CpaBHeHVe KOMeAN ABYX NEeHOUIBMOBCKX pe-
>KNCCepOB Nokasasno TakXe, YTO Nepuoj nepexosa
OT COLManNCTNYECKON, roCcyAapCTBEHHON S3KOHOMMUKM
K PbIHOYHOW Hallen B paboTax 3TUX PeXnccepos co-
BEpLUEHHOe pa3Hoe TeMaTUyeckoe 1 CTUANCTUYEeCKoe
pelleHue. Ecan B duabmax B. BopTko npeobnagarot
Msrkasi MPOHUS, HEOAHO3HaUYHas TPaKTOBKa UCTOPUIA
1 HbITOBOW FOMOp, TO cTUAKCTMKE KO. MaMuHa npucyLy,
NPeVMyLLECTBEHHO 06MUNTENbHbIN, CAaTUPUYECKUI
B3I/ U Ha COLMANNCTUYECKOE NPOLLIOE, U Ha nepe-
XOZHOE Bpems K HOBOW OBLLECTBEHHOM dopmaLnu.
B otnnumne ot bopTko-peanncra, MaMuH ncnosb3yet
OTKPOBEHHO YC/IOBHbIE, rMnepb0an3npoBaHHble, J0-
BeAleHHble 10 abcypaa cMTyaLmmn C akTUBHbBIM BKJIHO-
YeHueM B CtoXXeT GaHTa3MMHOro 31eMeHTa.

3TO e KacaeTca u nepcoHaxei ¢puabmos. Ecam
y bopTKko 3HauuTeNnbHOe BHUMaHWe yaenseTcs ncvxono-
TN AeMCTBYHOLLMX UL, M COLManbHbIA KOHGAUKT Npo-
ABNSETCA NPEX/AE BCErO Yepes B3aUMOLENCTBIE XMBbIX,
MONHOKPOBHbIX NMEPCOHAXEN, TO repon CaTUPUUECcKnxX
KapTMHax MamuHa — 310 AnMbo cTpaHHble, YyaaKo-
BaTble TUMbI, 3aLLMKNEHHbIE Ha KaKOM-TO OZHOW naee,
b0 y3konobble 0bbIBaTENM, CTAXKATENMN U MBAHNLLbI.

B 2000-e rr. ymHas koMeAMA OKa3anacb He B Ye-
C™1, 1 MaMUH, CHAB elle /iBa 3abblTbiX CErOAHSA KO-
MeaUIiHbIX GUAbMa, BbIHYXAEH Obln YATU N3 KMHO.
BopTko e Kak KOTOpbIA pexxnccep WMPOKOro npo-
buns Havan cHMMaTb NOMy/AsPHblE Ceprabl U Mac-
wrabHoe KMHO.

Oba pexxunccepa He TOIbKO OCTaBUAN CBOEOH-
pa3HbI MOPTPET HEMPOCTOro Neprosa TEKTOHNYe-
CKWX CABUTOB B 3KOHOMWYECKON N 06LL,eCTBEHHOMN
>XW3HW CTPaHbl, HO N BHECNN CBOLO IeNTYy B pas3-
BMTWE XaHpa coumnanbHol koMeamnun. Kak crnpa-
BeasnBo oTMevatoT [. XXypkosa u B. 3Bannbé,
«BBWAY BbICOKOM BOCTPebOBaHHOCTU Pa3HOBUA-
HOCTeN KOMEAMMHOTO B COBPEMEHHbIX IKPaHHbIX
MeAuna BECbMa MOJIe3eH PeTPOCMEKTUBHbIV B3TAS
Ha KOMWYecKoe N CMexoBOe B KMHO COBETCKOro
BpPEMEHM, U3061N0BaBLIEM KOMEANAHBIMU LIesEeB-
pamm» [5, c. 288]. Ocoboro >xe BHUMaHWNS, Ha HaLy
B3rNfJ, 3aCNy>MBaeT OMNbIT CO3A4aHNA coLmanb-
HOM KOMEeZAMW, XXaHpa, KOTOPbI AOKEH CEFOAHS
pa3BMBaTbLCA, €CN POCCUNCKMIA KMHemaTorpad
XOYeT BEPHYTb yTpaueHHY Nt060Bb OTeUECTBEH-
HOro 3puTens.
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DANCE IN THE ERA OF PETER THE GREAT:
CHOREOGRAPHY AND ETIQUETTE IN
A HISTORIOGRAPHICAL DESCRIPTION

Summary: The article explores dance and etiquette,
which have evolved concurrently and along similar trajec-
tories since the era of Peter the Great. The moral values
and standards of the 18" century necessitated the ca-
pacity to convey thoughts elegantly, even in the absence
of words, through choreography, as well as to demon-
strate gestures of regard and affection. Dance emerged
as a crucial element in the cultural policy of the state. In
the first half of the century, it was regarded as a means
of educating the Russian populace and became an es-
sential component of court etiquette. During Peter the
Great's reign, a variety of dance styles and forms were
developed; in contemporary times, these have taken on

With the ascension of Peter the Great and his
subsequent reforms, ballroom dancing began to
flourish in Russia. It started to hold a significant po-
sition within Russian culture, becoming a highlight
of social life and an essential means of “showcasing
one's worth, importance, and beauty in this life” [3,
p. 266]. In the realm of secular communication, an
individual adept in choreography, as noted by Yu.
Lotman, “felt assured and liberated, akin to an ac-
tor on stage” [15; p. 92]. Dance served as a lesson
in good manners. The etiquette ' of the 18" century
was shaped by European influences and was asso-
ciated with the reforms initiated by Peter the Great,
who in 1717 released the book The Honest Mirror
of Youth, or Indications for Worldly Manners — the
first guide in Russia to feature a section dedicat-
ed to dancing. This manual offers guidance on the

' Etiquette (French: étiquette — "label”, “inscription”) — rules
of conduct for people in society.

new, sophisticated forms, transforming into ballroom
dance. The article investigates the rise and impact of
dance on the culture of the elite during Peter the Great's
reign, analysing it from a historiographical viewpoint. Ad-
ditionally, it references and examines the bibliographies
of Peter the Great's contemporaries, along with modern
literature. The author concludes that the reforms of the
Petrine period were both forward-thinking and ground-
breaking, resulting in the eventual incorporation of West-
ern European dance into Russian culture.

Keywords: dance, etiquette, Peter the Great era, 18"
century, historiography, assemblies, balls, ceremonies, cho-
reographic features, high society culture, Bergholz’s diary.

correct performance of various choreographic fig-
ures and movements, highlighting the significance
of dance for a secular individual, asserting that it
is a vital aspect of proper upbringing. It states that
“a young nobleman or gentry” should be skilled in
“languages, horseback riding, dancing, and sword-
play” [19]. Peter | regarded the art of choreogra-
phy with admiration and curiosity. During his initial
journey to Europe, he engaged in dance gatherings
[8, p. 116]. By his own conduct, Peter | exemplified
good manners, respect for others, and the impor-
tance of each individual's personal priorities. He
invited foreign dance instructors to Russia so that
members of the royal family and prominent nobles
could receive dance instruction from them.

