians will
doubtless lead to its integration into the scholarly discourse of nine-
teenth-century cultural studies in general?

Grdomenimnded Butin the meantime we are faced with 2 strange conundrum. National

dance played an enormous role in ballet and was considered a salient force
within it. Yet, despite its very high visibility on the ballet landscape of the

nineteenth century, many representations of that landscape have shrunk -

its proportions considerably. That is, it has suffered something of the
same fate as the “juste-milieu” paintings and the colportesr literature of
the same age, which were extremely well known to the nineteenth century
but until fairly recently were marginalized as unworthy of serious consid-
eration.” . .

In the present article, we hope to make a step toward bringing n?tmnal
dance closer toward the mainstream of scholarly research, both i and
outside the discipline of dance history. We focus on Paris, 2 city often

NATIONAL DANCE IN - ROMAN"

regarded as the cradle of balletic Romanticism, although by no mezps.the
only venue that warrants close study in this regard.

Our approach is a varied one. We first discuss the popularity of
national dance, both on the stage and on the social-dance floor. We then
discuss the narure of the Romantic narrative ballet, and how character
dance was situated within it. (Please note that we use the term “national”
and “characrer” dance imterchangeably in this article, as writers of the
nineteenth century frequently did.)* We also delve into the rather difficult
matter of “authenticity,” weighing the words of ballet theorists and critics
of the time in an attempt 1o discern how folk dances were brought to the
stage. Then, after discussing the work of Jules Perrot, we discuss the false
dichotomy of character dance versus the baller blanc. Finally, we raise the
subject of dance historiography, suggesting that it has been easy to apply
twentieth-century performance practice and aesthetic preferences 1o our
assessmments of the past, and that this has hindered our attemprs to deter-
mine what the Romantic ballet looked like in its heyday.

The Popularity of National Dance

Simiply pur, national dance was performed regularly and frequently in the
opera houses of Europe during the Romantic period. It figured promi-
nendy within both operas and ballets, and in some theaters was featured
in independent danced divertissements as well® Indeed, it must be
recalled that audiences were accustomed to great abundance and variety:
an evening’s entertainment could even consist of 2 complete opera and a
baller. And national dance was very likely to comprise part of the perfor-
mance.’

Consider the case of the Paris Opéra. From about 1835 until well past
mid-century, national dance seems to have occurred in over three-quarters
of the performances given there, regularly appearing in both ballets and
operas. In May 1841, for example, it was featured in twelve (and possibly
more) of the fourteen performances given:

Mon, May 3 Don Giovanni {opera, set in Seville)
Spanish danee during the ball scene {Act 1)

Wed,May5  La Favorite (opera, set in Casle)
Spanish dance during the victory celebration (Act IT)

Fr,May7 Les Huguenots (opera, set in Paris)
Gypsy dance to celebrate the day of rest (Act IIT)
Sun., May 9 La Favorite (opera, set in Castile)

Spanish dance during the victory celebration {Act II)
Mon., May 10 Le Diable amourenx (ballet, set in Italy and Persia)

Saltarella, cachucha, mazurka?

Le Philtre {opera, set in the Basque region}

Evidence is unclear.?
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Wed, May 12 Guillonme Tell (opera, setin Switzerland)
T

‘yrolian dance by peasants forced to perform for the tyzant
Gesler (Act 1IN
La Fevorize (opera, setia Casale)
Spanish dance during the victory celebration (Act I}
Robert le Diable (opera, set in Traly)
Evidence is unclear. The pas de cing in Act 11, performed by
five men porteaying Sicilian peasants, may have been a pas de
caractere?
La Favorize (opera, sec in Castile)
Spanish dance during the victory celebration (Act IT)
La Mueize de Portici (opera, setin Spanish-dominated
Naples)
Spanish and Negpolitan dances (fcts 1 and IT}

Fri, May 14

Mon, May 17

Wed., May 19

Fri., May 21

Les Huguenots {opers, set in Paris)

Gypsy dance to celebrate the day of rest{Act HID
La Juive (operts, setin the city of Constance}

No evidence of national dance.

Guillaume Tell {opera, setin Switzerland)
Tyrolian dance by peasants forced to perform for the tyrant
Gesler (Act 1]} ”
Le Philire (opers, set in the Basque region}
Evidence is unclear.

Le Diable amoures (ballet, set in Italy and Persia}
Sakarella, cachucha, mazurka'®

So character dance was quite a familiar sight on the Opéra’s stage. It
becare so pervasive, in fact, that one eujogist on the occasion of Plerre
Gardel’s death in 1840 could lament that “the dance [is now] composed of
only so-called pas de caractére.”" Théophile Gautier even hyperbolically
implied that the character pas was the ocly type that a dansenr should
perform (as opposed to the classical pas)y: “A male dances performing any-
thing other than pas de caractére or pantomime has always seemed to me
something of a monstrosity. Until now | have only been able to support
men in mazurkas, saltarellas, and cachuchas.” 2

Mon, May 24
Wed., May 26

Fri, May 28

Mon., May 31

In the offhand comments and customs of baller’s habiraés across
Europe, 100, 0n¢ May find countless expressions of the notion that char-
:dered a normal part of ballet. In the Lon-

acter dance was commonly co
don publication, The Naswral History of the Balles Girl, 2 description of

the daily routine of the typical cozps dancer finds her hastily changing ker -

costume in the dressing room “between the pas de fées of the opening
scene and the villagers’ mazourka of the closing one™™ A contingent @
male dancers from the Paris Opéra (including Lucien Petipa, the first
Albrecht) was invited to take part in 2 polka competition with several
highly skilled members of the social-dance elite {the polka being consid-

ered 2 complex folk-derived dance at the
rime), and knew the dance so well that they
were able to beat their opponents handily."*
Michel Saimt-Léon, in the Witrttemberg
cout, taught both classical and character pas
to the royal princes and princesses.'* Manu-
facrurers of ballet souvenirs—statvettes and
lithographs, for example—sold images of bal-
lerinas both in “classical” and “character”
garb. Young ballet students in St. Petersburg
were sometimes granted scholarships on the
basis of their character dancing.' And so on.
It is also crucial to recall that, though the
sight of the corps performing character dance
was a familiar one—<critics often described
ensembles of coryphées performing perhaps
2 mazurka or bolero—the greatest ballerinas
and premiers danseurs of the Romantic peri-
od performed national dances as well. That is,
national dance was not the province of lesser
dancers, nor of those whose body types pre-
cluded their excefling in the danse d’école
style. Nor was it ceded stricely to those (like
Fanny Elssler) who found iz particularly con-
genial to their talents. It was an art that the
highest-ranking soloists were fully expected
to perform, along with mime and classical
dance. Lucile Grahn, for example, the first
Danish Sylphide and a dancer renowned for
her steadiness on pointe and her lightess,
made a great impression with her tarantelia in

Fanmy Elssler performing the cracovienne in
La Gypsy, 1839. Notice the tiny spur on ber left
shoe and the martial costume, and in the back-
ground a view of Edinkurgh and its castle,
Dance Collection, New York Public Library for ihe
P.c:fomn'ng Ars, Astor, Lenos, and Tiden Founda-
zons.

the divertissement Le Péchexr napolitain.? Carlota Grisi
X Grisi and Jules Per~
rot, who together helped create the role of the ethereal Wil Giselle, also

performed many a character dance both separately and together, includ-
ing the zapateado at the close of the Viennese scason in 1838 and an “orig-

Uirtoricad AU

inal Tarantella directly iraported from Naples” (1o name only two of thei

l:;—lt triumphs). ¥ Lise.2Noblet, another c{)ancer known for);mr lighm:;

y the elegance of her poses, also delighted audiences with her Spanish

Mwﬁng- With her sister Félicité she performed a Spanish dance in Le
uetre and achieved a trinmpk that Gaurier describes as follows:

'I{'Ihcblgrat success of the evening was the Spanish dance by the Mmes.
b;q t. Their entrance was eagerly awaited, They appeared in white satin
— :Ing thrcadcid and b@pmglcd with silver, with roses in their hair,
. :;-lglogl the high ceremonial combs—in fact, the whole fantastic cos-
el ol ares Serral, Then, 1o the strains of 2 melody thar was as naive

oll tunes are and fragmented into equal divisions by the babble of

L
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Merie Taglioni, wearing & gypsy costwine, in the ballet
La Gitana, 1840, Dance Collection, New York Public
Library for the Performing Arts, Astor, Lenox, and Tiden

Fowndations.

the castanets, they danced the most
daring and brazen pas ever to have
been seen at the Opéra. It was phe-
pomenzl, outrageous, uwnimaginable,
but it was charming. Imagine swaying
hips, spines arching back, arms and
Iegs thrown into the air, the most
provocatively  voluptuous — move-
‘ments, a hot-blooded fury, and a dia-
bolical ateack—truly, 2 dance 1o
awaken the dead....The two sisters
were applauded as mever befors,
and...they were called back and
made o swrt the pes, El Jaleo de
Jerez, all over again.”

And Marie Taglioni “enchanted the
world” with her Spanish dancing as Lz
Gitana, a role which also called for two
gypsy dances (one of them danced
rusic in which bottles, cauldrons, glass-
es, and saucepans were used as insteu-
ments)® This baller, which Taghiont
performed dozens of times 1o great
acclaim beginning in 1838, including
four scasons in Russia and three in Lo~
don, generated a Taglioni souvenir
iconography second in richress and
variety only to that of La Sylphide. Ik
also firmly established her reputation as
a solid character dancer, a reputation. that has been Iargely forgotren, per-
haps because historians have so strongly emphasized her triumphs as the

sylph

Social Dance. Rhapsodic assessments of character-dance performances
fiberally dot the newspaper review of ballets and operas of the Romantic
period, and it is clear that zudiences of the day were no less demonstrative
~rhen it cane 1o chaxacter dance than they weze for opera and danse d'é-
cole. Sometimes, in fact, character dance struck observers as even raore
exciting than the other types of opera-house fare. Heinrich Adami sug-
gests as much in his résumé of Fanny Elssler’s eight-performance seasop
in Vicnna in the summer of 1837

1n eight performances, Fanny danced the Cachucha twenty~two tmes, yet
who can boast that he knows this dance completely or can say that the
twenty-second performance was not just as interesting as the first, That
chis should be so is the finest victory of natucal grace over art, just a5 a
rose, though seena thousand times, is still a rose and the queen of flowers.

NATIONAL DANCE IN THE ROMANTI

1 have been present at many a stormy evening in the theatre, but T have

never witnessed such general and unrestrained excitement as at the Jast

appeasance, and particularly after the Cachucha had been performed a

third gme? h
‘ot shouting approval, applauding wildly, demanding encores, and throw-
ing flowers onto the stage (as audiences were wont to do) was not the only
way that members of the public could express their enthusiasm for
pational dance. They could also dance it themselves, fitting foreign dance
styles to their own bodies, much as they donned costumes to wear to
public balls. .

In the 1830s and 1840s, in fact, there was a veritable national-daoce
craze on Europe’s public dance floors. Amateur dancers flocked to dance
studios to take lessons in national dancing. They rented and purchased
pational costames to wear 1o public balls.® They purchased sheet music
for character dance arranged by composers for amateur consumption, and
books on the subject of national dance (one of which featured the mazur-
ka, the cracovienne, the polonaise, the tarantella, the anglaise, the bolero,
the cosaque, the fandango and the pas
russe)®  They  even  dapced
quadrilles—a type of social dance
normally constructed of classical
steps—that had been stylized accord-
ing 1o national tastes.” One dancing
miaster, for example, concocted the
so-called “Empire Quadrille,” in
which each section of the dance imi-
ured a2 different natonal style
Another adapted the Polish mazurka
“after the laws of the French
quadrille™ so that the “inconwe-
niences” of its complexity and
impravisatory nature could be “obvi-
aFc[d].”“ His quadrille-mazurka pro-
vided a “sample, 2 foretaste of the
mazurka”; ®a sort of compromise”
berween the characteristic freedom of
the_PoIish dance and the French incli-
nation toward the incorporation of
c!ass:ical steps and familiar sets of
spatial figures.” A Parisian journalist
addressed chis idea of contrast
between traditional social dances and
the. newly popular natiomal dances,
wriung in 1833, “the banal and fas-
tl‘d-\ous contredanse will be defini-
uvely put 1o rest [at the Opéra balls]
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Carlorez Grisi and Ludien Petipa(?) performing the polles
in the ballet Le Diable 3 Quatre. The mar'’s costeme i in
the Cracow style, and features coins on the belt, striped
pants, & feather in the cap, and embrotdery on the coar.
Dance Collection, New York Public Library for the Performing
Arss, Astor, Lenox, and Tilden Fowndations.
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to leave room for this variety of dances thas are executed in Russia, Staly,
and Germany—the polonaise, the fandango, the waltz, the mazurka [thar}
will become zcclimated to Pagisian soil.” Indeed, one can iragine that
these character dances did atlow those who danced them a greater range
of movement than did the “fastidious contredanse.” As another observer
put it, social dancers «undesstood the happy alliance that could be forged
berween stiff French dance and loose Andalusian dancing.”®

So powerful was the popularity of national dance in the ballrooms of
Panis during this period, in facz, that it artracted the attention of
humorists, one of whom wrote a vaudeville (entitled “Les Souvenirs de
jeunesse”™) in which overzealous choristers doing the galop push the rmain
character into a chair and then sing these lyrics:

Rédowons, schorischons, {Let's redowa and schottish,
Fillettes ex gargons, girls and boys,

mazourkons Lev's mazurka

et polkons and polka

Aux doux bruir des chansons.? To the sweet sound of songs.]

Another humorist wrote somewhat sarcastically of the national dance
craze in the satirical journal La Musée Philipon:

I 1842 the Grande Chaumizre [a public dance studio] shone with an
unaccusiomed brightmess, and was more chan ever the meeting place for all
true lovers of natonal dance....[A] multitude of dances, cach one newer
fhan the pext, were tied, censured, approved, or prohibited; because
ncedless o say, it is only at the Graode Chaumizre that one may find the
crae waditions of elegance and beavtiful manners. -

The author also Jampoons Spanish dance:

Among the choreographic.. _creations which distinguish the offerings of
Jast summer, we roust ¢specially mention the pas des taureass indomptés
[the dance of the untamed Hulls). This way of moving, ot rather of hurling
oneself around, seems 10 us to have a particular cachet. [An illustration
depicts a man in a tall silk har, charging like 2 bull his unsuspecting female
danee parsner, who is bowing so deeply that she does not see what 3s in
store for her.].... We have it on good authoriry that the notables of Car-
naval are preparing, for the Opéra balls of 1843, new and different pas de
cavactire that wil) bring about 2 general revolution in all of Paris and, T do
not fear to say, in alt of Europe?!

Of Farther significance are the public ball divertissements—that is, the
entertainments presented during public balls for the enjoyment of the
sevelers, Entertainers customarily appeared ar some point during the
evening and performed in 3 space cleared for them on the dance floor, 25
the ball's atzendees stood by and watched. When the entertainmest
ended, the ballroom dancing ccsumed. Among the many acts hired for the
Paris Opéra’s carnival season balls were “mirliton™ acts and ballet dancers
feom the Opéra itself—including coryphées performing quadrilles and
soloists performing ensemble qumbers with titles such as “The Four Sea-

|
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CT;L; dzfj;k;;ns forms of polka danced in 1844, with a povtrait of Cellarius at the
er. anonymows French lithograph published by Lemercier indicates the

extraordinary popxlaricy of the polka as a social i1l
e e s P & social dance. Gastor: Vuillier, La Dause

g(t)lls(;r” Pgnd, after the sensational success of the four Spanish dancers—
P —31 : :;rftl, Mariano Camprubf, Manuelz Dubinon, and Francisco
theo in January 1834 to appear both at the Carnival balls and in

pera La Muette de Portici, the Opéra’s leading ballerinas were some-

times enlisted to perform chara um
; =
ed in December 11:1;34: or numbers as well. As Vert-Vert report-

::; Ernc:; success obtained at the last Carnival gave rise to the idea of seek-
success with an amray of national dances of the different peoples
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of Europe, and in some local dances from our southern provinees. Thus
s will see the execution, in mwrs, by the principal baller dancers of the

tra with Mlles Taglioni and Flssler leading, of the pas styrien, the
mazurks, boleros and fandangos from Andalusia, the tarantellas of

Maples, and dances of the Languedoc region——ias Treizsand lo Chibalet®

The sensation caused by the Spanish visitors during the 1834 ball sea-
som also paved the Wiy for Elssler’s success with the cachucha in Le Dia-
ble boizeux in 1836, and apparenty helped propel ap existing fondness for
natjonal dance into an uproarious popular phenomenon."‘ Indeed, while

theater audiences at the Paris Opéra had seen Polish, Ttalian, Fungariag,
llets, there can be no

and Spanish national dances in pre-Romantic b
doubt that the visiting Spanish dancers who so inflamed Paris in 1834
contributed greatly to the new and growing popularity of national dane-
ing in the mid-1 830

Tn any case, the public pall divertissements are significant in any con-
sideration of the reccption of national dance for three reasons. First, they

show thar classical and character pas Were deemed equally appropriate as

popular entertainment for ball guests. Second, they serve as a reminder

that social and theatrical dance were closely bound together and thats
complete reception history of mational dance mwust accommodate both

venues. Third, they demonstrate ‘hat the viewing of professional character
dapcing (sometimes ac quite close proximicy) was an activity that was
quite keeping with real-life experience for many memobers of the
Parisian public. Thus, staged scenes of national dancers entertaining

onstage characters (as o the ball scenes in Don Gioventi and La Jolie
Fille de Gand, for examaple, and chen later in the century in Swar Lake
and The Nutcracker) actually imirrored the cvents of a real-life publbic ball.
This imparted a certain immediacy and an air of reality to the staged |
divertissement that is Jacking today> A

e e VB e e ST

National Dance in the Narrative Ballet

Clearly, national dance was 3 popular form of entertainment, and it helda
prominent place both in public festivities and in staged versions of su
festivities. Howeves, it must be noted that national dance was 0ot only2
pular form of divertissement but also lent itself to the narrative ballets
(often called ballet-pantomimes) that were so popular during this period- |

Before we proceed further, 2 digression on the subject of these ballers

is in order. For it is important 10 reimagine what these works looked
Romantic bk

Jike—forgetting for a moment the modernized versions of
lets on today’s stages—in order 1o understand how national dances It
within them.

First of all, mime and action scepes typically constituted 25 souch #
balf of an entire baller: indecd, it was not unkeard of for entire scenes of2

bailet (sometimes tWo in 2 row) to be devoid of dancing” Ir is moxe acc

+ve of these ballets as mimed dramas that called for

 rave, in face, 1o concelve O
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dancing from time 1o time, which is quite different from s revi
in which parratrve ballets are presented as danced works ;?idt;yozlrev;‘;ac:laé:
sional mime scenes. Thr_: proportions of the ninetcentb~century );oduc—
dons 103y be seen rc::tdlly_in annotated répétitenrs {rehearsal scgres) of
Romantic balkets, which distinguish plainly between mimed and danced
segments, 2nd give an excellent indication of how much actual time was
dc'w:!tcd to.mr.h-” T]Ekc ratio of dance to mime and action scenes in the
or‘ig:nal stel.fe, for instance, was roughly equal—fifry-four minutes of
ime and 2ction, and sixty minutes of dance (though the dancing has no
been supplemented and the nondancing scenes shortened or eliminated o
suit m?dern tastes).’? And even the most perfunciory perusal of newspe t?
¢ reviews of ballets from this period shows quite plainly how im rtajn
2 role mime played in these works. For the mime was not onl neizss
w0 convey the_story; when executed well it accounted for rxruc\h of a:lz
spectator’s delight and pleasure in ballet. Of Fanny Elssler in Lz G
Gautier Wrote, .she “rises to the most sublime heights of dramatic :r’:y::
noble pride in innocence, energy, tears, grief, love, intoxicating jo Sil
runs thrcmgh the whole gamut of human emotions.™® Another oi)s};rve:
dcscnbxng Pauline Duvernay in La Révolre ax sérail, wrote that du.rin’
the military maneuvers of the corps de ballet she performed one of thi
Rnnapai roles “with the wittiest pantomime, the most expressive and pas-
sionate gestures, representfing] all the incidents of an animated discusgio
;1;.:d giv(ing] an idea of the council of war held by the women. A geno.eranll
u:;rh,h and unanimous applause is earned by this gay and comic scene.™
The reason, of course, for the far greater prominence of mi
action scemes and the ol i e
acion soon circumseribed role of dance (when compared
tod ¥'s " ers) was thar these Romantic ballets were designed to imparta
- nrge, :;kee audience. Ballet was considered first and foremost a dramatic
iy 13310£“:‘ and the spoken play: Castil-Blaze even went so far as to
xs st t “most modern ballets are operas or dramas that have been
bancta:;: f n::r the mﬁuc nl‘anguagc.”“z And another observer described
palet s Fg:mI Ocn:?m: ”;h}n ;ctors neither spc_ak nor sing, but dance and
e e eed, C;]:xe emphasis placed upon the plots of
e e b press and in performance practices, can scarcely’
It was i
o gs;::;ry, ?el’;v instance, f?r the plot of any new ballet to be
bk o o Thm : SPApEr TEVIEws of the premiere and in souvenir
Ebrers et ;;v;ﬂg_[:i plot was told in even more derail in printed ballet
el s ¢ to spectators for purchase. Bailet libretti were gen-
y from fifreen 1o forty s | i o
bale, pages Jong, and they explained the action of a
ballet scene by scene, often inchud i i i
in quontion ks s cluding actual lines of dialogue—sometimes
Lot wers o —to be munefi by the characters. Spectators at the bal-
e s accusco_med 10 seeing a“cmal words displayed onstage—on
Plot 1y s :lr;zn;:::al tablets, for msfa.nce—-hc]pi.ng them follow the
covndinend o omary for the music of :.:ach new ballet 1o be closely
pantomime gestures, helping make them as accessible
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as possible 0 the audience. In the operning scene of Giselle, for instance,
Hilarion pointed t0 Giselle’s cotrage as sweet music was played, as i 10
say “here lives the one 1 love.” With a menacing gesture, he then poinsed

<0 his rival Albrecht’s cottage a5 Snister music was played.* The effect of

these lengthy and frequent mime and action scenes, with music that fol-

lowed the actors” movements and gestures MOMERT £ morment, Was prob-

ably akin to that of the melodrama of the boulevard theaters.”

The evidence also SUBEESTS that some of the physical movements called
for in the Romantic ballet might seem somewhat stilted and stylized
according 10 today's tastes- Arnong such movements Were the dramatic
gestures that were sometimes performed in unison- In the ballet-pan-

comiroe La Gipsy, for cxample, thirty-odd Bohemians mimed the words

«But who are you?” by “throwing thejr forearms” {as one unsympathetic

critic wrote).S And the actors often froze in rableaux or “pictures,” sore-
ama in the middle of 2 scenc, SOTETIMES UK

times at moments of high dr
before the fall of the cuctzin®® So typical was this 25 3 curtain-closing
device that andiences hardly could do without it. “The ballet,” wrote The

Times about L& Turentule,

should end more effecavely; a postlion aralles in to tell the doctor that his

carfiage is ready, and the curtain falls without anything Tike a grospe being

formed. This was a Lind of damper, the andience scarcely knew whether

al} was over of not, aod for fear of applauding in the wroag place, at fixst

did pot applaud at all®

Critics) commentary of the period also demonstrates that in ensemr
bles the choreography was often intended to delight the eye more by the
design and placement of groupings than by active, kinetic movement.
Groups, in fact, are frequently rmentioned by critics as one of the key
£ 2 baller. {“You car’t describe this baller,” wrote 2 et

visual fearures ©
about La Fille du marbre, “you must see the groups™;™* another, reviewing

1.z Fille du Danube, fnsisted chat there was “not an elegant grouping of
elegant wableau” in +he entire ballet.y? Another jmportant choreographic
categosy, both for <oloists and fox corps dancers, Was the pose, which wir-
canted frequent mention n librerti and reviews. Thus, according to the
libretti, the poses of the Wilis in Giselle werc “yoluptucus”s Urielle’s in Lt
Diable amourenx were “savishing,” and Miranda’s in La Tentation wett

sometirmes decent, sometmes voluptuous.® And choreographers often
;s of successive "p&

sought 2 kaleidoscopic effect by presenting a serl
tures,” such as the bathing scene in La Révolte an sérail, described in the

Tibretto as follows:
Zulroa and her friends sport in che water. Slaves burn perfumes; othess
prepare to dress the king’s wives- Zulma eToerges first and is eaveloped in
2 light veil behind which she makes her toilet, Soon her companions fol
low her example and dress in the same maoner. Then the women dance
and admive themselves in mirrors, forming 2 succession of the most capti-
vating pictures that center uporn the beantiful Zukma >

- NATI
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Jvor Guest describes another example in the first act of Lallz Rookh:

The ambitious nature of the dance was indi
: cated by the tith
%a.FHcrr:dcsl,)i ‘The Shell, The Kiosks, The Cage, '%rhc ;;rr‘:roff;?ee;frg-
Ca: ;atx;: Rj;:mre, The Morning Breeze, The Stars, The Pin’capplc, Th;
of the Rising Suo, The Bunterflies, The Sun’s Rays, and The Livi
E:;rue ;.nd its Pedestal. The Times declared that the pa.; symboﬂquevmg
one o ti};c most elegant scarf dances ever contrived” and showed “wwhas
new dio:.n g:morfs are possible in 2 style apparently so backneyed” I\?t
words, in the opinion of the Morning Post, could do adequaze j'rusu'c:e o
the groups: “in every movement there was poetry, every grou v:-as oo,
fal, as if it hac} stepped forth from the canvas of Bouch P o aho el
greater Guido.™ = or the 3il

Some choreographers went so far as to imi ci intings,
manner of tableatx vivanes, such as Penot?t:egggggﬁtﬁgié? tlllc
Robert's celebrated “La Féte de Ja Madonae™ in his baller Ondine o
Gamg::; declared thata j‘baﬂet should be a picture before being a d: Anﬁ
E:; : aepl:zt ::;r;l:iln.mzl:;o;iio:‘:ddm production of a fine themcgfor a ﬁ:ﬂa«:t
p ideas to an artist ‘who ex them i
skerches.” Clearly, a stron i y tind both the
desilz_g,‘n n:.nnd 1l:he ap;redadonifpéc:(;{n:]m:nﬁcbﬁzn fay betind borh the
_Einally, let us rurn to the marter of the realism of thy i i

;c::;n I:;)r tbalizt,dl;kc opera and the spoken play, w:sit}:lg?c’f :intlliicfg
BRor w‘:mc:“:sr::.r;}is 3t callcd. for sets, costumes, props, and special effects
that were 20 c; thu!; as p.os_mblt:.. (As F«autier said, “we are no longer living
fna e e u?.f inscription ‘magnificent palace’ nailed to a post suffices
for the i1 on of the spectators.”)”” In the late 18205 the Pans Opé

e to be especially well known for the opulence and detail of its elab-:

e setti L
rate settings, 2nd its ability to transport the audience to whaever histori-

cal gc:;): zr di(s:w;:t land a libretto might call for.
ierre-Luc Charles Ciceri, for exaraple, i -
( ple, in charge of setsat th
x z:::l; r::) va;;zcrland fmd to.Iraly s0 he could bave the imr;edi::i) P
i staw? d make it possible for him to create ae aura of authe:f?ci
i s gings of Guillaume Tell and La Muctte de Portici.® He even,
o ocua ;? oversaw the recreation of real-life buildings. For instance, an
Py banter?suppowdiy that of Montfort-I"Amaury—was rep]ic‘:.,ted
P m:t of the nuns in the third act of the opera Robert le Diable ™
e forgmﬁx:eth nt waifing room of the royal palace in Stockholm Was
O‘Wn:ﬁcﬁﬁc) or ﬁm Gustave I11. * All this sumpruous dwelling,” wrote
o th;: ;’e Fr;rcls ::n tk}:c st:;.gc with unbelievable exactess. It is so
il ! assador to Sweden who no
. eal:s f::): a m(zsnent he thoughz he had returned to h?smps;:.r’:gg e
e, thrwas o the order of the day in the Opéra’s costume depart
3PP1‘0pria:ee|: ;:atffu} artention was given to making costumes thac logkec;
oot o v:n time and place of an opera’s or ballet’s setting. (Indeed,
dincloded LOry was cz:oss—hstcd historically and geographicall
stumes for a wide variery of regional characrers, includin};

23
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“Bayadéres, Basques, Bohemians. .. Créoles, Chinese...Indian slaves, |
modern Indians,... Provengaux. "} The labors of the period’s costumers [
did not go unnoticed by critics. In the case of La Juive, which was setin !
fifteenth-century Constance, much praise was heaped upon the painstak.
ing attention to detail in the costumes for the Act I procession scenes i

Nothing is missing in this orodigicus resurrection of a distant century.
The costumes of the warriors, civilians, and ecclesiastics are pot imitated
but reproduced to the smallest details. The armor is no longer pasteboard;
it is made of real metal, One sces men of iron, men of silver, men of gold!
The Emperor Sigisamnd, for instance, is a glittering ingot from head to
foor. The horses, no less historically oudfitted than their riders, prance and
tum.?

Cormposers, too, did their part to create a sense of place. As one musi-
cal lexicographer put it in a definition of ballet music: “As for the dance |
airs, they must be characteristic and analogous to the place where the
action takes place; thos, the dance sirs of the Indians, Scots, or Hungari-
sns st have the character of the music of their countries.” This pre-
scription was well beeded. The Scotcish seriing of La Sylphide, for
jnstance, was brought to life by this jig by Schneirzhoeffer:

=

Jig from La Sylphide (from neanxscript conductor’s score, A 501, BN-Opéra).

Rossin’s Tyrolian chorus from Guillawme Tell {to which Marie Taglioni
Janced the tyrolienne) imitates the sound of yodeling: :

NS D s {
L [ rr L—‘—-—‘_‘

P ST
-4

%:‘Frfmuﬂf J",;:';]: e S =
Tyrolian chorus from Guillaume Tell
(from full vocallorehestral score published by Troupenas, Paris, nd) ]

The mazurkas composed by Adolphe Adam for Le Diable 2 guatre, a bal §
let set in Poland, follow the custom of accenting the second or third beat

of the measure and of resting on the third beat at the ends of phrases; th |

one, for example, places the accent on the second beat:
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) ‘Maznrka from Lo Diable 3 quarre
(piano sheet music arranged by |. Herz and published in Paris, 1843).

For Le Diable boitews, Casimir Gide provided 2 good deal of Spanish-
sounding music, 1_nc1udmg this piece for the opening ball scene which
makes use of Spanish rhythms and imitates the sound of the stramming of
the guitar (marked by “x™):

Opening ballscene from Le Disble boiteux
(from manuscript répétitexr score, Mat 19¢ [314-9], BN-Opéra).

We also kaow from Michel Saint-Léon's pedagogical manuseripts from
the Wiirttemberg court that, at least in his case, appropriate folk music
zas used for the teaching of character steps. He used this melody for the

racovia:

Cracovia from Michel Sant-Léon manuseript (Rés. 1137, BN-Opéra).

This is closely- rel “
y- relazed to the melody “Na krakowska u is st
danced 0 o y iNa owska oute™ that is suil
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Of course the efforts to create 2 convincingly realistic theatrical illusion
sometimes fell short. Gautier, for instance, chided the Opéra for using a
South American set to depict 2 North American subject {and for using
= rocks that are to be found nowhere in the world and ought not 1o appear
at the Opéra™).% And Jules Janin suggested that the composer Gallenberg
had done a poor job of creating musical verisimilitude in Brézilia, opining
that though the action was set in che New World, the score sounded like it
<ras from the Other Wosld % But whether in the practice or in the breach,
che rule is elear: costume and set desigoers and composers were expected
to make their productions scem plausibly authentic to the spectator.

To sumarize: the narrative ballet of che Romantic period emphasized
the conveying of a story and featured mumerous, lengthy mime scenes to
do so. The music followed the miming closely to make it more palpable
and also helped set the scene by providing “cthnic” music when necessary.
The choreography often included poses and groupings. And the mise-en-
scine endeavored 1o present the locale in which the action ook place with
<s much verisimilitude as possible. So how did national dancing fiv into
these ballers?