In the historiography of 18"-century dance, nu-
merous assertions can be found regarding the ne-
cessity to cultivate choreographic culture and to
engage foreign masters who could provide quality
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education. For instance, V. Vsevolodsky, in support
of a newspaper advertisement calling for a dance
master’s services for the Cadet Corps, stated: “Clearly,
while there was a lack of ‘dance masters’ at that time,
the very notion of seeking them through a news-
paper in St. Petersburg indicates that they were not
so scarce as to necessitate importing them from
abroad” [4, p. 209].

L. Blok observed that at the dawn of the 18" cen-
tury, ballroom dancing represented the pinnacle of
social life, serving as an essential means of show-
casing one's worth, status, and suitability for soci-
ety, as well as reflecting one’s ideology and ability
to resonate with widely accepted norms [6]. Dance
functioned as a medium of representation and com-
munication, transcending mere artistic expression.
This reality compelled to closely examine the tra-
ditions of performance and choreography educa-
tion, as they illuminate significant aspects of life,
worldviews, and the unique modes of communica-
tion among people of that era. During the first half
of the 18 century, the advancement of European
dance culture in Russia began to accelerate rapid-
ly. An analysis of Bergholz's diary indicates that by
1721, dancing had already become an integral com-
ponent of Russian culture, accompanying the high
society at various events, including celebrations,
masquerades, fireworks displays, and assemblies.

In spite of the objections raised by representa-
tives of the traditional families and the older gen-
eration, who found the societal changes intolerable,
dancing was simply an obligation; they were none-
theless compelled to dance alongside the emper-
or. "Peter Alexeevich, not only through decrees but
also by setting a personal example, endeavoured
to persuade the nobles to embrace the new mode
of communication. The tsar pursued this with his
characteristic determination and vigour; he partic-
ipated in nearly every gathering, at times person-
ally overseeing the dancing, executing, as noted by
a gentleman of the bedchamber in the entourage
of the Duke of Holstein, such ‘caprioles’ that would
have been worthy of the finest European ballet mas-
ters of the era” [12, p. 28]. Yu. Bakhrushin observes:
“Peter created his own dance, a variant of the Ger-
man Grossvatertanz (a German interpretation of
a contra dance — author’s note). At the climax of
this dance, the ‘tsar’ or ‘'marshal’ of the ball would
issue a predetermined signal to the musicians, af-
ter which they would accelerate the tempo of the
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dance multiple times, transforming it into a sort of
gallop” [2, p. 18].

During the reign of Peter the Great, dance took on
the role of an official ceremony, serving as a means
to present oneself to society and a method for so-
ciety to react to significant occurrences, thus estab-
lishing a tradition. Even at state functions, such as
the celebration of peace with Sweden, dances were
meticulously planned and executed. Their distinctive-
ness lay in the emphasis on the hierarchical struc-
ture of power: dancers formed pairs that reflected
their social status. The arrangement and execution
of dance numbers were also governed by this char-
acteristic. Some descriptions of Peter the Great's fes-
tivities have survived. For example, S. Khudekov, in
his account, described some details of a dance he
witnessed at the Assembly ? of G. Golovkin in 1721:
"Ten or twelve couples tied themselves with handker-
chiefs, and each of the dancers, taking turns, walk-
ing in front, had to invent new figures. The ladies, in
particular, danced with great pleasure. When it was
their turn, they performed their figures not only in
the hall, but also moved to other rooms, some took
them to the garden, to another floor of the house,
and even to the attic” [5, p. 52]. The dancing was a dif-
ficult test for the participants of the assemblies. The
costumes were uncomfortable, and their movements
were constrained. F. Vigel noted that, upon seeing
this dance, one got the impression that “everything
was bristling and boasting” [11].

Furthermore, dances were conducted at wed-
dings, symbolising unrestrained happiness. The
traditional and etiquette-rich commencement of
a wedding was evident not only at the outset but
also in the conclusion, which took the shape of
a torchlight procession, reminiscent of mediaeval
German dances. As noted by M. Pylyaev, "during
the dance, a man would scarcely touch his partner’s
fingers, and upon completion, he would kiss the la-
dy’s hand, while both the lady and the man were
prohibited from conversing and the lady could not
dance twice in one evening with the same gentle-
man” [17, p. 127]. The expressive movement of the
Polish dance, the elongated stance, and the deco-
rative design of the minuets set apart the excep-
tional dancers of Peter the Great's era.

Numerous publications focused on the celebra-
tions of Peter the Great generally enumerate the

2 Assemblies were a new form of leisure for high society, the
establishment of which was decreed by Peter | on November
25,1718.

names of well-known dances and offer descriptions,
indicating that the initial segment of the evening
was calm and ceremonial, showcasing minuets and
polonaises, whereas the latter segment was ani-
mated and joyful, featuring anglaises, allemandes,
and contra dances. Nevertheless, comprehensive
descriptions of the dances are often absent. Fre-
quently, references are made to works from the
late 19* and early 20™" centuries, authored by in-
dividuals who did not possess an extensive under-
standing of dance history and portrayed Peter the
Great's era through the lens of their observations
in contemporary dance venues.

The aim of this article is to investigate the dis-
tinctive characteristics of the dance genre system
that emerged during Peter the Great's reign within
the cultural context of the 18™ century.

A cultural studies perspective, which integrates
historiographical and historical-cultural methodol-
ogies, serves as the foundation for this study. Addi-
tionally, an interdisciplinary approach that includes
elements of art historical analysis is utilised. The re-
search materials were gathered from diaries and lit-
erary sources to examine and describe dance events
that occurred at assemblies, weddings, and balls
throughout Peter the Great's reign. In E. Eremina-
Solenikova’s thesis, "Ballroom Dance in Russia in
the First Half of the 18% Century: Formation of Per-
formance and Teaching Traditions” (St. Petersburg:
Federal State Budgetary Educational Institution of
Higher Education, Vaganova Academy of Russian
Ballet, 2022 [14]), one chapter is dedicated to ball-
room dancing in Russia during the first half of the
18% century. However, the diaries of the chamberlain
Friedrich Wilhelm Bergholtz, who arrived in Russia
in the retinue of the Holstein Duke Karl-Friedrich,
who became the fiancé and later the husband of
Anna Petrovna, are the main source of knowledge
about Peter the Great's balls and assemblies. The
Duke and his retinue lived in Russia from 1721 to
1725. Bergholz, who accompanied the Duke, kept
detailed records of everything he saw. He recorded
dances from Peter the Great's time at assemblies
and weddings. At weddings, dances were divid-
ed into ceremonial and general; at assemblies, ac-
cording to his notes, there was no such division.
The assemblies, officially approved by the Emper-
or in 1718, but held earlier, were entirely consistent
in their format with 18®-century European tradi-
tions: similar gatherings under different names and
in various societies were held in England, France,

and Germany. Their distinctive features were the
absence of excessive ceremony, social interaction
among participants, and various entertainments,
which included dancing [1].

In 1717, Peter | visited France and met with Lou-
is XV. Naturally, such an event as the visit of the
Russian Emperor could not go unnoticed. The cer-
emony for this occasion included a ball, for which
the court dancing master and young king's dance
teacher, Claude Ballon, composed a special dance in
honour of the arrival of the Russian Tsar [24, p. 323].