First, national dance was considered a valuable tool for establishing
the sewing of ballets as well as operas. Character choreography usually .
did not exist as 2 thing apart, but worked together with the music and the °
mise en scEne Lo Create 3 CONVANGINg sense of place. Thus, the corps de bal-
Jet became 2 human landscape, 2 moving backdrop that offered spectasors -

the sarisfying illusion that they had actually glimpsed some foreign place.
(Critics often remarked upoz the success of this approach. The tarantell
danced by the corps in Ondine, for ipstance, was praised for being 5
spirited and characteristic as if it were danced on the chizja by real conte- |
dini.™¥

In the same vein, national dance could help characterize 2 pallers :
protagonists, contribution of major importance, since these ballets 50!
strongly emphasized the story. And since many of the main figures i
these stories had a distinet ethnic heritage—indeed, ballet of this period *
puL a premium on such figures—national dance was 2n potent dramatic ¢
tool as well as a key means of demonstrating the character’s idendity 10 3#{
audience. Escudier stresses this double function in a review of Elsslers
portrayal of the Calabrian peasant Lauretta, the lead fernale character it

1.z Tarentule: “Mlle Elssler. .. dances a tarantella thaz gladdens and exciies b

you. In turn coquctniskn, fiery, and witty, she portrays with wonde

NATIONAL DANCE IN THE ROMANTIC BAL

;relligence that ardent character which is only found on the volcanic soil
of [taly’-"“

1ikewise, by fla.ncing the mazurka in Le Diable & guatre, Carlotta
Grisi’s young P.ohsh heroine (aptly named Mazourka) not only delighted
che audience with the charm of the dance, but also revealed and afformed
ner identicy to them. Leils, the Egyptian shave girl in La Péri, did the same
when she performed the “pas d'abeille,” or bee dance, which according to
Gautier one could see “performed in Cairo in its native purity by
aimehs.” Occaﬂon:fﬂy, the ballerina even made her first entrance with a
national dance, thus immediately conveying to the audience a crucial ele-
ment of the character she was portraying.™

Tt is true, of course, that character dances were occasionally inserted in
operas or ballets without 3 dramatic rationale. Carlotta Grisi, for cxam-
ple, m the title role of La Péri, substituted a Spanish manola for the
Egyptian bee dance, arousing the objections of Gautler, who said thar
“Spanish dance has nothing at all 1o do with the action or intention of the
work.””‘I And tfhe Hungarian dance performed on at least one occasion in
Don Giovanni, an opera set in Seville, drew a sardonic response from
Jules Janin:

There were az least a dozen men dressed as Hungarians H i
w!‘:o dcvo.u:d themselves to stukmg pleasing poses. ’I('l{:;’ m:aneg,a:acig
;tls:d e:zzhmrtba:ms, b;l:]fp?:l& tht;i: c;lvcs. passed under each other’s arms
other e mab,...and la i 4
e o e ke ughed, with those who had

But 1f the sheer popularity of character dance sometimes led 1o its inclu-
sion in operas and ballets in incongruous ways, the libretti did officially
call for dances that matched the physical setting of the work in question.”

Character dance was also held to be inhereotly expressive. Some
observers even went 50 far as to imply that national dance had an expres-
sive capacity that the classical pas lacked. The author of Read’s Character-
u[zc Nazional Dances, an “clegandy illustrated” gift book published in

ndon in 1853, hints that national dance could express true feeling ber-
ter thae more “artificial” forms of dance:

Thus far, the sounds of foet ccho the feclings in the beart; when science
mfzmtcff;s the muse 0o Jonger haunts the wood-beamed kitchen of the
e ’s homc,.or the bounteous revels of the baronial hall. Bedecked In
¢ bright but insubstential gasb of opera display, her ardficial grace is
perhaps, no longer the language of a buoyant heart within. A may lend
arractive graces to the form, and study give vast brilliance to the step; but

upon th i .
tfuesp ;:;nﬁnes of the artificial it is not the province of our hule work

wn"midteﬂ,lough national dances were indeed performed in opera houses, the
with :ﬁ preference for naturalism over artifice was very nouch in kcci:ing
o c:l tenets of.the new Romantic drama and its rejection of outworn

conventions, Authentic expression, according to this new way

/27
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American sheer music cover showing Fanny Elssler i Lz Tarenrule (censer), La
Sylphide, T.a Gipsy, L.a Tarenwule, La Gitana, and in 2 zapateado.
American Amtiquarian Sodery.

of thinking, could not spring forth from the restrictive forms of cigh-
1centh-cenmury classicism.

Indeed, the connection between the rise of character dance in the nat-
rative ballet and the loosening of old classical strictures in spoken dram?
during this period is onc that is well worth noting. Just as playwrights
were beginning to forsake the rules of verse drama and put everyday

cilh e
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words into the mouths of its characters {a process that sent shock waves
dwough the old guard of Paris and led o near-riots at the Comédie
Frangaise), $0 did choreographers welcome the opportunity to present
pallet characters who expressed themselves in ways that Jooked more nat-
ural and made them seem more like real human beings™ Angust
pournonville may have been referring to this idea when he extolled the
virtues of national dance (or “native dance,” as he called it) as an expres-
qive tool in the Romantic ballet:

Forty to fifty years ago [the true French school] was divided into fixed
classes: sériense, demi-caractére, and comigue, and the dancers were con-

" ¢ent 1o exeel in one particular genre.... Now, however, it is the music that
determines character; the seyle de perrsguee has given way to the Roman-
Gic....and though bravurz dancing, like bravura singing, s in eternal con-
flice with the dramatic elemens, the latter bas won an important victory by
the acceptance of native dances as an integral part of the art’

The matter of contrast berween mimed and danced scenes in the
Romantic ballet, finally, must also be considered in any attempt to discern
how national dance fits into such works. For any sort of pas, whether it
was in classical or character style, surely drew special attention to itself
simply by the fact that it provided such a distinct and obvious contrast to
the mime scenes. That is, any given pas was probably more striking to the
eye than it would have been if performed in 2 work that was danced
throughout.

This is pot 1o say that mime necessarily occupied a rung of lesser pres-
tige in the Romantic ballet than dance (as it does today), nor that it was
considered intcinsically dull (quite the contrary!}, but rather that the con-
trast between the danced and mimed scenes could have been deployed asa
powerful narrative tool. It seems likely, in fact, that the ebb and flow
berween the dancing 2nd miming may have been akin to that between the
aria and the scena (the dramatic scene consisting largely of recitative} in
opera, and that skillful chorcographers, Eke skillful opera composers and
librertists, conld make the mest of the dramatic possibilities that this
built-in contrast berween kinesis and stasis supplied.”

By the same token, the varying voltages of the pas that were choreo-
graphed for any given ndtrative ballet also supplied interesting contrasts,
making it possible for any particularly energetic pas to stand out. So,
national pas, which were often characterized by driving rhythms,
speedy footwork, and partnering that privileged rapid narns over staely
arabesques, sustained poses, and adagio movements, in some cases proba-
bly struck spectators as especially kinetic, adding, a5 Gautier once expos-
mli,l.ted in a fit of pique, “spice to the deadly boring framework of bal-
let”® And though it would be quite wrong to suggest that character
dance was, across the board, more energetic than the danse d*école, one
nrust non?thclcss bear in mind that certain of the Romantic ballet’s rela-
Bvely static qualities {its pictorial emphasis and use of the frozen tableau,
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for example) could make any sort of allegro dancing stand out. And ig
many cases the allegro pas thar made the strongest impression were
national dance ones.

The deep sense of contrast that the spectators may have perceived
berween classical and character daseing in the 1830s—a time during
which Gardel’s choreographies were still well known—is expressed by
Gaudier, who {especially when intoxicated with Hispanophilia) was capa-
ble of making broad comparisons detrimensal to classical dapce:

A woman who appears...10 pase before your opera glasses in the glare of
sighty foodights with no other purpose than to display her shoulders,
bosom, arms, and legs in a series of artitudes that show them off o best
advantage seems amazingly impudent 3 she is not as beautdful as {the
Graces].... Dolores [Serral] and [Mariano] Camprubi have northing in
common with cur owa duncers. They have a passion, a vialty, and 2n
artack of which you can bave no idea....There is nothing mechanicsl in
their dancing, nothing that appears copied or smacks of the classroom.™

And ic 1839, recalling Serral’s debut in Paris, he wrote:

We exphined how superior were her suppleness, vivacity, and Andalusizn
passion to the geometrical poses and the right-angled écarts of the French
sehool. At that time people of taste found (her] dancing...bizarre, alien,
jocomparble with the taditions of good schooling 2nd the rules of good
taste. The very menton of the word aechxcha made wigs stand on end and
set the pachetzes [pocket violins] of ballet masters screeching*

And, as hyperbolic as these comments are, they convey the sense of stark
contrast between old and new that many balletgoers undoubtedly expen-
anced ac this time of cransition berween the “style de perruque,™ in which
the principal characters performed in the noble style, and the aew, more

expressive Romantic ballet, in which they were likely to perform pational }

dance.

“Authenticity”: Theory and Practice

Like Herder, many ballet theoreticians of the late eighteenth and nine-
teenth centuries expressed a keen interest in the anthentic, “true,” and
“natural” folk expressions of vazious nations. For example, Giovanmi-
Andrea Gallini, in 2 treatise published in 1772, provides “A Summacy
Account Of various kinds of Dancers in different Parts of the World,”
including Spanish, French, Flemish, Iralian, Tyrolian, Hungarian, Polish,

Russian, Chinese, Tarkish, and Mexican dancers. In this section, he also |

states that the expressive arts embody the “genius™ of 2 nation and should
render their subject marter in a5 convincing 2 manner as possible:

Where dances ace well composed, they may give a picture, to the bife, of
the manners and genius of eack naton an each age, in conformity to the
subject respectively chosen. But then the truth of the costume, and of nar-
ural and historical representation must be strictdy preserved. Objects must

NATiONAL DANCE IN THE ROMANTIC BALLET / 3}

be neither exagerated fsic] beyond probability, nor diminished so as not to
please or affect®

Gennaro Magr, in his 1779 Theoretical and Practical Treatise on
Dancing, likewise insists that an authentic rendering of 2 nation’s expres-
sive arts requires knowledge of its distinet cultural attributes. Fe suggests
further that the application of this knowledge was required of the profes-
sional dancer. The ballerino, he writes, should study

geography in order w0 know the rizes, climaces, places, customs, sbuses
Islands, seas, Cities of different Nations, especially those of African, A.si:
atic, and American ones, not known 1o us, 5o as to stage properly and
express ¢he character in @ natural way, if wishing to put one of these
Natdon’s dances into 2 spectacle. These are al] necessary chings, withour
which one cannot succeed as 2 first-rate ballerino ®

Carlo Blasis also wrote about the expression of national idenc
through dance. Indeed, as his long car:c? progressed, the passag&u;i:
character dance in his various treatises became lengthier. In the eaiest,
Traité élémentaire, théorétique et pratique de Uart et [z danse, published
in Milan in 1820, Blasis devoted Jess than one page to the subject, suggest-
ing in the chapter on “Dancers: Serious, Demi-Caractire and Comic™ that

All dancers of the comic roles should study characreristic szeps. They must
devo.tc themselves 0 a correct representation of national idiosyncrasies
and imbue each step and pose with the style and spitit of the peaples
swhose dance they are performing. The best known character dances are
the Provencal, the Bolero, the Tarantellz, and the Russian, Scotzish, Ger-
man, Tyrolian, Cossack, ete. nationat dances®

However, with the breakdown of the traditional genres of dancers in
the 18205, national dances came to be adopted into the repertory of prin-
cipal dancers and featured with increasing frequency in ballets and operas.
Th:sﬁexghrencd interest in character dance is reflected in Blasis's next
treatise, Té'!e Code of Terpsichore (London, 1828), in which he devotes 2
mmajor portion {twenty pages) of the opening section to character dancing,
especially dances of the Spanish type. He justified his atrention to the
subject with this comment: “As an investigation and minute description
of these [Spmsi]limlcé see.-ivfms requisite with the nature and subject of

Present work, I teel myself called upon to present rhem to my readers.
g’hﬁy‘ will behold in these pastimes—these imitative exercﬁ of the

szart_is—del.)ictcd a transcript of their character and their taste "%

Blasis continued to expand his weamment of national dances. Neady
twenty years later, in Nozes Upon Dancing (London, 1847}, he devoted

Ty-two pages to the subject, discussing the history, style, expressive
qualities, music, and steps of over fifteen national darices, as well 25 an
E;Ymo}ogy of some of their titles. Fe also calls national dance “a principle

c] charm of the Baller,” 2ad admonishes professional dancers to “study

ctenistic steps and render themselves servile imsizators . .. of dancing
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peculiar to different countries, giving their atitudes and movements the
srue mational stamp of the dances they are pecforming. ™
In what seems to bave been his Jast theoretical treatise, Tantsy voob-
shebe, baletmye smamenitosti § natsional’nye tantsy (Dances in Generdl,
RBallet Celebrities, and National Dances), peblished in Moscow in 1884
and litde known ourside of Russia, Blasis devotes seventy pages to nation-
al dances in the chapter “The Theater (Stage Presentations).” He covers
more than ffty-two dances, stressiog the importance of accuracy in
bringing such dances to the stage:
The mechanism by which dances are created is a resulx of the very essence
a0d navure of the human being. And, thus, the musician and choreograph-
ex must smady the vast array of pational music and dances and through
cheir work must make visible those rormal relationships that exist
berween songs and Jances, And, on the other hand, they must also poiat
out the differences between, nations, judging by their dance and music cul-
Tares.®
There is also evidence that Blasis iatended to write a book devored
entirely to pational dance. The book was advertised as follows in Notes
Upon Dancing:
NATIONAL DANCES
Prospectus already printed—National Dances stll in use in varicus coun-
wries. Containing a description of the steps, amatudes, cosTUmES, peculiar
characteristics, with original music, of the principal National or popular
dances, as practised by various dasses of society. This descriprion will be
accompanied by ardstical and philosophical remarks upon the beauties
peculiar to cach spacies of dancirg, shewing that the tme spiit and plax of
construction is closly cornected with, and derived from, the tastes and
habirs of the differcnt countries where they were invented ¥

This advertisement goes on o 51y that Blasis planned to describe over on¢
husdred and rwenty-three dances i what he called “the first fwork] of
the kind that has appeared.” Although there is 0o record of the volume
being published, the obvions awention given to mational dances by this
foremost classical theoretician is nonetheless striking.

Equally notable is the way his discussions of national dance resonaie
with Herderian thought. Like Herdes, Blasis writes explicitly of how e
distinctive traits of a particular nation are communicated through the
expressive mode (which for Herder is spoken Janguage and for Blasis the
language of movement):

Herder: Each nation speaks in the manner it thinks and thinks in the mas-

per it speaks.® '

Blasis: Each nation has its own dances and the danee characterizes that

naton.”

Too, both men sce pluralism as the basis of the human condition and
assext that a people’s physical surroundings inform its cxpressive culwr®
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Herder: Each nation must be considered on ¥ i

srder: Eac ) < COnS: n its 0w merits, with regards
wits sfu::uon :.hn:i :ct; own distmetive features; arbitrary seleation oi rejec-
ton of this or that characteristi 3

et ¢, of this or that custom, do not render its
Climate, water, air, food and drink, the

. > 4, f¢ v all affect language. ... i

<his way, language is indeed a magnificent trezsure storc.”ge Viewedin

Blasis: The ph]nrsicai str?ngtb, agility, and flexbility of every nation is in
Jose accord with the climate. That is why gestures and unpleasant move-
mcntt; t,]:aEr may be acceptable :; one nation are completely wnacceptable
to others. into account the di i

wothers. n:hngm&cnsﬁz unt the Lffcrcnccs.m gosture, dances should be

Both Herder and Blasis view langnage and dance (respectively) as devel-

oping from a people’s deepest &xperien .
iment of its souk: experiences and, thus, serving as an embod-

Hevrder: What is the whole strucrere of Jaogua ¢
ic is th e but -
ment of man’s spirit, the history of his discoﬁucrigcs?” 2 mode of develop

nB::su;s; 1‘?:}1 x:x;cd::::r:;f mak.tlx):g dances anises from the very essence and
0g. .. X
e o £, ances could be defined 25 the true picture

J;i;::e:::ng Theory into Practice. How did this theoretical fascination with the
mImse cultural expression of nations manifest itself in the practical
reatm? For Herder, it meant learning languages and oral uaditionls) some-

thing that he clear 1 i
shiag th e ciearly felt passionate about, as his comments about Greek

T wish I could...get to Greece...to B

How many thousand small d:'snincﬁonic:;:r:o arSePic:k col;sk;:cgzm e,
pam:;s, pron.unciation, which one hears only through :LS; Rlzim'es‘
1?:; tc;.; ca?l}gli I counld ‘read Homer as I do Klopstock! If ¥ wculclv::)%
Y to scaa L mec;ib.ir‘uncally, thl.t a different poet he would be for me!
e Knew bow wthe ; f;;hgas_ﬁon a.?d Spoprancous nawire, how ruch
o owd L b agi::ti g c; T;cnsxﬁcauon. what suspensions, what

ﬁd& v:ca)s :ndeecfl rc(fqgr‘uzed for his ability ro assimilate foreign lizera-
poiriras wﬁpprcc:ane it f:om the inside out,” as it were. As George Ban-
o s ::]:2:]’ ]:I"Icrdcr knew how to enter upon the study of a foreign
i ot ¢en of the country and time for which it was originally
iy o i :he was able to transfer into his own language the lighter
gy ms; ankrl.:e severe lessons of foreign poets.*%
mﬁmg,tha . i; m}?df upon himself to make a study of foreign culture,
itions a;cedG[‘ 2 stt.ldled the char-acter, customs and habits of various
Iy srosent ing]...in the corfxposntion of national dances, [by} strict-
: ing), definfing] and Mustracfing] all native peculizrities.™”

in;
& 30°was not merely 2 maveer of learning how 10 apply various rypes
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of stylistic varnish; it was—as studying languages was for Herder—a
means of tapping into the essential qualities of various narions.

"To what extent did choreographers and dancers follow Blasiss advice dur.

ing the Romantic period? What care was taken to heed the words of the .

theoretictans and “devote themselves,” as Blasis put 1t, “to a correct repre-
sentation of national idiosyncrasies”?® We do know that some of the
greatest artists of the Romantic ballet sought out instruction from native
dancers. Marie Taglioni learned her mazurka from a well-known dancer in

i et i pm e s e # e e e

Warsaw and had an 2uthentic mazurka costume made in Cracow: {Eugéne -

Desmares reported in a letter that “Marie learned the mazurka here, not
the one that you kanow a little, which is not exact. It’s a delicious pas that
she keeps for her friends; she had a national costume made for herself in
Cracow, which is the city where the mazurka is danced the best.™* And
afrer she was criticized in St. Petersburg for her performance of a Russ-
fan-style pas de caractére, she worked with a Russian dancer before
attempring such 2 number again. Her biographer Léandre Vaillat
descnbes her subsequent success:

A grear artist always tries to learn lessons. With the mediculousness that

had characterized everything about her dancing career, Taglioni prepared.

At her father’s benefit pecformance, .. .she reappeared in the divertisse-

rment in La Gitana, dressed this tme 25 2 true Russian, The public was

surprised 1o see her again with all the gesrures and character of 2 Russian

dancer. The incomparable Mons. August, a veteran of the cozps de ballet,

served as her partoer, Despite his advanced age, be had some truly beauti-

ful moments. Fle had given his young comrade advice from which she had

justly profited. She danced this time in Russian style, and all hearts beat

with joy.}®

Perhaps having learned from "Taglioni’s misadventure, Fanny Elssler
Jdso studied with 3 Russian teacher, Nikita Peshkov, before dancing a
pational pas dusing ber engagement in Russia in January 1851. Wearinga
sarafan and kokoshnik, she impressed the critic of the Moskovskie vedo-
mosti with her convincing rendition of Russian style: “[t]o understand
even the slightest nuances of the national character that are expressed in
our dance and to master them can be done only by an artist of genius such

as Fanny Elssler. Her shoulders spoke; she glided like 2 $wan...and in :

every way resembled a real Russian maiden.”'® Elssler also took care to

[earn her czardas in Pest itself.*®
Angust Bournonville, too, dircctly benefited from his work with

native dancers. Performing under the tutelage of Camprubi and Serral is

Deamark in 1849, he marveled thar “before my imagination there now |

appeared a whole new world of character dances which I had indeed sus-
pected but had not fully understood."** And Marius Petipa, when com-
missioned to choreograph a Caucasian lezghinka for the opera Ruesslan
and Ludmilla, brovght in four Caucasians from the Russian army 1@
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ipstruct him in this unusual dance before making any attempr to stage it.
He also turned to native sources when asked to provide a dance for the
opera Carmen: “I became familiar with Spanish dances first hand, at the
source,” he wrote in his memoirs. Thus, “I inserted [2] genuive, onginal
fandango in the opera Carmen....[IJt was not my invention, but the
nazional dance that [ had learned when T was in Madrid "%

It is also possible that professional baller dancers gained knowledge of
native folk dance by attending performances in popular theaters and other
venues. Faony Elssler, for instance, is known 1o bave seen 2 troupe of
devadasis from a Vishmy shrine near Pondicherry at the Théitre des Var-
iétés in 1838.1% Gautier, 100, went to see the troupe and predicted that
“[i]mevitably, the very un-Indian bayadére of the Opéra will merge with
the devadasi of Pondicherry.”'® Much research remains to be done on the
impact of native dancers who toured European cities and performed in
popular theaters, ballrooms, fairgrounds, and other venues. But it seems
plavsible that their dancing helped critics and spectators establish a stan-
dard of "authenticity™ by which they judged the character pas performed
by professional ballet dancers. In any case, one may see in the following
two critiques by Gautler that reviewers did raise the question of authen-
ucity; tending to object when a dancer was believed 1o lack the flavor and

stylization of the original:

All the movements of the arms and legs are irreproachable, but the backs
and the hips arc 2 Bntle lacking in suppleness. The proud, arched bearing of
the Andalusian has not quite been caughr. The feer and the hands are
Spanish, but the torso s still too French, All sonthern peoples dance with
their bodies as much as their legs, and so it Is necessary to give the torso
more suppleness and mobility 1o achieve a perfect imitadon....Mme
Allexis} Dupont does not always know how to temper ber frenzy. The
manner I which she shakes ber head is too abrupe, like the frisking of a
lamb, and more suitable to a Styrian dance 1

In the second act, Mlle Plunkett danced with some partner or other 2 very
lively and exaggerared sort of bolero.... By performing many frenedc and
fantastic things that the dancers of Seville, Granads, and Cadiz would
never have permitted themselves to awempt, she displayed qualities of
flexibility and suppleness which, had they been more controlled, counld
have created a greater impression. 1%

The Process of Choreographing Character Dance. While it is true tha
many artists of the Romanoe ballet availed themselves of opportunities to
observe and study authentic forms of national dance, it would be naive to
suggest thar choreographers of the period made a regular practice of
transferring the folk dances of the countryside to the professional stage
without modification, So the question inevitably arises: to what degree
did choreographers of Romantic ballet truly strive to preserve the original
vombu{z.gy and characteristic style of folk dances? It seems highly likely
that originaj folk dances were distilled to 2 certain repertory of steps, .
Poses, and gestures that were recogmizably associated with a particular
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culture—with technical virtuosity and the choreographer’s own artistry
being then added to the mix. Blasis suggests as much in The Code of Terp-
sichore when he admonishes dancers to smdy the “characteristc
steps, ... artiudes, and movements™* of various national dancers and bal-
ler masters vo “remark the customs and manners peculiar ro different
countries, even to their particular features, and whatever other mark of
distinction is remarkable between them. "1
A ceruin repertory of markers, then, was sufficiect 1o function
emblemarically, reinforcing the spectators’ sense that they were somehow
gaining access to the essence of a cultre or pation. And the high significa-
tive value artached 1o thése markers was bolstered by the well-entrenched
Herderian notion that folk arts were a pure form of expression, springing
from “the very essence and nature of the human being.”"" Thus, a charac-
ter pas created by a choreographer but replete with distinctive markers
characteristic of a certain style of folk dance would have offered the view-
er, in Blasiss words, “a kind of picture or transcript of the taste, feeling
and character” of a particular natien.’? So, character dance was not truly
expected 1o reproduce authentic folk dance in the modern-day ethno-
graphic senss, but instead was distilled, its salient fearures thereby thrown
into high relief and presented to the andience in a way that gave the
impression of a well-wrought verisimilitude.

Yet, while he insisted upon noting “mark{s] of distinction,” Blasis also
found it reasonable 1o generalize abowr the resemblances thar could be
“traced between the manners of certain nations.” % He categorized man-
ners according to the broad geographic regions of the North and South,
positing that the opposing temperaments of these two regions informed
their dancing with cerrain fundamertal distinguishing traits. He wrowe in
1847 that:

those graceful, anractive, picturesque and poctic dances of the Southern
climates, in which the heart indulges withour reserve in its emotions, and
the various movements arc dictated by a glowing imagination.... [Tihe
dances of the Northern countries, where reserve, mixed with elegance and
energy, and a kind of restrained gaicty, cleazly indicate the character of the
people with whom such dances are most in use.'*

"Thus, unsophisticated as this may seem to us today, Blasis associated tem-
perament with place and painted the distinctions berween regions widr
very broad strokes. A similar approach was takes by Bournonville
though he held thar there existed three (not two) categories of tempera-
raent, and he atrempted 1o trace each category historically and geographi-
caily. Bourponville wrote in 1848:

The native or so-called national dances with which we are familiar may
be divided into three types: the chaste, the volupmous, 2nd the marrial
Among the first ought 10 be classed the earlier Italian, Spanish, and French
dances which, like the Nordic, were performed to the accompaniment of

" romances, heroic poems, and elegies. They moaved quite slowly and

demanded great dignity on the part of both the m
dances were thosc.of civilized ml:ions. o Iwould calalntha:rj :;Z’:”c;l These
) ThF second kind stems from Hindustan, where female dancers are
raised in temples. They are called Devaduasis (in Portuguese belledeiras: in
French bayade?res); from them come the Egyptian almées, the Moor,ish
and later Siamsh and Iralian dances whose central motif is the ecstasy of
:;Z? :3&;:3 g:e?erfomuncc is, for the most part, lefc t0 women. This 75
. Lastly, those dances wherein the masculine grace and strength ase pag-
nu{h:l_v‘ d:splayed. and where the female dancer is more subordinate, have
their origins in northern Asiz and known throughout Russia, Poland
Hungary, and Bohemis, to Germany and the cotire north, by the names c;
polska and waltz.... These are the Skevic dances 15

For both Blasm and Bournonville, it seems thar this approach was a
way of organizing, of setting up 2 general paradigmatic structure within
which the s?emfic markers could be simated. Furthermore, it appears that
2 pa_rmejrslnp was held 1o exist berween the movement marker and jrs cor-
resl?ondmg temperament, and that together the two elements shaped 2
national style. This, we suggest, constirutes che scyling thar is the hallmark
of thealI cl};m;f;:r‘dmcen Temperament is regarded as an essengial quality, 2
nawral wWenttying expression. For exam I “ y
ness” when applied topa. dance step {for Pl the qualiy of “volspruons-

cample, a pas c‘le basque) served 1o Fanny Cerrito performing the lnana, 1840, Dance
signify 2 distinctive place and people.  Colleaion, New York Public Libravy for the Performing Ares,

And “volupruousness™ was first un- 4507 Lemo, and Tilden Foundations.
derstood a5 2 depiction of regional -
wemperament and jts associated dance
styles, and secondarily may also have
been appreciated for its sensual effect.
Consider, for example, Gautier’s im-
pression of the “purity” of Dolores
Semral’s voluptupusness: “Her talent
has a character all its own. In the most
exagerated écares of this uncestrained
ad animated dance she is mever
mmodest. She is full of passion and
voluptuousness, but true volupruous-

Dess 15 always chaste, ~1%
; Bournonville's delinestion of these
0ud categories is borne out with
Striking vividness in extant eyewitness
dcounts of ethpic-derived dancing
foom the Romansic period—as per-
ac;’glt“l'l)oth by native dancers and by
- f:l?lﬁy%émnefi Egallet dancers. In
mag nIE escriptions, in fact, one
£3n a clear idea of what
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these markers looked like; one may also see that the stylistic affinities
berween the individual national dances in each of the three categories as
posited by Bournonville—the martial, the volupruous, and the chaste—
were clearly perceived by the spectators.

rito infuses such a spirit into these characteristic

. - pas, they scem such nat-
ural outburs}:s of delight r.]?ac nothing can be more fascinaring. Onnsze
went boundmg along, admirably supported by the dever Livtde Camlle,
and accompanied by the plaudits of the zudience, which were rencwed as

“THE MARTIAL TYPE"

Polish Dances

Mazurka: “The Hed-smokes, which are interspersed with the various
steps of the mazurka, and which are even amongst the necessary accompa-
wiments of the dance, must be given in ome and with a certain encrgy. ...
have remarked that the Poles make an inclinadion of the head on the first
step, and reraise iz on the second wich 2 sort of decision full of
grace.... The mazurka is composed, at once, of impulse, majesty, wnre-
servedpess, and allurement. It has somerhing of the proud and the war-
fike (Celiagius).?
=Ty would be difficult indeed to accurately describe the characteristics

of this dance; in fact ro fully appreciate its beauries one must have seen it
executed again and again by accomplished dancers. The Mazurka is 3 com-
bination of exalted pride and marsal boldaess, koightdy gallantry and the
snost graceful devotedness.... The music of the Mazurka is in either 3/4 or
3/8 measure, of which the second syllable is agcented, as shown by a point
or an accens placed above it; by the regular accent of the first syllable is
also observed. ... Fere [in the stiking steps] also the syllable is andible,
and although this atndbute is agrezable 10 the dancers, and quite in harmo-
nywith:hccharacterofthchhzurka(&specizﬂy if the dancer wears
spurs)” (Zorn).**

Mazsr 17 as performed by eight mative Polish dancers in St. Petersburg,
1851: “[Oln stage rushed four nimble couples of dancers.... The mazur
started, passionate and full of enthusiasm, a fiery mazur adorned with a1l
of its varions figures and poetic poses, full of grace or ravishment, some-
Gmes on the edge of true bravery and even debauchery. The skillful
danseurs cleverly stamaped their fest, and the premy ladies passed among
chem full of eathusiasm. Wonderfull Extremely beautifult™ (Sznkperer-
Lurgskie vedomosti).