In accordance with the customs of the 17" and
18t centuries, the ball preserved the characteris-
tics of a theatrical performance. It commenced with
a branle and a gavotte (chain dances, initially marked
by a straightforward structure, yet occasionally fea-
turing complex techniques), which all participants
mirrored after the king or the highest-ranking cava-
lier and the queen or the highest-ranking lady. The
ball then progressed to a minuet, initiated by the
king alongside the queen. Following this, the king
took a seat, allowing his lady to dance with the next
most senior prince. Subsequently, the queen also
took her seat, and the next lady approached the
prince. This sequence continued until all designat-
ed performers of the minuet had completed their
dance [10, p. 40]. The event then transitioned to the
general dances as per the ceremonial guidelines
(branles and contra dances), during which special
demonstration dances could be showcased.

The tradition of demonstration dancing ideo-
logically traces back to the era of Louis XIV, who
was an accomplished dancer and popularised this
trend among the courtiers. The custom of paired
dancing emerged in France during the 1690s [18,
p. 39]. Frequently, such dances were specifically
crafted for a particular occasion or ball; they were
learnt to facilitate introductions among attendees.
The most renowned of these dances is La Bretagne,
which was created as a tribute for the birth of Lou-
is, Duke of Burgundy, the son of Louis, Duke of Brit-
tany [22, p. 19].

Numerous similar dances emerged: in the ear-
ly 18t century, approximately 400 compositions
were documented. However, there is substantial ev-
idence to suggest that the majority of these were
considered 'disposable’: they appear in only a sin-
gle manuscript or printed collection and are not
found elsewhere. La Czarienne became one such
dance. Like many dances from that era, it is a brief
composition, lasting just over a minute, consisting
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of two sections. The first dance is labelled “lente-
ment” (slow), while the second is a lively rigaudon.
This dance has been preserved for us in the man-
uscript XVI Erecuel de Danses pour l/Année 1718,
which was created by Jacques Desaix, a choreogra-
pher and dance publisher, who was a student and
follower of the renowned choreographer Raoul Feu-
illet. From a technical standpoint, this dance is char-
acterised by typical steps and aesthetically pleasing
yet straightforward movements. It is likely that it
was composed to facilitate relatively quick learn-
ing. It is probable that La Czarienne was performed
only once, similar to many other ceremonial piec-
es. The second dance, dedicated to Peter |, is like-
ly a historical curiosity. In 1701, the play Czar of
Muscovy, which focused on False Dmitry and Mari-
na Mnishek, was staged in England [25, p. 3]. Like
nearly all productions of that era, it concluded with
a country dance, featuring all the actors from the
play presenting themselves to the audience. This
country dance, or a simplified version of it set to
the same music, was incorporated into Playford's
collection in 1701.

Contra dances are a genre of dance that origi-
nated in England during the late 16t century and
continue to be practised today. Dancers arrange
themselves in a long line of pairs and dance from
one pair to the next, subsequently switching part-
ners and progressing to new pairs, repeating the
same sequence of movements until everyone returns
to their original positions. Contra dances were first
published in 1651 by John Playford, a music pub-
lisher based in London; his collection continued to
be released until 1728 [13, p. 24]. These were the
first mass-produced dance collections in the world.
Numerous other dance collections, inspired by Play-
ford’s works, were published both in England and
across the Continent.

The country dance we referred to was featured
in Playford's collections from 1701 to 1728, and it
is also included in Walsh’s comprehensive collec-
tions, which encompassed hundreds of charts and
were evidently compiled based on the principle of
“all the dances that could be found”, in the years
1718, 1745, and 1755 [23, p. 2].

It seems improbable that the Czar of Muscovy
enjoyed popularity in the 18" century: numerous
dances emerged, and new choreographic charts
became fashionable each year. Consequently, it is
plausible that after the 1720s, it was no longer em-
braced by English society. Nevertheless, at the dawn
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of the 215t century, the dance experienced a revival,
becoming part of the repertoire for contemporary
English balls. Presently, nearly all modern chore-
ographers are firmly convinced that the dance is
dedicated to Peter the Great and that no alterna-
tive versions can exist.

Bergholz frequently references Polish dances in
his notes. However, these are not regarded as an
exclusively Russian phenomenon: originating from
Poland (their homeland), they disseminated not only
to the northeast but also to Germany. The most char-
acteristic performance of the Polish dance is “in a
column” behind a leader, where all couples replicate
the figures following the lead. This variant, which
still persists in Russia, is also recognised, albeit only
from a later period. Bergholz, in his description of
the Polish dance for couples, notes a limited num-
ber of participants — typically three performers.

In the early 18% century, dances executed at var-
ying tempos (the forerunners of the mazurka and
polonaise, which gained popularity in the 19" centu-
ry) were categorised alongside Polish dances. Steps
were chosen to correspond with the rhythm of their
rapid or leisurely execution. This ambiguity is pre-
cisely the reason for Peter the Great's fondness for
them, considering later accounts describe the pol-
onaise as a slow, solemn, and monotonous proces-
sion. Berchholz states that the Polish dances during
Peter the Great's era included leaps. They were not
only performed in various rhythms but also in di-
verse forms. He observes, for instance, that cere-
monial Polish dances at weddings were executed by
three and five couples; these were the very pieces
that commenced and concluded the wedding ball,
and it was predetermined who would dance them
and with whom. In this context, it is pertinent to ex-
amine not only the forms of Polish dances in Peter
the Great's time but also their significance as cer-
emonial dances.

In Russia, the polonaise enjoyed popularity in
the first half of the 18™ century; its definition per-
tains to the late 19%"-century interpretation; in the
18% century, it was referred to as the Polish dance
or simply Polish. In Russia, the majority of referenc-
es to polonaises originate from memoirs, and from
these accounts, certain characteristics can be dis-
cerned. Ceremonial polonaises at weddings during
Peter the Great's reign were performed by three or
five couples, with the arrangement of these cou-
ples strictly regulated, and a master of ceremonies
leading them. This indicates that these dances fea-

tured simple figures, as they were meant to be ex-
ecuted by the parents of the bride and groom at
weddings, implying individuals who had not under-
gone professional dance training. In Bergholz's de-
piction of this dance, there are numerous mentions
of the polonaise as a wedding dance and fewer as
a dance performed at gatherings and celebrations.

In Russia, polonaises frequently incorporated
figures; however, when performed by twelve cou-
ples in a processional manner, these figures might
be omitted. Bergholz's choreography of the dance
preserves elements of a jumping technique. Limit-
ed information from foreign sources hampers the
reconstruction of the Russian variant of the pol-
onaise. In Poland, the dance’s origin, no descrip-
tions have been preserved, but references in the
Kurier Polski newspaper, published in Warsaw, in-
dicate that it was a ceremonial dance characterised
by a slow tempo, setting it apart from the ‘leaping’
polonaise of Peter the Great, which was a proces-
sion led by the most esteemed couple present —
the royal couple.