Cracovienne, as performed by Fanny Elssler in Lz Gipsy, Paris, 28 Jaou-
ary 183% “[The Pas de la Cracovicnne affords her [Elssler] a wiumph
which will make the ballet's fortune. She dances in the most coguernsk
and roguish costume that could be imagined: an officer’s runic sparkling
with butons and a vivandiére’s skir, boots with steel spurs, and 2 black
neckrie framing a delightful chin—rhe whole crowned with a triumphant,

- sprighty firde plume, the prewiest you ever saw. It is impossible 1

describe this dance: it is fhythmic precision mingled with a charming esse
2 muscular and bounding agility which cannot be imagined; the mecallic
Jicking of the spurs, a kind of castanets on the heels, emphasises each step
and gives the dance a quality of joyous vivacity which is quite ixresistible.
This pas is encored every evening” (Gavzier).®

Varsovienne, as pedfosmed by Fanay Cerrito and Mlle Camille at Cesri-
co's benefit, Londoa, 21 July 1842: “[A] prewy bit of eccenuricity. ... Cer~

the two danseuses advanced along the 2urh em in il
fashion” (The Times). 2 & lamps, saluting them in military

Orber Slavic and Germanic Dances

Horgroise, as periormed by the Dansenses Viennoises, 1845: -
groise [was] interpolated into the ball scene of the :S:os;nd act, m I-kll:l?ge
roups, dresscd in ma.le.cf:smme, served as partners 1o the others. You
cannot imagine i‘.he rapidicy and daring of these littde Hungadans, the
majesty v.vn:h which they clicked the silver spurs on boots. .. the dctc,xmi-
nation with which they slapped their thighs...decorated with rich trin-
wmings, and 'thc swagger with which they wors the Uhlan bonnets on the
adg of their beads. You know full well thar 4 fecling for tempo, an cner-
getic and free rhyrhm, and 2 calculazed alhure zre indispensable qualisis
for these national and popular daoces. Every beat must be stessed with

heel taps or the clatter of spurs, so that the sligh
nodced at once” (Gautier). " slightest exror would be

Licxfavw, a3 performed by Fauny Cerrito in 2 diverti:

Majesty’s Tifca.\'.re, London, 2 Mzy 1840: “[Oloe of r.hc;:scmc:::;i: vEJ-I.l‘c:l,r
playful, semi-masculine pas, in which the danseuse sports a militacy har
and boots, and goes through soldier-like gestures...[performed] with
mrf:mr.y npz;ity. .-fand)...all the dash and sportve prettiness
i onstrutes the charm of the dances of this kind” (2 London crit-
Styrienme, as pesformed by Fanoy Cerrito and Auguste Albert in a di
tissement at Her Majesty’s Theatre, London, 12 AguugStust 1841: ?Ea]?u:ra
unique dem the lfuiy appears altogether at the mercy of the gentleman
who sometimes mrls. her round like a wetorum, sometmes pushes her
unr_:.ourtcouslj: from him. ... An inferior dancer could have made nothing
of it, but Cerrito egtered fully into its humour™ {z London ¢ritic).12

“THE VOLUPTUOUS TYPE™

Spanish Danees -

sc_:dmemf: “They dance with their whole body, they arch their backs, bend
: miways, and ewist their torsos with the suppléness of an almeh or a grass
o e In poses renversées t.hc dancer’s shoulders almost 1ouch the ground;
% o:rsr::’ :.rsza:fy and passive, bave a flexibility and a limpness like chat of
rons _: S['I]h:s voluptous languor Is succeeded by leaps of a
Yo eJ- gua[_;] h panish male danccrs .al_wnys appear to be passionately
ey .h 1 ey possess 2 certain ferocious grace, a particular allure,
"Sh:y olding their bodies back, which is theirs alone” {Gautier).*
e hc[?olores Serral] is full of passion and volupruousness....She
o Hetaxm.s as r.hough' swooping from love, and bends back her
brus"'“ body curves with 2 nervous shiver...then she sinks down,
hing the Aoor with her arms while still playing the castanets, only to
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spring up, quick and alert as a bird, darting a sparkling laugh at her part-
ner” (Gautier).}#

Cachucha: “[T)he Cachucha is 2 national dance of a primitive charac-
ter....It is a charming poem written in the twisting of the hips, sidelong
expressions, a foot advanced and then withdrawn, all joyfully accompa-
ied by the chatter of castaners and having more to say op its own than
marny volumes of erotic verse,

There is one position that is ravishingly graceful. It is the moment
when the dancer, half-kneeling, with back proudly arched, head thrown
bacl, 4 large red rose unfolding in her beaudful ha¥f-loosened black hair,
arms dreamily extended and only gently shaking the castanets, smiles over
her showlder a1 the lover who is approaching to steal a kiss. ... He is sup-
ple, precise, sinuows and lively as a young jaguar”™ (Gautier),'#

Cachucha, as performed by Fanny Elssler in Le Dicble boitew, Paris, 1
June 1836: “Those swayings of the hips...those provocative gestures...
and, above all, Elssler’s sensuous grace, lascivious abandon, and plasde
beaury were greatly appreciated by the opera-glasses of the stalis 2nd
boxes” {de Boigne)!?

Double Cachuchz, as pecformed by Fanny Cerrito and Jules Perrot, in 2
divertissement at Her Majesty's Theawre, London, 14 July 1842: “[N]ever

in our remembrance is there a pas de caractére so besuti-
ful as the Double Cachucha danced by her {Cesrito] and
Perrot....[W]hen the cachucha really does begin, it is an
inspiration; she is a creature of fire. It is in the Spanish
spirit of defiance that she and Perrot dance ar each
other. The fury, as it were, of this part of the dance is
beautifully relieved by those exquisite ardtudes, where
Cerrito falls on one knee and Jeans back with knguish-
ing expression, while Perror stands over her” (The
Tfﬂ.‘{’f}.“o

Tealian Dances

Tarantelle: “Itis gay and somewhar volupmons display-
ing in its miusic, steps, atticudes, the taste and rempera-
ameat of those who invented it. Love and pleasure are
conspicuous throughout every movement, Eack gestare
and modon are full of seductive grace...the woman
wies, by the life and rapidity of her motions to excite the
love of her partner, who, in turn endeavors 1o win her
favour by his agility and his elegance, and tender ges-
tures. The two dancers now unire, then separate, return,
fly it each other’s arms, again bound away, and by
means of a preat variety of gesticulations, they exhibic
sleernatingly  love, hatred, indifference, disdain,
coquetry and  inconstancy....Sometimas they hold
hands, or the man knecls whilst the woman dances
around him; he then rises, when she strts 2way, and he
eagerly pursues™ (Blasis), 1

Siclienne, as performed by Fanny Cerrito and Arthur
Sunt-Léon m London, 1845: “Pas more felicitous, more
beautiful, more admirably svited to their charming
Inventor were never devised....[AJll that pursuir and
ﬂymg, that coquetting and tantalizing in which Cerrito
s nimitable. . .. The drop upon Saine-Léon’s arm as fora
poss, and then the hopping in of the two rogether, pre-
ssving  the attdwmde, produced a most novel
dfect. .. genuine merrimgent and ... perfect nanuralness™
(The Times), ™2 7

“Iﬁdl‘dﬂ”/”MOOTiSb”/’Eg‘ypms

Indizm: “The special class of Indizn woman...are sup-
posed 10 sing and dance in front of shrines. .. [an] Ori-
ental partomime. While they are getting ready to darce,
their looks, postures, and figures tell the public *Come,
ﬂ_ie) g:;e of passion is already burning in my blood™ (Bla-
sis).

Pas de Chibougue, as performed by E ito i
3 y Fanny Cerrito in

Lalleb Rookk, London, 11 June 1846: *Cerito dances

such 2 variety of steps and baffles all description—now

TOPr Sofiz Fuoco in & tarantellz,
Raffaele Carrieri, La Danza in Tnalia,
1500-1900 {Milan: Domus, 1945), 756

BoTTOM: Fanny Cerrito in the ballet
La Fille de marbre. Dance Collection,
New York Public Library for the
Performing Arts, Astor, Lenox, and Tilden
Foundations,
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execudng exquisitely small ewinkling steps, a1 the next moment bounding
Like an antelope. There was in this dance the characteristic movement, as
well as measure, of the dances of the East—of that Eastern world which,
theough the Moors, conveyed the prematuze form of thie bolero, cachucha,
guaracha, e1¢., 1o Spain” (Morning Pos). 1™

Le Parfum et les Echarpes (Perfume and Scarves), as performed in. the
wark Le Sais, at the Théiwe de la Renaissance: “Four almées. .. throw
scarves in the air while opening their amms to make 2 grand crowe. They
repeat [this] three times...do 2 saut de basgue dragging the foot on the
floor, bending at the hip ax dedans..pas de bourrde dessops-dessws ... while
changing the épaclement, [then do] 2 waltz turn while carrying the hands
behind the head. ... Repear three times™ (H. Justamert).*

“THE CHASTE TYPE"

Fewer examples of this type of danding are to be found in newspaper
reviews during the Romantic period, since this category is by definition
pre-Romantic {or indeed, far older, as Bournonville seems to imply). Bur
one can az least discern from these reviews that representations of classical
Greek figures onstage did seem to subscribe 1o this type as Bournonville
describes it. Fucthermore, it is clear that a certain dignity and nobility
were imputed to the minuet, and that its overall effect, too, seems to be in
line with Bournonville’s “chaste” category.
Minet, s performed by Fanny Elssler in Lz Gipsy, 183%: “[T]he minuer
[is] danced by the heroine. . .. Few things have been seen mose fearful than
the cold and measured grace of Mdlle. Farny Elssler in this juncrure, than
the moenner in which every step was watched, every gesture allowed irs
righs time, so that neither flurry nor faltering might be detected” (Henry
Chaorley).® .

Miner, pecformed in La Pérd, Paris, 1843: “As for the French woman
{dancing 2 minuet], all varnished with bad make-up, all curled, all covered
with powder in the style of a fid macshall’s wife: ‘By Allahl’ said
Achmet, I am tired of Louis the XV ... this imprisoning rouge, this pow-
der suffocates you'™ (Le Jozrnal des Débars). ™y

Mz, a5 performed by Fanny Cerrito and Lucile Graha in Un Bal sows
Loxis XIV, London, 1845: “{The] demure posturings [of the minuet were
executed] with becoming resecve and formality™ (Moming Post). P

Ancient/Classical: “The chief pas was a Diane Chasseresse.... The slow
movement is very beawrifol, its chief characteristic being given by the
series of classical awtitades into which the dancer falls. The gracefulness
with which Fleury poised on one to¢, bent forward with extended bow,
and in that arritude slowly zevolved, was very steiking™ (The Times).™

Iconogeaphy of the period also provides valuable affirmation that
characteristic positioning of the torso, arms, head, and feet served to
“mark” national origin. Consider the stylistic similarities berween the
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eracovienne aod the liruana, both Slavic dances: one hand positioned at
¢ waist or hip, the opposite arm curved above the shoulder, and the
extended foot that created rhythmic patterns when “spotted” Lightdy”
st the floor.>® These same stylizations are also called for in Michel
Saint-Léon’s notations of the krakovia and the mazurka, in which the
2rms assume the Slavic stylization of one arm a the hip and rthe feer aker-
natingly “beat” (“frappe”) a rhythmic pattern. !

Thest samples of nineteenth-century prose accounts and pictures, of
cOurse, va-ide only a small glimpse into the vocabulary of markers thar
helped define particular national dance types to the audience. But they do
indicate that there existed a palpable ser of signs that audiences could
«cead”—heel clicking, hands positioned on the waist, and head-tossing in
the Slavic types; turning and partaering in the Germanic types; hopping
and fast footwork in the Italan types; bending, twisting, and kneeling in
the Spanish eypes. Thus, much as the specrarors understood the significa-
dve value of pantomime gestures (which could indicate such concepts as
*marriage,” “death,” “pretty,” and “night”) and musical types (jigs for
Scotland, yodeling music for Switzerland, cymbals for Turkey, ete.), they
also became accustomed to national movement idioms. And they could
rely on all three sets of signals 1o help make sense of the action and the
characters of the somewhar complex narrative ballets of the Romantic
period.

Ugfortunately, however, while It is clear that choreographers relied
upon these vocabularies of steps and gestures, there is a regrertable lack of
documnentatton of how they actually broughe this material to the stage.
Indeed, the froserating silence of the sources when it comes 1o specific
mformation about Romanzic-era choreography poses quite a daunting
problem to il historians of the period, whether they are seeking insighe
into classical or character pas.’* But it does seems safe to assert that the
Romantic choreographer was faced with the challenge of remaining true
both 0 the “authentic” signatuse of the nattonal dance and to his or her
creative impulse at the same time."* As Bournonwville wrote of his own
experience in composing Spanish pas:

I was not blind t0 the pretty and romantic qualities to be found in the

Sp_a:}ish character. Bit here, as in everything else, it was 2 matter of deter-

mining what had a right to be put on stage, of making the proper choice of

material, then finding the most suirable way of using ie. I wished to show,
withont depriving the picture of its national physiognoray, one could ide-

alize it and draw itinro the dramaric sphere 1

_ Critics sometimes cven referred specifically to the successful combin-
ing of 2 well-knowr style with a fresh new idea. Gautier, for instance,
uotes that in z tarantella choreographed by Saint-Léom, “[tlhere is a
Moment that is delightfully graceful and original, when he [Saint-Léon]
Places his foot against hers [Fanny Cerrito’s] and they move together as
on¢, as though joined at the toes.™* But until more choreographic and
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anecdotal evidence is unearthed, we must remain largely ignorant of pre.
cisely how various choreograpbers went about the task of ereating naton.
al pas, how they negotiated berween their own original ideas and the stan.
dard movement vocabularies of the various styles.

Jules Perrot

In the case of Jules Perrot, the dearth of choreographic evidence is partic-
pladly frustrating. For many nineteenth-century critics clearky admired
him not only for his gift for using dance as 4 means to advance the dramg
i parrative ballets, but also for his notable character dance choreography.
And it seems thar he combined these rwo talents in an intriguiog way,
Though, again, the lack of chorcographic evidence prevents us from offer-
ing an in-depth discussion of his choreography; we believe it would be
remiss of us not to meation him. For descriptions of his ballets do allow
us a glimpse into the process by which at least one arrist combined folk-
derived material and his own creative ideas in a dramatically affecting
way 4
'Three threads scemed to run through Perrot's carecr that are of partic-
wlar importance to the history of character dance. First, critics clearly
regarded him as a great innovator whose choreography epitomized a new
approach to baller. “The old historical ballet of action seems to have for
ever departed,” wrote the Morning Post in 1847 in a review of Perrot’s Les
Elémens. “In lien of the fabled gods of the Pantheon we have the imagio-

ings of Victor Hugo and Henri Heine choreographed; where strode stak- |

wart zephyrs, we now have the clements symbolized, if not etherea-
ized....The aged deem this rebellion; the youthful, revohution.™
Second, as Gautier pointed oug, he drew successfully from both classical
and character idioms.*** And while he was justly celebrated for his classi
cal choreography; it is noteworthy that the vast majorizy of his ballets
called for pational dance.™*® Third, Perrot conceived of new ways to ux
natonal dance as 2 means of helping advance the story in nacrative ballets,
perhaps integrating it more fully mto the action than some of his peess. I2
Ondine, as Guest explains, he

made the most imaginative use of Iralian material. Flis tarantella was an
impressive set-piece for the corps de baller, but its inzerruption for the
evening prayer was a masterly stroke which doubled the effect of the
reprise that followed, while, later i the ballet his adapration of a saltarello
to convey Ondine’s faltering strength was 2 prime example of the use of
dance to advance the narrative.™,

Perrot also seems to have had the capacity to tap into the deep and inherr
ently expressive force of folk dancein a way that worked well on the stagt
In Eoline, for example, which was set in Silesia (now 2 region of wester?
Poland), Perrot brought the driving, captivating impetus of the Poli
razurka 1o his sensational mazurka dextase, where Eoline is drav?

onder the spell of the evil Ritbezahl. “You can sense the supernatural force
that dominates the will, overcomes the resistance, fascinates like a snake,
and draws its victim to the abyss,” wrote Gautier in a review o¥ the Su
Petersburg production of the baller:

Hypnotized by his glance, Eoline rises to her feet and begins to dance
with him. She is like 2 dove. . . feathers ruffled, wings aquives, verrified yet
fascinated. It is obvious that Eoline has no love for Rilbezahl, yet this
magical dance benumbs and intoxicates her. An insidious languor softens
hee movements, her head droops, her eyes become misty, and her lips part
in 2 smile as her breathing quickens. Half fainting, she falls imto
Ritbezahl’s arms. ¥t :

The critic for the London Times was Iy impressed by this maz
which “‘exhibitcs:% mental qualities wef:uha; };f t:];lx)e greates{ names otfutl;::
pmfcssion...._lt is the best thing of the sort that has been done since the
Vabse de Fascination in Alna, and is marked by greater profundity of
thought than that.”*5? Indeed, this is one of several national pas choreo-
ic;mphf:d by Pex;lrolt in czhich the character performing it underwent an
important psychole or emotional transf i i
offh * dmc;:si)'; ho gzl ormation during the course
One testament to the great merit of Perrot’s character dance choreog-
raph)‘r is that Marius Petipa “borrowed” it. A well-documented instacce
of this occurred in 1861, when he interpolated Pexrot’s “La Cosmopoli-
una” into Le Marché des Innocents, a minor work restaged by Petipa for
his wife's benefit performance at the Paris Opéra'® A long, complex
number, “La Cosmopolitana” had been choreographed by Perrot in 1853
for the ballet Gazelda. According o Ivor Guest, the pas was “intended to
convey the nomadic nature of gypsy life by introducing a succession of
nat1013:1 dances—Moorish, Tyrolese, Spanisk and English.”* To Petipa’s
surprise, Perrot withheld permission for the dance 1o be performed.
Alt!)oug}f Petipa gave him full eredit on the program, Perrot filed sui
against him for breach of copyright. The judge ruled in favor of Perrot,
stating that “a pas from a ballet composed of national dances from differ-
ent counerics, but combined in such 2 way as to form a particular and dis-
HnGt composition, CoRSHNAES an intellecrual work that is protected by the
law of literary and “ardistic properry.”'® Thus, the judge explicitly
acknowledged that a choreographic composition based on national dance
material could be decmed a unique artistic property.

The “Ballet Blanc” and National Dance

i;;er’s famous distinction between Marie Tagliont as a Chrisrian dancer
o an-n}h: Elssler as a pagan one has left an indelible mark on ballet his-
femz?:ip Y; enconraging the idea that the bellet blanc belonged to a dif-
pabL pecies of ballet than works fearuring national dancing; that the pal-

¢ contrast berween the styles of these ballerinas might somebow be
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viewed as a paradigm for two types of Romantic ballet—a white variery,
and a more colorful, earthy sort.’™ But, in fact, the two were not mutually
exclusive. Indecd, there seem 1o have been few, if any, “white ballers” thay
remained “white” throughout. And the sort of ethereal dancing we associ-
ate with “white” ballets such as La Sylphide and Giselle was often per.
formed in tandem with national dancing. Thus, in Lz Sylphide the high-
land corps danced Scottish jigs, and a corps of sylphs performed classical
pas. In the title role of Ondine Fanny Cerrito danced a moonlit pas de
Pombre in one scene and a lusty tarantella in the next. In Act I of
Piguerette she appeared “in a haze of white gauze, shimmering with
golden spangles”; in Act IV, “she wore a smart Hungarian jacket [thar)
clfung) tighty to her wim figure, and boots with resonant heels [that]
imprisonfed] her premy feer.”” Maric Taglioni, in La Fille de Dansibe
(the ballet Janin called “the very poetic sequel to La Sylphide fexcept] tha
the supernatural resides no longer in the ether but in the depths of the
waters™)™* danced beneath the surface of the Danube (a5 2n undine}, thes
returned to land with 2 mazurka, possibly in the costume made for her in
Poland in 1838.1%

In some houses, a baller blanc might be followed by a work in charac-
ter style: Cerrito, for instance, at the Thédtee de la Monnaie in Brussels in
1844 played the tide role in Lz Sylphide, then launched into a perfor-
mance of La Gitanz. (One critic praised ber for appearing truly to have
become a sylphide in the first ballet, and for displaying in the second 2
“provocative pride...more in the spirit of Spanish dancing™ than Elssler’s
“coquettish[ness] and captivating... softer manner.”y® Two weeks later
at the same house she danced Giselle and followed it with a cachucha-
garnering thunderous applause for both.*! And Carlorta Grist, at a Lon-
don benefit performance in 1842, performed the second act of Giselle, fol-
lowed by the rousing tarantellz from Le Péchewer napolitabn.'s

This leads to the subject of Giselle, today the most famous and widely
performed of all the ballets created during the period under scrutiny here.
Though Giselle is not generally regarded as a baller that reflects the
Romagtic taste for national dancing, a closer examination of the docu-
rnents generated at the time of its first production reveals that it originally
did so. Recall that much was made in the press of its German setting and
that the names “Giscla™ (gallicized as “Giselle™) and “Albsecht” would
‘have struck Parisian audiences as decidedly German. Like Carl Maria vor
Weber’s opera Der Freischiitz, which had premiered at the Opéra only
three weeks before, Giselle did much vo sadsfy the appetite for German
folkiore whetted in 1833 by the publication in France of Heine’s On Ger-
many (or De PAllemagne), with its tales of “delicious apparitious...
encountered in the Harz mountains and on the banks of the Tlse, in 2 mist
softened by German moonlight” that Gautier later acknowledged were
1S5 inspiration for the baller’s libretto.® Adelphe Adam admirably per-
formed his duty of providing music “characteristic and analogous to the
place where the action takes place,”* including two excellent waltzes for
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the heroine, the walez being a dance very strongly associated at the time
with German-speaking peoples, (Any German character appearing in a
pallet divertissernent, in fact, was likely to perform a waltz, just as Frenck
characters in such divertissements tended to dance a minuet. For example,
«hen four Buropean women are introduced into the harem in Act I of La
péri, the Scot dances a jig, the German a waltz, the Frenchwoman a min-
pet, and the Spaniard 2 bolere. % This may seem odd, since the echnic
connotations of the waltz have all but disappeared in the twentieth centu-
. Yer European audiences of the Romantic period would have instantly
recognized its “German-aess.” This is why Adam gave Giselle a waltz as
her entrance music and why he wrote the now-famous *Giselle Waltz” for
the scene larer in Act [ in which Giselle leads her fellow pessants in 2
dance. Of this waltz, Adam said rather proudly, that it had “all the Ger-
man color indicated by the locality, ™% an idea cchoed by critics. Escudier,
for example, called it “an enchanting waltz, in the Germanic spirit of the

American sheet music cover depicting Fanmy Elssler in ber “favarite dances.”

The center oval shows ber in La Tarentule, the comner cvals (starting at the upper
right and moving clockwise), in the cracovienne from La Gipsy, in La Sylphide,
La Tarenrule, and La Gitana, Americen Antiguarian Sodery.
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subject.”™ It was also said that Adam’s score demonstrated the “grace
the suavity, and the vaporous poetry of the Germanic deiries that inspired
the composer.”¢¥

Nineteenth~cenmry audiences, moreover, would have recognized the
echnic references in the brief snippets of Spanish and “Eastern”-sounding
music that Adam wove inte what he called the “fantastic ball” scene of A
II, presumably to accompany the foreign Wilis as they executed whay
Adam called “the figures of their native dance.”? Gaurier described these
foreigners in his libretro:

Several Wilis present themselves, alternately, to their sovereign. There is

Moyna, the odalisgre, executing an orental dance; mext Zulma, the

bayadére, displaying her Indian poses; thea two Frenchwomen, dancing a

kind of fantastic meouet; then some German women, waltzing among

themselves. Finally they are joined by the whole band of Wilis.A™

When one listens to the music closely, one can plainly hear an eight-mea-
sure phrasc of Spanish-sounding music, followed by music (beginning
with an obae playing in a minor key) surely intended for the odalisque
and the bayadére.?
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Spanish and Bayadére/Odalisque music from the “Wili’s Fantastic Ball” scere i
Giselle {reduced from manuscripe condwctor’s score, A.533, BN-Opéra).
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And shortly thereafter one can hear music that mighe be interpreted as
the minuet and waltz danced (respectively) by the French and German
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French “Minset™ from the “Wilf’s Fantastic Ball” scene in Giselle.

{Iris something of a rour de force that Adam managed to work all of these
ethnic connotations into the framework of 2 waltz—Spanish rhythms, an
oboe playing in a minor key to suggest the “East,” the “oompah” effects
of a German waltz, and a'more delicate and slighdy more fussy melody in
what [ am suggesting is the “minuet.” Note, too, that of these four
melodies, only the German one recurs. This of course Is in keeping with
the setting of the ballet.)

The presence of the Spanish music can surely be ateributed to the fact
that Gautier kad told Adam of his earlier idez of including a Wili in Span-
Bh.drcss who arrives “with the rartling of castasiets and a swarming of
Whl_tc butterflies.” (Adam even wrote the words “groupe général de
W‘l{s“pa:pﬂlom;” in the score at the beginning of the scene in which the
G;[zkamved.} Recall Gautier’s initial inspiration for the second act of
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At 2 certain time of year, in a forest glade, the Wilis garher on the banks of
a pond where large water-lilies spread their leaves on the viscous waters
which have opened up 1o receive the drowned dancers. Moonbeams shine
berween the black cut-up hearts which seem 10 float like dead loves. Mid-
night sounds, and from every point on the horizon, led by will o the
wisps, come the ghosts of girls who died dancing. First, wich the ranling
of castafiets and a2 swarming of white busterflics, wearing 2 large comb cut
in the Jatest style like the interior of 2 Gothic cathedral, silhouetted against
the moon, comes a cachucha dancer from Seville, 2 gitana, rwisting her
hips and wearing a skirt which is tight with flounces of cabalistic signs; 2
Hungarian dancer in a fur bonner, making the spurs on her boots, like
teeth, charter in the cold; 2 bibizders in a costume like dhat of Amani, a
bodice with a sheath of sandalwood, gold lamé pants, 2 belr and pecklace
of mirror-bright metat plates...bizarce jewels, rings in her nose, bells
around her ankle; and then the last, showing herself ttmidly, a small stu-
deat front the Opéra in practice clothes, with a handkerchief around her
neck, ker hands in a fietle furry mouff. All these costumes, exotic and other-
wise, are discolored and they ke on a sort of speceeal untformicy. This
solemn assembly takes place and ends with the scene in which the dead
girl leaves her comb and seems to come back to life in the embrace of her
lover who believes be can feel her heart beating alongside his.:?

Though Gautier’s original idea of puning the Wilis in character costumes
was discarded, the evidence of the music and the libretro strongly suggests
that a handful of solo Wilis—the odalisque Wiki, the bayadére Wili, and
the German and French Wilis whe were included in the final vession of
the Libretto—did perform a few measures of character steps during this

A band-painted lishograph of Gisclle, A I1, The figure on the right bas long
wavy hair and is wearing « costume that seems intended to look Indizn. Biblio-

thegue de FOpéra,

o~

1
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fnaastic ball scene, and perhaps a Spanish Wili did so as well; her pres-
cnce is certainly suggested by the music.

Further evidence that some of the Wilis were presented as “character”
Wikis may be found in a nineteenth-century French lithograph depicting
an Indian Wik, Unlike her sister Wili (on the left), the Indian Wili’s hair is
long and wavy, and instead of being fastened vp in a bun, it fails vo her
shoulders. She wears a cloth draped diagonally across her torso in the
manner of a sard, and in the hand-colored copy of the lithograph, she is
even given dark skin. ™ This is not to say, of course, that the lithograph
depicts the costumes of the Wilis accurately. Ir fact, the costume and pro-
duction Jists compiled at the Opéra at the time of Giselle’s premiere give
no indication that the Wilis were not costumed identically.””® Yer, the
mere fact that a nineteenth-century depiction of Giselle could include a
character Wik at all bolsters the more substantial evidence of the libretto
and score that some of the Wilis were presented to the audience in a way
that visually and avrally suggested particular ethnicities. In any case,
these three sources—libretto, score, and lithograph—by imputing ethnic
characteristics to the Wilis, Romaosic ballet’s quintessential shades, con-
tradict the notion that national dance and the ballet blanc were conceived
in the nineteenth century as existing in opposition 1o one ancthez.

Historiography
Many Twentieth-century historians have given short shrifr wo character

dance in the Romantic baller. Here, for example, is a twentieth-century
definition of “Romantic ballet” that leaves out character dance entirely:

{RJomantic ballet, 1etm used for the type of baller nwoduced during the
Romantic period. It represented a fundamentally different approach from
anything thar had gone before. The idez of representing a dream world
and fairy tales brought about the development of new techniques, espe-
cially for the ballerina, who rose on her toes for the first dme in an
acenpt to represent sthereality and “other-worldliness.” Music and decor
were carefully planned to poreeay character and atmosphere, and the stan-
dard white costume was adopted for the ballerins. There was 1 temporary
decline in the imporange of the male dancer. The poct Théophile Gautier
{1811-1872) gave confiderable imperus to the movement in his writings
and with his work on the libretro of the most famous romantic ballet of
all, Giselle (1841), which successtully fused all the romantic elements. 78

And heze is a late twentieth-century definition of character dance that
indicates its present lowly status:

Character Dance. General term for all kinds of theatrical dance outside the

bounds of the classic-academic dance, deriving from traditional, ratonal,

or folklore sources—also the dance of the artisans and guilds, the comic

dance and the dance which is representative of 4 certain type of character,

Dancers who are not tall enough, or in technical respects are not ideally
- gifted for the academic dance often prefer the character dance.}”?
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Both of these definitions would undoubiedly come as a great surprise 1
the nineteenth-century baller spectator, who was likely to be acquainteg
with 2 good many works that had nothing to do with the dream world apd
to know quite well that the greatest ballet dancers of the day were equally
2t home in “classic-academic” style and in character dance.

"Yet, when considered in the kight of today’s performance practice, both
definitions seem quite reasonable. This is because the hierarchy implied iy
the definition of character dancing~~a hierarchy that clearly prioritizes
the danse d’école over character dance—does exist today in many quar-
ters. In fact, few of today’s classically trained dancers study or perforx
character dancing as extensively as did their nineteenth~century counter-
parts. Moreover, the two ballets from the Romantic period most widely
performed today—Giselle and La Sylphide—do seem to fit the much-pro-
claimed model of the “other-worldly™ quire well (at first glance, at least).

Today’s performance practice, however, can be deceptive in terms of
offering a reliable model for the past. Indeed, in the last fifty years, there
has been a pendulum swing away from narrative toward pure-dance forms
of ballet. This has affected today’s Romantic repertory—both the way it is
constituted and the way it is performed. And this, in rurn, has affected the
historiography of nineteenth-century ballet.

For sore rwenticth-century critics, “pure dance” has taken something
akin to 2 moral precedence over narrative and any sort of dance tha
expresses or portrays something outside itself. André Levinson, perhaps
the most influential twentieth-century critic in this regard, insisted tharin
La Syiphide:

the dance, instead of being subscrvient to expressive gestures, itself

became the inzerpreter of the emotions and their symbokic equivalent. . . .

In a constant approach to a geometric purity of design, making a pattern

in space of straight lines and sweeping perfect curves, idealizing the

dancer’s body and dematerizlizing ber costume, the ballez blanc is able to

transmute the formal poses of the slow dance movement—the Arabesques

of the Adagio—as well as those aerial parabolas outlined by seemingly

imponderable bodies (technically known as the grands temps délEvation)

into 2 mysterious and poeric language.™

Indeed, Levinson posits that it was through Marie Taglioni and La Syk
phide that dance was finally able to come “into its own again” roughly 3
half-cenmry after Noverre had contributed to its becoming (in Levinson’s
words) “simply...a means to an end; [and]...no Ionger an end in frself
Its independence, its intrinsic aesthetic value had been sacrificed to the
expression of character and sentiment.”” Levinson also suggests that
ethpic-derived dances, too, are scbject to the principle that confers a high-
er aestheric value upon absteact dance. For such ethnic-derived dances, be
implies, are unsophisticated and artless unless they are “completely trans
formed by style”: only an inclination “toward abstraction” can elevatt
thénl-lw
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Though Levinsox’s view of the ipso facto superiozity of the abstract
ballet is not universally held today, it has nonetheless exerted a powerful
:ofluence in our century, ereating a climate supportive of the pure-dance
sesthetic. In any case, there is o doubr that Romantic ballets such as

wlda, Le Diable & quatre, La Gitana, and Le Diable boitesx—works
tha relied chiefly upon character idioms 1o tell their story—would make
e artistic sense to audiences reared oz modern versions of La Sylphide
2nd Giselle. Moreover, it would seem that definitions such as those quoted
sbove that equate the Romantic ballet with white tutus and ethereal dream
worlds are based on the tiny fraction of works that have survived in
roday’s repertory rather than on the wide variety of ballcts actwally per-
formed during the Romantic period.