The minuet subsequently became the next dance
form to gain popularity in Russia. In Europe, all
balls commenced with this dance. Descriptions of
the standard minuet pattern are available in dance
manuals: Gottfried Taubert included it in his 1717
publication, Pierre Rameau in 1725, and Kellom Tom-
linson in 1735. All descriptions are quite similar: the
dancing couple would advance to the centre, move
to various corners, and then exchange places mul-
tiple times, following a Z-shape or S-shape pat-
tern. Approximately halfway through the dance, they
would alternate circling while holding each other’s
right and left hands, and perform several additional
Z-shapes. Finally, twirling both hands, they would
return to their original position. The host couple, or
the most distinguished couples present, would in-
itiate the dance, after which the gentleman would
take a seat, allowing the lady to invite another gen-
tleman to dance with her. The process would then
reverse: the lady would sit down, and the gentle-
man would invite another lady, continuing until all
guests had participated in the minuet.

According to various sources, the minuet from
the era of Peter the Great was recognised even pri-
or to the initial assemblies: in 1710, during the wed-
ding of Anna loannovna, it was performed by two
dwarfs [7, p. 74]. It is conceivable that the minuet
served as the opening dance of the ball, or it may
have alternated with other forms of dance [5, p. 354].

Evidence suggests that the minuet was not regard-
ed as a ladies’ choice dance; partners would invite
one another in succession. Furthermore, while it
could initiate dances at assemblies, this was viewed
more as a tradition than a formal ceremony. Con-
sequently, in the account of Count Pushkin’s wed-
ding, it is mentioned that minuets were executed
in the latter part of the event, among free dances,
whereas polonaises were deemed ceremonial. At as-
semblies, minuets were also performed both at the
commencement of the dance segment and along-
side other dances [4, p. 337]. Julia Sutton deline-
ated the primary theories regarding the origins of
the minuet in her 1985 article [26], where she scru-
tinised the rationale behind each theory. She indi-
cates that the minuet is a dance that evolved from
either the galliard of the 16™ and 17t centuries or
the courante — court dances for couples charac-
terised by specific step combinations. The minuet
originated as a French folk dance that transitioned
into the ballrooms of the aristocracy; it is plausible
that the minuet’s structural forms derive from the
branle — a dance suitable for any number of par-
ticipants. The dance pattern features a wavy or ser-
pentine line, which subsequently developed into the
figure Z. The minuet was composed by Jean-Baptiste
Lully as a social dance, initially showcased for Lou-
is XIV, or as a theatrical dance, first performed in
the Ballet of the Night in 1653 and the Ballet of the
Times in 1654, from which it rapidly disseminated,
populating ballrooms. Although J. Sutton herself
does not favour any particular version, she observes
that it is presently impossible to conclusively vali-
date or invalidate any of the proposed hypotheses.

The complexities surrounding English dances are
quite intricate. The term “Anglaise” ® was utilised in
Russia only briefly during the early 19* century. Pri-
or to this, the phrase “contra dances” (derived from
French) was more prevalent in literary references.
Nevertheless, the term “contra dances” could de-
note both the English-origin “column” dances and
the French "square” dances. In his diary, Bergholtz
discusses “column” dances, labeling them as Eng-
lish, and he employs the term “contra dances” only
once. Regarding English dances, Bergholtz does not
provide an extensive description; he merely notes
that they were cherished and enjoyed by dancers.

3 Anglaise (French: anglaise — "English”) is a collective name
for dances that were widespread in Europe in the 17t — 19t
centuries (French dance, hornpipe, contra dance, etc.) and
originated mainly from England.
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However, during the era of Peter the Great, these
dances formed a significant category. The evolu-
tion of these dances took place in England dur-
ing the latter half of the 17" century, and by the
end of the century, they had made their way to
France, where they gained immense popularity as
early as the 1700s, leading to the establishment of
rules for their execution. Gavottes and demi-con-
tratones, which were specifically based on leaps,
were among the most commonly employed move-
ments, aligning with Bergholz's account. From Eng-
land and France, these dance forms disseminated
globally. Their choreographic framework was char-
acterised by a “column” formation, where each cou-
ple would take turns dancing with all others while
adhering to a predetermined set of figures. Fur-
thermore, the couple that danced first often per-
formed a solo, with the remaining couples providing
support. The interaction among dancers, coupled
with the display of skill in executing intricate fig-
ures and steps, is a notable aspect of English danc-
es. The Anglaise is distinguished by its rapidity and
vivacity of movement. The structural composition
of this dance resembles that of the Ecossaise, spe-
cifically arranged in two columns, where gentle-
men face the ladies, indicating that the couples
are positioned opposite each other rather than in
a linear formation. There is almost no distinction
between the Ecossaise and the Anglaise, apart from
the fact that the latter tends to be more extend-
ed and less vigorous in its movements and musi-
cality. In contrast, the Ecossaise features a notably
quicker tempo and more fluid movements. Anglaises
may consist of four, eight, or six movements. "The
jumping Anglaise bears a closer resemblance to the
Ecossaise, as both share a rapid tempo and similar
movements; it is also an Anglo-Scottish dance, re-
flecting a blend of the Anglaise and the Ecossaise,
much like the cultural fusion of England and Scot-
land within Great Britain. A formation of four to
a maximum of twelve couples is arranged in a col-
umn, with a line of gentlemen facing a line of la-
dies, allowing the first couple to navigate down the
column within it.” [21, c. 113]

Peter | was introduced to contra dances dur-
ing his initial visit to England, where they were re-
garded as dances from his homeland, enjoyed by
all social classes. It is possible that he encountered
contra dances again during his second trip. Accord-
ing to Bergholz's diary, English dances were notably
popular, with up to twelve couples able to partici-
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pate simultaneously; the first couple would initiate
the dance, which then 'waved’ through all the cou-
ples in succession. The Russian affinity for country
dances aligns seamlessly with the broader trends
of European dance culture. Minuets, polka dances,
and country dances were predominant at the balls
hosted by Peter the Great. Nevertheless, the rep-
ertoire extended beyond these, although referenc-
es to other dances are considerably less frequent.

Among them, one can mention the allemande.
The allemande is a court dance that originated in
England. Anna, Peter’'s daughter, performed this
fashionable court dance at one of the court balls,
attended by her fiancé, the Prince of Holstein. Her
performance captivated all those present and served
not only as an illustration of exquisite coquetry but
also as evidence that the Russian court embraced
European customs. According to contemporaries,
this dance was marked by passion; despite its slow
tempo, it allowed women to showcase their inher-
ent coquetry and provided them with a wide range
of expressions. The allemande was characterised
by “constant spinning, which causes the head to
spin and the mind to become clouded” — a de-
scription by Gerhard Fieth, the author of the work
titled An Essay on an Encyclopedia of Physical Ex-
ercises, published in 1794. Concurrently, the dance
technique of the allemande incorporated elements
such as precise footwork and gentle lifts. A proud
posture, fluidity, and a certain degree of rigour in
movement were deemed essential for its execution.
The additional interaction between partners, which
contributed to harmony and rhythmic stability, can
be regarded as a distinctive feature of this dance.

Dances that were based on improvisation consti-
tuted another favoured group. For instance, “on July
25, 1721, ten to twelve couples bound themselves
with handkerchiefs, and each dancer at the fore-
front of the group was tasked with creating new
figures. On November 8, 1721, the Emperor estab-
lished a dance for nine couples, where all partici-
pants were required to replicate Peter’s caprioles”
[18, p. 251]. Evidently, all these dances fell under the
category of chain dances, where the initial couple
determined the figures. When Peter's ball is refer-
enced in modern literature, two types of dance are
frequently depicted: the Grossvatertanz and a cere-
monial dance that consisted solely of bows.