Moreover, even ballets that trace their descent to the Romantic period
give only 2 very imperfect idea of how they were danced in the Romantic
period. Today’s Giselle, for instance, differs markedly from its 1841 origi-
nal: the proportion of dancing is far higher than in the original produc-
tion, as is the amount of pointework; the mime and action scenes are
fewer and shorter, and the moles for nondancing characters have been
much reduced. The second act, in fact, has become much more of a
«white™ act dominated by the Wilis and Albrechr, by dint of the elimina-
tion in most productions of the mime and action sceaes involving Wilfrid,
Bathilde, and various peasants, huntsmen, and nobles. Moreowes, the
semiotic sigoificance of the ethnic and mime music has been so effaced
that it now goes unheard by choreographers, performers, and audiences.
So, Giselle, which in 1841 gave roughly equal arenton to dance and
mime/action scenes while making considerable use of character dance, has
become mroch more abstract, less focused on narrative, less grounded in
the details and technigues of storytelling, and more a vebicle for pure
dance (particulacly in the second act). Thus, it has found great success
over a hundred-and-fifty-year period, but only by being reinvented 10
accommodate new tastes. And its updated version much more aptly
reflects these latter-day tastes than the aesthetics of the period in which
Giselle was conceived !

Condusion o

There is ample and compelling evidence that national dance was perceived
a5 a powerful imaginative force in ballet during the Romantic period, and
rhz: da{'ncers, choreographers, and audiences welcomed it, quite simply, as
an ntrinsic part of the art of ballet. We believe that a recogaition of this
state of affairs must inform the ongoing work of those writing the history
of Western theatrical dance.
. Important steps have already been taken to fill in some of the gaps left
d’-‘;:hc historiography of Romantic ballet by the long neglect of character
ce. Deborah Jowite, in her book Time and the Dancing Image, has
attention to the women who inhabited ballet’s “fictional East,™™
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Janina Pudetek has studied the ways in which Polish folk dances played ap
active role in the producdons of the Warsaw Baller.®* In 1935, three teach.
ers from the Leningrad Ballet School, including Alexander Shirtaev, whe
had worked closely with Petipa in the 1890s and early 1900s, published 5
treatise documenting the history of national dance and codifying charsc.
ter dance technigue’® Knud Arne Jirgensen has reconstructed the cex-
covienne, one of the most popular solos of the Romantic era, from
Bournonville's original choreographic record.'®? Joellen A. Meglin hag
specifically addressed of the ways in which Spanish character dancing pro-
jected a kind of apparent sexuality that was used as a foil in the ballet £
Diable boitexx to underscore French middle-class values. ! Lynn Garafo-
la has shone a retrospective light upon character and folk-derived dance
by analyzing its renewal in Fokine's genre nouvean. ¥ And Ivor Guest, in
his invalvable chronicles of the Romantic ballet and its most famous
artists, has provided readers with a vast wealth of marerial about the per-
formance and reception of character dance, attesting © its popularity and
pervasive presence in the cra.

Yet the image of the sylph as the Romantic era’s “most popular figure®
stubbornly persists, as does the idea that representing “a dream world and
fairy tales” was the overriding force behind the Romantic balle.™ (Ore
writer has even gon¢ so far as to say that “Elssler cannot be counted,
strictly speaking, as a pure Romantic ballerina,” ‘whereas Taglioni doss
qualify because “fshe] can hardly be imagined except as poised ethereally
in a swirl of Victorian tutus.”)'®® And few of the great artists of the
Romantic ballet are remembered for their dancing or choreography in the
character idiom, save Fanny Elssler. Tn 2 recently published reference
work on ballet, in fact, the enrry on Perrot makes no mention of character
or national dance, and could easily leave the uninformed reader with the
impression that all of his dancing and choreography was in the classicl
styled®

Thus, we face the dual challenge of more fully integrating existing
scholarship that touches upon national dance into broad historical surveys
of Western theatrical dance, and at the same time carrying out new prima-
ry research on the topic as well The areas of inguiry that suggest them
selves, indeed, arc many and various. One path to pursue is the matrer of
baller’s place within colonial politics, considering o a case by case basis
bow ballets with national dance, or even individual dances, could be uvsed

to advance a given colonial or anticolonial agenda or fuel existing antzgo- E

nisms berween European powers. (Flow, for instance, did balleric images
of French and English colonial subjects—Egyptians, Indians, and Alger-
ans, for instance—mirror official government policy toward these peo”
ples?!® Did badlet, like opera, serve to o the flames of rebellion in e
Tralian peninsula during the tumultuous years of the Risorgimento?)”
Another approach would be to scrutinize the relationship between class”
cal and character styles, and attempt to discern how they may have inflo-
enced one another. (Anecdotal evidence suggests that folk dances were
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“palleticized™s could the danse d’école have remained utterly vnaffected
by the various approaches to nationally-styled épaulement and port de
bras that dancers and choreographers knew so well?)' A related ques-
sion concerns the effects of character training on performance. Though 2
definitive answer would be hard to come by, it would be inwiguing to
investigate whether training in character styles had any impact on a
dancer’s performance i noncharacter roles. This idea was raised by Alan
Jones in 2 New Yark Times story in 1983: “The self-assurance, pride, and
daring that come with character training are often reflected in the quality
of a dancer’s other roles. Mr. [Mikhail] Baryshnikov says: “Many of the
pest classical dancers, from Alexandra Danilova and Felia Doubrovska to
Rudolf Nureyev, had character training. They get to cheat, play with the
sudience, because they are so sure of what they are doing™1*

Another profitable endeavor would be to examine the use of character
dance in the pre-Romantic ballet and to learn more about the various rea-
sons (aside from Elssler’s cachucha) for the burgeoning popularity of
character dance in the 18305.% Another would be to follow the compos-
er's paths, assessing musical techniques of depicting various mational
types as they evolved in the ballet scores of the nineteenth century. Yet
another would be to focus on the oenvre of several popular ninerecnth-
century choreographers—Perrot, Saint-Léon, Joseph Mazilies, Petipa,
Lev Ivanov—comparing {to the extent that the evidence permits) their
approaches to character dance and their ways of integrating it with classi-
cal dance within a single dramatic work. Petipa’s achicvements, perhaps,
are of particular interest today, not only because a number of his ballers
remain exzant but also because he has been credited with revealing “pure
chorquraghic meaning™% and with contributing to the twentieth-centu-
1y revival of the pure-dance aesthetic.!” How did these achievements
mnrersect with his achievements as 2 character dancer and choreographer?
Did Petipa himself conceive of classical revivalism and character dance 25
wholly unrelated? As Oleg Petrov has pointed out, “In purting classical
dance first Petipa did not turn away from the ballet thearer’s other means
of expression—character dance and mime.”!*® If he foretold the abstract
works of Batanchine, he was also a man of his own time steeped in the tra-
dition of character dance’and keenly aware of its dramatic power. An inte-
grated srudy of his work, following the paths of classical and character
styles as well 25 endeavoring to understand the overlap of the two, will
;{C\nn:ibute greatly to our understanding of Petipa’s genivs, the Imperial

ussian tradition, and its legacy in our century:!?

Rus.In fact, a twentieth-censury performance history of character dance in
sian I?aﬂets of the lae nineteenth century would make a fascinating
study in itself, for the material has been subjected to such widely varying
{nterpret_auons. Compare, for example, two variant (and equally interest-
gf) versions of the Spanish pas de quarre in Swan Lake, as performed in
past few decades by the Bolshoi Baller. In one version, two couples
frequent eye contact and dancing in close proximity to one
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another) make deep backward extensions of the spine and perform zzp.
ateado as well as other rapid allegro footwork.*® The other version is radi.
cally different. It features only one dancer, 2 womas, who wears pointe
<hoes instead of character shoes. Her spine remains straight throughou,
never arching backward, and instead of remaining dlose to the floor she
Jeaps frequently into the air and takes several poses on pointe® Wha
forees—political, aesthetic, or otherwise—dictate such varying interpret:-
tions? How are shifting tastes in the twentieth century reflecred in such
choreography? Might the balieticization of the second version of this p
de quatre beread asa form of abstraction congruent with Levinson's sen.
timents that folk-derived dances can ooly be clevated by an inclination
“oward abstraction”2*%

A careful assessment of the place of character dance within the dna-
maturgy of pineteenth-century ballet is perhaps one of the most impor.
vant scholarly undertakings that awaits us. The fact that nearly all the
character dance audiences see today in the nineteenth-centory ballets
seems irrelevant to the drama because it is relegated to “entertainment”
scencs—the celebration on Clara’s behalf in the Kingdom of the Sweetsin
The Nutcracker, che diversion for the guests in the ball scene of Swax
1.ake—has made it easy to forget that character dance could be deployed
in ways that served a variery of functions.2®® One such function (as noted
above) was 1o help characterize a ballet’s principal figures. Another,
Baryshnikov has pointed out, was 1o “build the dramatic excitement of
the baller.”? Another relared function was to introduce contrast—not

ouly at the most obvious level but also to convey deeper meaning and -

fulfill a larger structural purpose. For instance, as Alan Jones has poinzed
out, the Hindu dance in La Bayadeére was a means £ot only of showing
various caste types 1o the audience, but also of establishing symmetsy,
while addressing in an abstract way the fundamental conflict of the plor

The Hindu dance is perhaps unmarched among Petipa’s creations for its
wild, bacchanalian abandon. .. The omission of the Hindu Dance defears
Peripa’s stated desire to represent in the betrothal divertissement 2l of
India’s castes as he imagined them, More crucial, the omission weakens
the suggestion of profane sensuality in the union of Solor and Gamzati
and the contrasting effect that this act was intended 10 give to the seremé
classicism of the “Kingdom of the Shades™ scene that follows. 2

Even the impact of the famous “Kingdom of the Shades” scene, thes, i
&luted i its counterpart is withdrawn. The Hindu Dance js not simplf
decorative, but stands a5 2 crucial compoenent withia 2 well-conceive
configuration of events and images, invented by a chorcographer Jaud
for his keen sense of structaral desiga.

Clearly, there is no lack of territory to cover in the study of the st
of character dance in ballet and the aesthetic cheories that have arend
it. The practical challenges, of course, are not to be underestimated-
task of compiling factual informarion about character dance, for ipstan®
will require following Ivor Guest’s example of combing through newspr

‘.\—/,
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per reviews, librett, costume drawings, scores, letters, office correspon-
dence, and the pcrs9nal papers of composers, dancers, and choreogra-
phers, and doing so in dozens of archives. Too, the language gap berween
Russia and the West must be bridged so that we may better integrate
Russian scholarship with that written in the West. Yet by overcoming
these challenges, and broadening the scope of historical inquiry to include
character dance on 2 more systematic basis, we will achieve a fuller and
more balanced understanding of the creative forces that shaped the
Romantic baller. At the same time, we will become berter able to situate
the art of theatrical dance within the broader social, political, and artistic
movements in nineteenth~century Eurcpe.

We are indebted to Ivor Guest, without whose scholarship this article
could never have been written. We also wishto thank him for so generous-
ly shaxing with Marian Smith one of his research files. Original research
for this article was carried out under Universiry of Oregon Summer
Research Grants awarded individually to Lisa C. Arkin and Marian Smith.
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p- 12

79, Ihid.p. 17.
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85, Blasis, Notes Upon Dancing (London: M. Del .

Code of Torpsishore, pp. 9192 poree 1847} pr 14 The

86, This treatise 15 not listed in the entey on Blasis The Concise Oxford Dictio-
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JOELLEN A. MEGLIN

. Lz Révolte des fermmes (The Revolt of the Women) or La Révolte au sérail
(The Revolt of the Harem), as it is berter known today, has been called

one of the few feminist ballets of the nineteenth century.? Choreographed
by Filippo Taglioni as 2 vehicle for his daughrer Marie, the work pre-
miered at the Paris Opéra in 1833, only 2 year after the creation of Za Syi-
phide. Just how feminist was La Révolte au sérail? One way to answer this
question 15 to consult the feminisms of the day. In Paris in the carly 1830s
the Saint-Simonians, utopian sccialists, offered a new vision of social
regeneration in which woman was to figure prominently. From this move-
ment, founded by a group of disciples of Claude-Henr de Rouvroy,
Comte de Saint-Simon, and led by Prosper Enfantin, emerged an
atonorous women's movement that truly addressed the condition of
wornen. By comparing the libretto of Révolte with written documents
and accounts by historians of this early movement to champion the cause
of women, it is possible to locate the baller wichin the ferinist mentalités
of its day® A close reading of the fibretto of Révolte shows thar, while its
thetoric bore superficial reserablances to the rhetoric of contemporary
feminisms, the reason for introducing the woman question sezms to have
been 10 make the ballet wopical, ticillating, and good theater, rather than to
make a statement of political conscience.
. Nonetheless, there are some inmiguing similarities berweea this ballet-
icfiction and the historical facts of women’s iberation. In the libreteo, for
ststance, the women of the court (ladies of the harem) band together with
the women of the people to protest the tyranny of men. As Zulma leads
I:Qr Barem rebels to freedom, they encounter a group of working women,
Come,” she cries to them, “come join ust It is the cause of women that
we difcnd-—-your cause. It is tirce to free yourselves from the despotism of
men.”> Exacdy_how these subtle ideas were communicated in pantomime
; ;foﬁrgculr to imagine. Bur that may have been beside the poing the
o é; x;:-semb}es an appeal for assoctation in the first issue of the Tn-
o edemmes, a.jourfml created in 1832 by young proletarian women
iy cted 1o the Saine-Simonian movement:* “Let us no longer form two
o v]ﬁ::, ose of women of the popular classes and another of woren of the
m&d’gethisdasgs. Ler our common ierest bind vs together.™ And
st o) philosophy Jent itself well to dramatic and scenic effect. The
o Wbleay ofithc baller’s second act found the women of the harem and
% new allies” fleeing across the river in boats, while the King, his
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Benefit performance for the Viennese Dancers

18 February 1845, Paris Opér2

National dance(s): hornpipe, Swiss danee, taranrella,
Tyrolian dantc, cracovienne, linzer tanz, Polish
dance, polka, Huagarian dance, jaleo de Jérez®

Dancer(s): Viennese Dancers

wore: The Viennese Dancers were a children’s baller

company managed by Josephine Weiss, the balles

mistress of the Josephstade Theater, Vienna. The

troupe danced in Paris, London, the Unjted States,

and Canada, appearing to great acclaim at the Opéra

in January-March 1845.

Notes

13. Guest, Peryor, p. 352

14. Engdne Despares, quoted in Léandre Vaillar, Lz
Taglions, on bz Vie d'sne damsense (Paris: Albin
Michel, 1942}, p- 412.

15, Guest, Perrot, p. 147-

16. Guest, The Romantic Baller in Paris, p. 167,

17, Ivor Guest, Fanny Elssler (Middletown, Conn.:
Wesleyan University Press, 1970), pp. 116-117,

18. fhid., p. 124.

19. Ivor Guest, The Life of 2 Remantic Ballerina:
Fenmy Cerrizo (London: Dance Books, 1974), ¢,
24,

20. Ibid., p. 35.

21. fbid., p. 36

22. Guest, Perrot, p. 87; sce also Guest, Cermizo, p.
44,

23. Ibid., p. 45.

24. Ibid., p.57.

5. Guest, Perrot, p. 110.

26. This term means “ending tidbic.”

27. Guest, Perrot, p. 117. This was performed on
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28. Spectator, 13 Apr. 1844, quoted in Guest, Perror,

127,
29, E}ucst.. The Romantic Ballet in Paris, p. 240,
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Examples of Ballets with National Dancing

Although, roday, the minuet 2nd waltz have largely lost their national conaotations,
in the first half of the nineteanch cenney the minuct was strongly associared with
France and the waltz with the German-speaking counrries.

An asterisk connotes 3 ballet-pantomime in which at least one of the principal charac-

ters performed nadonal dance.

Les Pages du Dwc de Venddme
Premiere: 18 October 1820, Paris Opéra
Choreography: Jean Auner

Music: Adalbert Gyrowerz.-

Nationat dance(s): Spanish dance

La Féte bongroise (divertissement}

Premicre: 15 June 1821, Pasis Opéra
Choreography: Jean Aumer

Music: Adalbert Gyrowetz

Natipnal dance(s): Hungarian, Cossack, and others

Le Pzge inconstant

Premiere: 1§ December 1823, Pazis Opéra

Choreography: Jean Aumer {after Jean Dauberval)

Music: Frangots Antoine Habeneck (after Adalbert
Gyrowerz}

National dance(s): farandole®

Le Sicilien .