Now, let us focus on the so-called ceremonial
dance, which was characterised by bows. A. Push-
kin portrayed it in this manner: "Along the entire

length of the dance hall, to the sound of the most
mournful music, ladies and gentlemen stood in two
rows facing each other; the gentlemen bowed low,
while the ladies curtsied even lower, first directly
ahead, then turning to the right, then to the left,
and then straight ahead again, repeating the pro-
cess to the right, and so forth. The curtsies and bows
persisted for approximately half an hour; ultimately,
they ceased, and a portly gentleman with a bouquet
declared that the ceremonial dancing had conclud-
ed, instructing the musicians to play a minuet” [16,
p. 23]. Bergholz offers a different description of this
dance: "The ladies, similar to English dances, stand
on one side, while the gentlemen are positioned on
the opposite side; the musicians initially perform
a type of funeral march, during which the gentle-
man and the lady of the first couple bow to their
neighbours and to one another, then join hands, cir-
cle to the left, and return to their original positions.
They do not follow any specific rhythm; instead, as
mentioned, they merely walk and bow to the audi-
ence. The other couples sequentially replicate this
action” [5, p. 236]. The bows are executed not by
all attendees, but solely by the three selected cou-
ples who participate in the ceremonial polonaise.
Consequently, this dance could not be prolonged.
Furthermore, it is not the dance itself that is depict-
ed but rather the bows that precede it. At the wed-
dings during Peter the Great's reign, bows were also
an integral part of the official dance. Over time, it
is probable that the trend for European composi-
tions gradually overshadowed Russian dances within
the court of Peter |, and if they were performed at
all, it was merely for demonstration purposes. For
instance, in 1710, during the wedding of Tsarevna
Anna loannovna, “the dwarfs danced a little min-
uet”. A similar account of a dance was recorded in
the same year at the wedding of dwarf Ekim Volk-
ov: “..only the dwarfs began to dance, but Rus-
sian dances. This continued until about 11 o'clock,
and they were enjoying themselves in their unique
manner. One can easily envision the remarkable
jumps, grimaces, and figures that occurred, both
during the dances and at the tables” [7, p. 78]. In
1722, Bergholz noted, "It is unimaginable to what
extent they cherish dancing, as do the young mer-
chants here, many of whom dance exceptionally
well. This time, some performed in solos and char-
acter dances” [5, p. 328]. Thus, Russian society grad-
ually became familiar with the culture of European
theatrical dance. Naturally, unlike their European

counterparts, our aristocrats were not always capa-
ble of executing beautiful solo performances with
grace. This art form thrived under the reign of Pe-
ter I's niece, Anna loannovna [9].

One of the most prevalent beliefs regarding
18™-century Russian ballroom dancing is that the
Grossvatertanz is associated with the dances from
the reign of Peter the Great. Nevertheless, no ac-
counts of this dance have been discovered in Russian
literature from that era. Upon examining German
sources, it becomes evident that mentions of the
Grossvatertanz only emerge from the mid-18® cen-
tury, and in certain texts, it is referred to as the Ker-
haus. A clear trend is observed: during the mid- and
latter part of the 18™ century, the Grossvatertanz
was regarded by contemporaries as an essential
component of the end of a wedding ceremony. It
was only during the late 18" and early 19* centu-
ries that this dance evolved into a popular ball-
room style, with its wedding connotation fading
away by this period.

The earliest three documented accounts of this
dance originate from the timeframe of 1780 to 1820.
The first account comes from Bigatti, an Italian musi-
cian associated with the Dresden court in the 1780s.
The second account is attributed to a German dance
master, Katfuss, who released a comprehensive work
on dance descriptions in 1802. The third account
is from France, published by dance master de Col-
igne in 1824. In Bigatti's publication, it is noted, "The
dance is proposed to be performed to alternating
rhythms” [20, p. 19]. This dance accommodates up
to 12 couples, who engage in promenades and fig-
ures for two or three couples, derived from contra
dances, arranged in various sequences. It utilised
two distinct types of musical accompaniment —
slow and fast — along with a diverse array of fig-
ures that connect individual couples. Additionally,
it is marked by alternating musical accompaniment
(fast — slow).

In his diary, Bergholz recounts a variety of danc-
es: ceremonial, minuets, Anglaises, Polish, and oth-
ers; yet, none of these bore resemblance to the
Grossvatertanz. The kerab dance, referenced in Got-
tfried Taubert's extensive work published in Leipzig
in 1717, which serves as a comprehensive encyclo-
pedia of the dances of that era, shares a similar es-
sence [27]. The kerab is a dance that traditionally
concluded weddings and other festivities, where
dancers would form a chain and execute various fig-
ures. It is noteworthy that this dance is recognised
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as the final wedding dance, thus being the precur-
sor to the Grossvatertanz, known as the Kerhaus.

The Grossvatertanz was not featured at the
balls hosted by Peter the Great. The dance by
this name has only been documented since the
mid-18t™ century, and in Russia, it became known
around the turn of the 19 century, exhibiting
forms typical of the later period. During the reign
of Peter the Great, a chain dance akin to the ker-
ab — a traditional German wedding dance — was
performed, from which the later ‘classical’ Gross-
vatertanz evolved.

Based on the descriptions and references to the
Grossvatertanz found in memoirs and other writ-
ten documents, it can be concluded that it was
a paired ballroom dance, with some of its figures
influenced by contra dances — a style of dance
that was gaining popularity in Europe during the
1700s and 1710s. In the notes accompanying his
book, which details various assemblies and wed-
dings that Bergholz observed in St. Petersburg,
there is a remark regarding his observations of the
dances at the wedding of Guards Major Matyush-
kin: “Meanwhile, the Emperor arrived and, in high
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spirits, initiated another dance, reminiscent of the
so-called chain dance (Kettentanz) in Germany, in
which, at his command, all the elderly men pres-
ent were to participate. Naturally, they could not
decline and took all the young ladies for them-
selves” [5, p. 253]. The kerab dance, referenced
in the extensive work of Gottfried Taubert, which
was published in Leipzig in 1717 and serves as
a comprehensive encyclopedia of the dances of
that era, exhibits a comparable nature. The kerab
is a dance that traditionally marks the conclusion
of weddings and other festivities, where partici-
pants form a chain by holding onto kerchiefs and
executing a variety of figures. It represents the fi-
nal dance at weddings and is therefore considered
the precursor to the Grossvatertanz or the Kerhaus.

Additionally, literary sources indicate that Sty-
rian dances were also performed in Russia. Upon
reviewing these sources, we can identify two pri-
mary pieces of evidence. The first is a mention of
a dance introduced by General Yaguzhinsky dur-
ing an assembly in 1722: "Immediately following
the Polish dance, a new dance (the name of which
| am unaware) was created, somewhat akin to the

Styrian; in this dance, they again leaped vigorously
and executed several very entertaining figures” [5,
p. 359]. The group of German dances, which fea-
tured the Styrian dance, consists of column danc-
es that employ a variety of steps, including jumps,
and allow for numerous figures, such as spins, as
well as the dancers’ positioning "“in a closed pair”.
It is important to highlight that Bergholz pointed
out in his writings that the dance was "akin to the
Styrian dance” but was not Styrian in nature. Con-
sequently, it cannot be asserted that Styrian danc-
es were particularly prevalent in Russia during the
18 century. Nevertheless, Bergholz's observations
may suggest that German dance traditions enjoyed
popularity during the era of Peter the Great. It is es-
sential to consider that the first emperor deemed it

acceptable to deviate from tradition and was quite
capable of disregarding strict dance regulations. It
is plausible that the dances performed in his court
were created at the Russian court. The terms “Styr-
ian” and “German” dances might have represented
local interpretations that merely integrated elements
of typical German dances, while Bergholz, in his
effort to categorise them, selected parallels from
forms recognised in their homeland.

Therefore, by utilising dance descriptions pro-
duced in the early 18" century in France, Germa-
ny, and England, and by meticulously examining
the brief notes that have survived from that peri-
od, we can effectively reconstruct nearly all varie-
ties of dances that were performed at the court of
Peter the Great (Table 1).

Table 1. Types of dances and their characteristic features during the reign of Peter the Great

Type of dance

Characteristic features

A.W. Winterschmidt, a German publisher and artist, the reconstruction of the
dance is as follows. The step proposed here is a pas de bourrée, in the “classical”
version, without the plié before the second step. The number of bars is not
specified, as it depends on the number of couples.

1t figure. At the beginning, all dancers stand in pairs in a circle. The first
couple go around the circle, and the others join and follow, forming a column.

2n figure. Upon reaching the wall of the hall, they dance the “fountain” —
the gentlemen go around the circle to the right, and the ladies to the left. At
the opposite wall, where the column began, the couples meet again and move

upward in a column.

3rd figure. Upon reaching the wall of the hall, they dance the “fountain”;
however, the gentlemen circle to the left, and the ladies to the right, passing
in front of their gentlemen. At the opposite wall, where the column began, the
couples form a column — the gentleman opposite his lady. Upon reaching their
place, everyone turns on the spot, facing outward. The first couple to begin the

1. Polonaise

dance is the first from the given wall.

4t figure. The first couple begins to circle, gradually moving downwards —
circling with their partner by the right hand, then with a partner of the opposite
sex from the second couple by the left hand, then again with their own partner
by the right hand, then with a partner of the opposite sex from the third couple
by the left hand, and so on until they reach the end of the column. All the
remaining couples dance a similar part.

5% figure. The first couple, once again at the beginning of the column, comes
together, joins hands in a “boat”, and slides down the column to the place of
the last couple. The rest of the couples repeat the figure in turn.

6™ figure. The first couple joins in a promenade position, spins in place,
turning inside the column, passes the second couple, and moves in a circle. All

the others repeat this figure.

7t figure. The column is reorganised into a chain; the first lady offers her
hand to the second gentleman, and so on.
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Table 1 Continued

Type of dance

Characteristic features

8t figure. The first gentleman stands still, and the entire chain wraps around
him, facing the leader.

9t figure. Everyone raises their hands, and the first gentleman exits through
the arches, pulling the others along with him. The chain moves in a circle and
forms a new column — the first couple opposite the last, the second opposite
the second-to-last, and so on.

10t figure. The couples dance a chaine with their vis-a-vis. After this, the
couples dance an Allemande.

2. Minuet

(French: menuet) is an ancient French graceful folk dance (16" century),
so named because of its small steps on low half-toes. A detailed description
of the minuet was given by dancing master P. Rameau in his book, Le Maitre
a Danser (1725); however, it is written in a vague manner so that only specialist
choreographers can understand it. L. Pécourt invented a new, less complex form
of the minuet; it was adopted and transferred to the court and all the Parisian
bourgeois salons, from where it quickly spread throughout Europe. It was a dance
of a single couple, where the gentleman and the lady danced towards each other
or away from each other. This was done not in a straight line, but in the main
curves, initially resembling a reverse “S”, then a “2" and finally a “Z". Thus, the
figure from curvilinear became increasingly rectilinear. Curved lines obviously lent
grace to the movements. The gentleman stood at one end of the “S” or “Z", and
the lady at the other. They performed two minuet steps, first sideways, then two
or three forward. As they danced, they passed each other or met, curtsying tour
de deux main to the right. They danced further, again performing a tour de deux
main,; however, this time, in a bow; at the third meeting, a tour de deux main, which
concluded the dance. All these meetings and bows were at the discretion of the
dancers, and they offered ample opportunity to display graceful movement. The
minuet completely transformed the old, ponderous form of the Renaissance curtsy.
The curtsy became more varied and lively. Minuet tempos featured a threefold
play of gracefully doffing the hat, as well as a slight bending and straightening
of the torso. The entire dance was stylised with graceful positions, crossings,
shoulder turns, and so on. The hat was a great asset: it was put on and taken
off as the hand was extended. Not only the legs but also the arms contributed
to the grace of the performance. They were lowered and then slowly raised,
moving all the way to the bend of the wrist, which in turn produced its own
movements. All the combined movements of the arms and legs achieved a high
degree of flexibility, which was evident in every bow, every transitional position,
every lift of the heel and the movement of the toe as it glided across the floor.

3. Anglaise

(French: anglaise — "English”), a dance common in Europe in the 17"-19t%
centuries.

Anglaise No. 1

1-4 Couple 1 crosses and casts off: the lady moves into the line of gentlemen,
and the gentleman into the line of ladies, between Couples 3 and 4.

5-8 Couple 1 makes a 4-beat turn with their right hands.

9-16 Three couples in lines, holding hands, walk in a circle. The Gentleman 2
and Lady 2 lead the lines in a semicircle, arriving at opposite places (demi-moon).

17-24 The dancing couple makes a small ronde, and Couples 2 and 3 dance
a half English chaine around the dancing couple.

25-32 Three couples dance a waltz around a common centre.
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Type of dance

Characteristic features

3. Anglaise

Anglaise No. 2

1-8 Couple 1 makes a promenade down to Couple 3.

9-12 Cross and Cast Off: Lady 1 dances around Lady 3, Lady 1 dances around
Lady 3.

13-16 Couple 1 dances a half English chaine with Couple 2: demi chaine.

17-20 Couple 1 dances a gallop around Lady 2 (chassirt); Lady 1 dances
around Lady 2.

21-24 Couples 1 and 2 dance a half ronde. This results in a progression.

25-32 Three couples dance a waltz around a common centre.

4. Allemande

(French: allemande — "German”; danse allemande) is originally an ancient
dance of German origin. As a household and court dance, it appeared in England,
France, and the Netherlands in the mid-16%" century. The meter is duple, the
tempo is moderate, the melody is smooth. Usually consisted of two, sometimes
three or four, parts. In the 17" century, the Allemande was included in solo (lute,
harpsichord, etc.) and orchestral suites as the first part, becoming a ceremonial
introductory piece. The composition of the Allemande can include two, four or eight
performers. Moreover, all the figures danced by the gentleman are then repeated
by the lady with a change of roles. Of the advancements, there is an advancement
in a straight line and a promenade. If the figure is danced by eight people, then an
advancement in a straight line means an exit to the centre (further all passes are
done in the centre). A full promenade involves walking in a circle and returning to
the starting position. In the second half of the 18% century, a new German dance,
called the Allemande, with a fast tempo and triple meter, became popular.