Premiere: 11 June 1827, Paris Opéra

Choreography: Anatole Petit

Music: Fernando Sor, Jean-Madeleine Schnefizhoef-
fer

Nadonat dance(s): allemande, tarzntella, Spacish,
dance™

Mazsanistlo

Premicre: 24 March 1829, Her Majesty™s Theatre
Choreography: André Deshayes

Musie; Danicl-Frangois-Espric Auber

National dance(s): Spanish dances™

L'Orgie ,

Premiere: 8 July 1831, Pafis Opéra
Choreography: Jean Coralli

Music: Michele Carafa

Mactional dance(s): bolero, fandangos, sarabande?

La Sylphide

Premiere: 12 March 1832, Paris Opéra
Choreograpby: Filippo Taglion:

Music: Jean-Madeleine Schneirzhoeffer
Mational dance(s): Scortish jig, anglais™
Benivwsky

Premicre: 5 May 1836, Her Majesty's Thearce
Cloreography: André Deshayes

Music: Nicholas Charles Bochsa

National dance(sk: cachucha, mazurka

noTE: The cachucha may have been added avthe |
time of the baller’s revival {16 March 1837).5°

*} e Diable boitesx

Premiere: 1 June 1836, Paris Opéra
Choreography: Jean Coralli

Music: Casimir Gide

National dance(s): cachucha
Dancer(s): Fanny Elssler®

*Lz Fille du Dannbe

Premiere: 21 Seprember 1336, Paris Opéra

Chorcography: Filippo Taglioni

Musie: Adolphe Adam

Nationai dance(s): mazurka

Dancer(s): Marie Taglion”

*La Gitana

Presmiere: 23 November/5 December 1838, Bolshoi
Theater, St. Petersburg

Choreography: Filippo Taglioni

National dance(s): mazurka, cachucha, Spanish,
gypey, and Styrian dances

" Dancer(s): Marie TaglionP*

“La Tareniule

Pretmicre: 24 June 1539, Paris Opéra
Choreography: Jean Coralli

Music; Casimir Gide

National dance(sk: cacanteila

Dancer(s): Fanny Elssler

noTE: In this dance Elssler also played the
castaneis.™

*La Gipsy

Premierc: 28 Januacy 1839, Paris Opéra

Choreography: Joseph Mazilier

Musie: Frangois Benoist, Ambroisc Thomas, Marco
Aurelio Mackiam

National dance(s): gypsy dance, cracovienne,
allemande?®

Dancer(s): Fanny Elssler (gypsy dance,
cracovienne¥

=Le Diable amoxreux )

Premiczes 23 Seprember 1840, Paris Opéra
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Choreography: Joseph Mazilier

Music: Frangols Benoist, Henri Reber

Mavonal dance(s): cachucha, mazurka, bayadeee
dance

Dancer(s): Natbalie Fitzjames, Auguste Mabille
(tnazurka)

NoTE: The pas d¢ bayadere was said ro resemble a

salearello? The maznrka, which was memoralized

ina statuette, was danced as a pas de deux® The

libretro called for cight “Nigras,” eight bayadires,

and rwenty odalisques.

*Ondine, ou Iz Natade

Premiere: 22 June 1843, Her Majesty’s Theawe

Choreography: Jules Perrot, Faany Cerrito

Mugic: Cesare Pugni

Nasional dapce(s): tarantella

note: This was performed both as 3 pas de dewx and

by the ensemble.*

*Gselle

Premiere: 28 Tane 1841, Pasls Opéra

Chercography: Jean Coralli, Jules Perrot

Musict Adoiphe Adam

National dance{s): waltz

NoTE: There may have been additional character

dancing by the Wilis (Spanish, odalisque, bayadire,

Germag, French).#

*La Jolie Fille de Gand

Premiere: 22 June 1842, Paris Opéra

Chorcography: Albert {Frangois Descombe)

Music: Adolphe Adam

Noarional dance(s) eracoviennc, gypsy dance,
“Quadrille of the Four Parts of the World™*

notE: The “Quadrille of the Four Parrs of the

World” included dances from Furope, Asia, Africa,

and America. An allemande and a Hungarian dance,

both performed by the Vieonese Dancers, were

nterpolated into the Kermess scene and the ball

scene, respectively, on 15 Januacy 18457

*La Péri

Premiere: 17 July 1843, Paris Opéra

Choreography: Jean Coralli

Musie: Frisdrich Berpmiiller

WNaronal dance(s): pas de Pabeille, bolero, waltz,
minuet, lig

noTE: The pas de l'ebeille, or bee dance, was an

Egypdan-style dance. The other dances were per-

formed respectively by the Spanish, German,

Freoch, and Scomish members of Achmet's barem **

Both Adeline Plupkerr 2nd Carlotta Grisi substimur-

ed a manolz for the pas de Pabeille

*La Esmevalda
Premiere: 9 March 1844, Her Majesty’s Thearre

Chorcography: Jules Perrot

Music: Cesare

Nadonal dance(s): truandaise

noTE: A dance “of the bolero class,™ the truandais,
was intended to show Esmeralda’s artlessness, %

*La Vieanditre

Premicre: 23 May 1844, Her Miajesty’s Theatre
Choreography: Arthur Saint-Léon

Music: Cesare Pugni

National dance(s): mazurka, redowa, polka

note: Reviewing a perfarmance of the ballet in
1848, Théophile Gautier wrote: “The [wedding].. is
celebrated with that assorument of pas—cabrioles,
mazurkas and redowas—rthat are to the climax of 2
baller what Bengal fire [fireworks} is to thc clitnax
of 2 pantomime ™

“Eoline

Premiere: 8 March 1845, Fler Majesty’s Theatre
Choreography: Jules Pezrot

Music: Cesace Pugni

National dancefs): Silesian waltz, mazurka d'extase

*Kaya ou I'Amour voyageur

Premiere: 17 April 1845, Hee Majesty’s Thearce
Choreography: Jules Perrot, Lucile Grahn

Music: Cesare Pugni

Narional dance(s}: Norwegian dasce

woTE: Pugni incorporated Norwegian folk melodics
into the score.

*Le Dizble & quatre

Premiere: 11 Auvgust 1845, Paris Opéra
Choreography: Joseph Mazilier
Music: Adolphe Adam

National dance(s): mazurka, polka

*Caterind, ou la Fille du Bandiz

Premieres 3 March 1846, Her Majesty’s Theatre
Choreography: Jules Perrot

Music: Cesare Pugni

National dance(s): romanesque, salarelios

*Paguita

Premicre: 1 April £346, Paris Opéra

Choreography: Joseph Masilier

Music Ernest Deldever

National dance(s): gypsy and Spanish dances,
tambourine dance, cloak dance, fan dance, hussar
dance

nore: The cloak dance was a sort of cachucha

dunced by couples with half the women in male

attire brandishing red cloaks, In the fan dance the

women played castanets with one hand while bold-

ing a fan in the other.
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*Lalls Rookh

Premicre: 11 June 1846, Her Majesty’s Theatre
Choreography: J ules Perrot

Music: Cesare Pugni

Natonal daneels): chibouk

wotE: “There was in this dance,” wrote the reviewer
for The Morimg Post, *the characteristic move-
ment, as well a5 measure, of the dances of the East—
of the Eastern world, which through the Moors
comveyed the premature form of the bolero,
cachucha, guaracha, crc. 1o Spain. ™

#Qzai

Premiere: 26 April 1847, Paris Opéra

Choreography: Jean Coralli

Music: Casimir Gide

Narional dance{s): South Seas “narive dances™ with
*artificial wings™ and “bamboos,™* * Quadrille of
the Four Parts of the World,” “Quadrille of
Europeans,” American, Tahitian, and Provengal
dances,* dances for almées

rore: During the “Four Parts of the Wodld,”

national airs of each country were played.

*La Flle de marbre

Premiere: 20 October 1847, Paris Opéra

Chorcography: Arthur Saint-Léon

Muasic: Cesare Pugni

Nattonal dance(s): aldeans, bolers, cachucha,
“Quadrille of the Four Parts of the World™

Dancer{s): Fanny Cerrito (aldeana, bolero,
cachucha)®

woTE: The “Four Parts of the World™ was per-

formed by an ensemble of sixtesn.

*Paguererze

Premiere: 15 January 1851, Faris Opérz

Choreography: Arthur Saint-Léon

Music: Frangois Benoist

Vert-Verr

Premiere: 24 November 1851, Paris Opéra

Choreography: Joseph Mazilier

Music: Ernest Deldevez, fean-Baptisee Tolbecque

National dance(s): Spanish dance, Chinese dance,
Hungarian waltz

War of she Women

Premiere: 23 November 1852, Bolshor Theater, St
Petersburg

Choreography: Jules Perrot

Musicz Cesare Pugni,

Natonal dance(s): Slavonian dance, mazurka

*Gazelds
Premiere: 24 February 1853, Bolshoi Theater, St.
Petersburg

Choreography: Jules Perrot

Music: Cesare Pugnd

National dance(s): gypsy dance, bolero, zinganka,
“Cosmopolitana”

NOTE: In the zingani, commented 2 Russian

reviewer, Perrot “skilfully introduced steps from

Russian folk danees.™ The “Cosmopolitana® wasa

suite of dances “intended to convey the nomadic

nature of gypsy life by introducing 2 succession of

national dances—Muoorish, Tyrolese, Spanish and

English,**

“Jovita, ou les Bowcarders

Premiere: 11 Movember 1853, Paris Opéna

Chorcography: Joseph Mazilier

Music: Theodore Labarre

Nacional dance(s): gypsy dance, dances from
Europe and the Americas®

note: Creole, Mexican, or black slaves as well as

Europeans performed their native dances.

Le Corsaire

Premiere: 23 January 1856, Paris Opéra
Choreography: Joseph Mazilicr

Music: Adolphe Adam

National dance(s): character dances

~oTE: These dances may have been performed by
the staves—Moldavian, Izlian, French, English, and
Spanish—Listed in the Bibrento.

Notes

30. The farandole is an old folk dance from
Provence, Today, it is danced as a simple scr-
pentine Ene dance; however, in the early aine-
teenth century, it may have had 2 more distinct
Provengal step vocabulary.

31. Le Siclien, libreco (Paxis, 1827).

32. Guest, The Romantic Ballet in England, p. 50.

33. L'Orgie, Yibrewo (Paris, 1831} Le Jowrmnal des
Débars, 20 Jaly 1831,

34. La Sylphide, score, A501, BN-Opéra. Gantier
refers to the "slipshod execution” of the Scottish
jig in a performance of Lz Sylphide on 1 June
1844 (La Presse, 3 June 1844, m Gantier on
Dance, ¢d, and trans. Ivor Guest {London:
Dance Books, 1986], p. 132.

35, Sce Cynl W, Beaurnont, Complete Book of Bal-
let (London: Putnam, 1937), p. 148,

36. For a description, see Guest, The Romantic Bal-
Iet it Paris, pp. 152-153.

37. Mat 19{294-22], BN-Opéra. This score indicates
thar the meazurka was danced by Tagliond,

38. Edwin Binney IIL Longig for the Ideal:
Irmiages of Marie Tagliont in the Romantic Balley
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(Cambridge, Mass.: Harvard Thearre Collection,
1984), pp.29-32; Beaumont, Complete Book,
pp. 129-136; Vaillar, La Tagliort, pp. 404-405.

39, La Tarentsle, ibreto (Paris, 1839).

40. Lz Gipsy, score, A.522, BN-Opéra.

41, Guest, The Romantic Baller i Paris, p. 174.
Mazilier's first dance was called “a saltarella
after the Scorash fashion.”

42, La Sylphide, 26 Sept. 1840, quoted ibid., pp-
193-194.

43. Ibid,, p. 194.

44, Guest, Perrot, p. 102 .

45. Giselle, fibremo (Pacis, 1842); Giselle, autograph
score, Rés MS 2639, BN-Opéra.

46, Beaumont, Complete Book, p. 191; La Jolic Fille
de Gand, librewo (Paris, 1842},

47. Guest, The Romantic Ballet in Paris, p. 239.

48, Gautier, who wrote the libretto for L& Pér, also
included Georgian, Greek, Arab, and Jewish
women in Achmet’s harem. See his article in L2
Presse, 25 Tuly 1843, in Gauder on Dance, p-
314,

49. See Gautier's review in La Presse, 31 Mar. 1845,
in Gawtier on Dence, pp. 161-162. .

50. Court Journal, 16 Mar. 1844, cuoted in Guest,
Pervot, p- 11B.

51, La Presse, 23 Oct. 1848, in Gastier on Dance, P
205. .

52, Pugni called this dance a salrarella or 2 tarantelly
{Guest, Perrot, p. 162). Guest notes that Pugni’s
waltz in 5/4 was arranged for amateur perfor-
mance as “La Perrotiana™ and dedicated to the
ballroom teacher Henri Cellarius,

53. Beaumont, Complete Book, pp. 229-230; Guest,
The Romantic Ballet in Paris, p. 253; Paquitz,
librerco (Pasis, 1346).

54, The Morning Post, 11 June 1846, quoted in
Guest, Perro, p. 171,

55. Beaumont, Complete Book, pp- 175-176. The
bamboo dance may have been refated to the
Tinikling, a Philippine folk dance in which the
performers move over bamboo sticks held close
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56. Ozaf, libretto (Paris, 1847).

57. JBid.

58. Gautier, La Presse, 25 Oct. 1847, in Gantier on
Dance, pp. 185-188.

59, Sankpeterburgskic vedomasti, 26 Feb./10 Mar.
1853, quoted in Guest, Perrot, p. 271,

60, Tbid.

&1, Beaurnont, Complere Book, pp. 249-252,

Ballets Performed in Rome from 1845 to 1855
at the Teatro di Apollo and Teatro Argentina

CLAUDIA CELI

The following chronology derives from several sources. Since the thearrical sea-
son began the day after Christmas, ballets given during the last week of the “old”
year are listed together with those produced during the new calendar year.

1845
TEATRO DI APOLLO

Ezzelino sotto le mure & Bassano (Ezzelino Under
the Walls of Bassano}

Choreography: Filippo Termanini

Pringipal dancers: Filippo Termanini, Orsolina
Catze

La vendetta d'emore (Love’s Revenge)

Choreography: Filippo Izzo(?}

La vincita ol lotte (Win at the Lottery)

Chorcograpky: Arthur Saint-Léon <

Principal dancers: Fanny Cerrito, Arthur Saint-
Léon

La festa in maschera ossia Pespedale dei pazzi
{The Masquevade, or The Hospital for Madmen)

Choreography: Filippo Izzo{?)

Principal dancers: Fanny Cerrito, Arthur Saint-
Léon

Al ossiz L fighia del fuoco (Alma, or The Daugh-
ter of Fire)

Choreography: Fanny Cerrito and Filippo Izzo
{after André Deshayes)”

Music: Enrico Rolland(?)

Principal dascers: Fanny Cerrito, Azthur Saint-
Léon, Filippo Termanini, Domenico Segarelli

La Manola (pas de deux)

Choreography: Fanny Cerrito and Arthur Saine-
Léon

Principal dancers: Fanny Cerrito, Asthur Saint-
Léon

1845
TEATRO ARGENTINA

Adelside di Francia (Adelaide of France}

Chereography: Antonio Coppini {after Louis
Henry(?])

Music: Cesare Pugni(?)

Principal dancers: Adelaide Cherries, Domenico
Matis, Raffacllz Sanalicante Prisco, Alessandro
Bustini, Antenio Coppini

Gisella o le Villi (Gisclle, or The Wilis)

Choreography: Domenico Ronzani (after Antonio
Cortesi[?]} ,

Music; Adolphe Adam(?), Giovanni Bajetti(?)

Principal dancers: Domenico Matis, Fanny Eissler,
Raffaells Santalicante Prisco, Adelaide Cherrier,
Domenico Ronzam

Esmeralda

Choreography: Domenico Roazand (after Jules
Perrot)

Music: Cesare Pugni(?)

Principal dancers: Fanny Elssler, Alessandro
Bustini, Domenicoe Ronzani, Domenico Matis,
Antonio Coppini

1l figho fuggitivo (The Runaway Son)

Choreography: Antonio Coppini

Principal dancers: Antonio Coppini, Raffaella
Santabicante Prisco, Gaetano Prisco

Le illusioni di un pittore {The Nustons of a Painter)

Choreography: Domenico Ronzani(?) (after Jules
Perrot}

Principal dzncer: Faony Elssler
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