5. The Grossvatertanz

(German: Grossvater), a paired ballroom dance, some of whose figures were
influenced by country dances. It consisted of two parts: a slow, waltz-like part
(in 3/4 time signature) and a fast part (like the Ecossaise). It was accompanied
by singing (the dance’s name comes from the original words of the song).

It is characterised by alternating musical accompaniment (fast — slow);

the dance, like many other dances of the turn of the 19* century, was created
for a column of couples and implied their interaction;

this dance uses figures typical of country dances.

Furthermore, the Grossvatertanz is an improvisational dance, and the first
couple is free to invent their own figures while maintaining its general style.

6. A contra dance

(French: contredanse — "“country-dance”) is an old English dance. It was
first mentioned in literature in 1579. Performers line up in pairs and dance
pair to pair, then change and move on to new pairs, repeating the same set
of movements until everyone returns to their places. Musical meters are 2/4
and 6/8. In the 17 century, the contra dance appeared in the Netherlands
and France, becoming widespread in the middle of that century, displacing the
minuet. The accessibility, liveliness, and versatility of the contra dance made it
popular in Europe in the following centuries. Numerous varieties of the contra
dance were the quadrille, Grossvatertanz, Ecossaise, Anglaise, Tempete, Lancers,
cotillion, matradur, and other dances.

In conclusion, we note that the chronicle of
secular life in the era of Peter, confirmed by doc-
uments and eyewitness accounts, reflects the pro-
gressive and innovative significance of his reforms.
The Emperor made a significant impact on the ad-

vancement of spirituality and civilisation within his
country. During his second journey to Europe, he
observed Western European dances at receptions
and balls, which were already prevalent in France,
Germany, and England, and later assimilated into
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Russian culture. The choreography and manners
introduced by Peter the Great influenced behav-
ioural norms, transformed Russia into a cultured
nation, and aided in the establishment of stand-
ards for politeness, etiquette, and spirituality. Over
time, Russia cultivated its own dance instructors,
and the elegance and choreographic abilities of
the upper class became comparable to those found

in Europe. Following Peter’s era, ballroom dancing
continued to evolve, and what initially appeared
as a novelty became a common practice among
the Russian populace. Today, as we study history,
we can affirm that due to Peter the Great, balls,
where etiquette serves as the primary manifesta-
tion of an individual’s dignity, have persisted in
Russia to the present day.
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n cumnaTtun. TaHewl, cTan BaXKHbIM GakTOpOM rocysap-
CTBEHHOW KYNbTYPHOW MOANTUKW. B nepBoli nosoBuHe
BeKa OH BOCMPUHUMAaCA Kak MeTo/ BOCMUTaHNA PyC-
CKOro YenoBeka, W CTal 3Ha4YMMON YacTbio NMPUABOPHOTO
3TMKeTa. Bo Bpemsa npaeneHus lMNetpa | cdopmmpoBannch
pasnn4YHble BUAbI U CTUANCTMKA TaHLa, @ B COBPEMEHHOM
MVpe NpuobpeTa HOBble, yCOBEPLLEHCTBOBaHHblE GOPMbI,
OHU NpeobpaszoBannck B basbHbIN TaHel,. Llenb cTatbn —

C npuxogom k Bnactu Netpa |, c ero pedopma-
Mn B Poccnm noasuncsa 6anbHbi TaHel,. OH Hayvan
3aHMMaTb BaXKHOE MEeCTO B OTeUYECTBEHHOMN Ky/b-
Type, CTaB KyJbMWUHaLnen ¢opmM obLLECTBEHHOM
>KW3HW, HE3aMEHVMbIM CPEACTBOM «MOKa3aTb CBOKO
LLeHHOCTb, 3HAUYMMOCTb M KPaCoTy A/1s 3TON KU3HW»
[3, c. 266]. B cBeTckOM Mupe 0bLLEeHNS, YeNOBEK,
yMerLnii BnageTb xopeorpaduer, no BbickasbiBa-
Huto FO. M. JloTMaHa, «4yBcTBOBaN cebs yBepeHHO
n cBobOAHO, Kak akTep Ha cueHe» [15; c. 92]. Ta-
HeL, obyuan xopownm maHepam. dtuket ' XVIII B.
bopmupoBanca nog BANAHVEM eBPOMNENCKOro 06-
pa3ua 1 bbin cBsizaH ¢ pedopmamu lNetpa |, koTo-
pbii B 1717 rogy n3gan kHury «KOHOCTM YecTHoe
3epuano, nam MokasaHme K XXUTENCKOMY 06x0oxXzae-
HWto» — nepsoe B Poccnmn nocobure, B KOTOPOM
nMeeTca pasfes, NOCBALEHHbIA TaHUaM. B Hem
JaroTCsA yKasaHWs Mo NpaBUabHOMY UCMONHEHUIO
pa3nnyHbIX Xopeorpaduuecknx puryp un geumxe-
HWI, NOAYEPKNBAETCA BaXXHOCTb YMEHWA TaHLe-
BaTb A1 CBETCKOrO YesioBeKa, yka3bliBas, YTo 3TO

1. I1mké T (oT dp. étiquette — 3THKeETKA, HAANWCb) — MpaBuaa
nosezeHus Ntoaen B obuiectse

pPaccMOTPeTh MOSIBJEHWE U BAUSHUE TaHLA Ha KYAbTypy
cBeTcKoro obuectsa anoxu Metpa |, paccmatpusas ero
B UCTOprorpaduyeckom acnekte. B ctatbe ncnosb3o-
BaHa v NpoaHannsnpoBaHa bubanorpadus coBpemeH-
HuKoB lMeTpa |, a Takxe AnTepaTtypa HalUX NOKOJAEHUNA.
ABTOP NPUXOAUT K BbIBOAY O NMPOrpeccMBHON 1 MHHOBA-
LIMOHHOW 3HaUMMOCTU pedopM NETPOBCKON 3MOXH, B pe-
3yNbTaTe KOTOPbIX 3amnasHoeBponeickas xopeorpadpus
BNOCAEACTBUW MHTErPUPOBanach B POCCUMACKYH KyAbTypy.

Knrouesseie cnoga: maHey, amukem, anoxa lMempa |,
XVl 8., ucmopuoepadcbus, accambreu, 6anbl, yepemMoHua-
JIbl, Xopeoepaguyeckue 0CobeHHOCMU, C8eMckas Ky/aemy-
pa, OHesHUK bepaxosbya.

OZiHa M3 HeOHBXOAMMbIX COCTABAIOLLMX XOpOLLero
BOCMUTaHMA. B HE MOXHO NpoYmnTaTh: «<MONOAOM
LWAAXTUY AN ABOPSAHUH» AOJIKEH OblTb cOBeEpLUE-
HeH B «sA3blkax, KOHHOW e3/e, TaHLLOBaHWUW, B LUMNax-
How BuTte» [19]. [NeTp € yBaXKeHNEM U MHTEPECOM
OTHOCWJICA K XOpeorpapuyeckomMy UCKycCTBY. Yxxe
BO Bpems nepBoW noeszakun B EBpony oH npuHu-
MaJsl yyacTue B TaHLeBabHbIX cobpaHmsx [8, c.116].
Cob6cTBEHHbIM NpuMepom [MeTp | geMoHCcTpupo-
BaJl XOPOLUME MaHepbl MOBEAEHMS, YBaXUTENbHOE
OTHOLUEHME K APYrUM, N LLEHHOCTb JTMYHOCTHOTO
npuopuTeTa Kaxaoro vyenoseka. OH npuraawan
B Poccuio MHOCTpaHHbIX TaHLLMENCTEPOB AN TOTO,
4TOObI Y HWUX 0BYYanuChb TaHLEBaTb YeHbl LLAPCKOW
CeEMbW U KPYMHble BENbMOXM.

B nctopuorpadum o taHuax XVIII B. MOXHO Hall-
TV MHOTO BbICKa3bIBaHUN O HEOHXOANMOCTU pa3BK-
IS Xopeorpadmyeckon KynbTypbl ¥ NPUBAEYEHNS
3apybexkHbIX MacTepoB, CMOCOOHbIX AaTb XOpoLlee
obpasoBaHue. Tak B. BceBonoackumii, apryMeHTm-
pys 06bsiBAEHME B razeTe 0 HEOOXOAUMOCTM yCayr
TaHUMeNcTepa ans Kagetckoro kopryca nucan:
«OyeBNAHO, C OAHOWN CTOPOHbLI, B ,TaHLLOBa/b-
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HbIX MacTepax” He YyBCTBOBa/IOCb TOrAa U36bITKa,
HO C APYrow, camas MbIC/lb OTbICKMBATb UX B Npeje-
nax MNetepbypra yepes raseTy ACHO CBUAETENLCTBY-
€T, YTO OHW He COCTaB/AAM TOTAa Y HaC U CAULLKOM
60/bLLIOV PEAKOCTU, KOTOPYHD HY>KHO BbIIO Obl BbI-
NMNCbIBaTb HE NHaYe, KaK 13-3a rpaHuubl» [4, c. 209].
N.A. baok oTmevana, uto B Hauvane XVIII Beka
6anbHbIV TaHey, — KyAbMuUHauus ¢opm obuie-
CTBEHHOW >XM3HW, HE3aMeHUMOoe CpeaCTBO noka-
3aTb CBOIO LEHHOCTb, CBOW BEC, CBOKO NMPUrOAHOCTb
A9 3TOM XKN3HW, HaKOHeL, MOMpPOCTy CBO NAeO0-
JIOT1I0, CBOE YMeEHMe 3BYy4YaTb B YHWCOH CO BCEMMU
obLenpusHaHHbIMK ycToamu [6]. TaHel, 6bin cpes-
CTBOM pernpe3seHTaLum, obLeHns, a He TONbKO UC-
KyCCTBOM. 3TO 3aCTaB/AN0 06paTuTb NpUCTaibHoe
BHVMMaHWe Ha TpPaMLMN NCMOJHEHMA N Npenoja-
BaHWA xopeorpadum, n6o oHM NOMOraroT PackpbiTb
Ba>KHble acmneKTbl XXM3HW, MMPOBO33PEHMA U OCO-
H6EHHOCTU KOMMYHMKaLUW Nt0Ael TOro BpeMeHu.
B nepsoii nonosunHe XVIII Beka ypoBeHb npo-
rpecca eBpoOMNenckon TaHLeBaNbHOW KYAbTypbl
B Poccuum Havan akTMBHO pactu. N3yums aHeB-
HUK BeprxosibLa MOXHO MOHATb, UTO TaHLbI yXe
K 1721 rogy cTanu 3HauUNTENbHOWM YacTbO PYCCKOM
KynbTypbl. OHM conpoBoXaanv Boiclee obuectBo
Mo pasHbIM NOBOZaM, NPV NPOBeAEHNN NMpa3s-
HWKOB, MackapazoB, penepBepKoB, accambnen.
He cMoTps Ha npoTecTbl NpeacTaBuTeNelt cTapbix da-
MWAWNIA, CTapLLIEro NOKOAEHUs, ANS KOTOPbIX HOBble
n3MeHeHus B 0bLLecTBe Ka3aancb He NPUEMIEMDI,
TaHLbl ABAAANCH ANLWb MPUHYXAEHHOCTbIO, BCE paB-
HO OHW BbIHY>AeHbl OblM TaHLEeBaTb NOKa TaHLyeT
nmnepartop. «[1eTp AnekceeBnY He TONbKO yYKazamu,
HO M JIMYHBIM NPUMEPOM CTPEMWIICA 3aCTaBUTb JBO-
PAH NPUHATL HOBbIN CNOCo6 obLeHns. [enan 310
Lapb C NPUCYLLMMUN eMy YNTOPCTBOM U SHEPruen, oH
nocewan NouTK Kaxkayto accambiero, MHOrAa cam
pacropsaasca TaHLuamu, Bbie/biBas, No C1I0BaM Ka-
Mep-roHKepa B cBUTe repuora lNoawTtnHckoro bepx-
rofblia, Takne ,Kanpuonamn”, KoTopble COCTaBMUAN Obl
YecTb JYULLUM eBpOMenckum baneTmencTepam Toro
BpemeHun» [12, c. 28]. FO.A. baxpywwmH nuwerT: «MeTp
n3obpen CBOW TaHew, TMNa HEMELLKOro rpoccdatepa
(HemMeLKMA BapuaHT KOHTpAaHca — M. A.). B pas-
rap UCMOMHEHMA 3TOro TaHua ,Lapb” nam ,Mapan”
6ana nosgaBan YCNOBHbIN 3HAK My3blKaHTaM, No-
C/le KOTOPOro Te YCKOPAW B HECKO/IbKO pa3 Temn
TaHua, NpeBpallas ero B HeKuin ranon» [2, c. 18].
B sanoxy [lMeTpa | TaHey, noayynn 3HauyeHne odun-
LManbHOro LiepeMoHmana, Cnocobom npescTaBuTb
cebsa obuiecTBy, cnocobom ana 3Toro camoro ob6-
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LecTBa oTpearnpoBaTb Ha 3HaUMMble COObITUS,
n ctan Tpaaunument. [laxe Ha rocysapCTBEHHbIX
MeponpuaTUAX, HanpuMmep, NpasgHoBaHWe Mupa
co LWBeumeir, nnaHMpOBaNNCh M UCMONHAINCH TaH-
ubl. VIix 0co6EeHHOCTBHO ObINO BblAENEHNE MepapXm-
YecKoW BEPTMKANN BAACTL: TaHLYyHOLME CTAaHOBWNCH
B NMapbl, COOTBETCTBYIOLLME X COLMANbHOM 3HaUn-
MOCTHW. ITa >Ke 0cobeHHOCTM BblN MOAYMHEH NOPS-
JOK pacnpeseneHnsa n UCNONHEHWS TaHLeBalbHbIX
HOMepoB. /1o Hac AOLWAN HEKOTOPbIE ONMCaHWs Me-
TPOBCKMX nNpa3gHecTs, Tak C.H. Xyaekos B cBOeM
pacckase onucbiBaa HEKOTOPble MOAPOBHOCTU TaH-
ua yBuaeHHoro Ha Accambnee 2 y . V. TonoBkmHa
B 1721 r.: «aecaTb UAn ABeHajuaTtb Nap ceA3anu
cebs HOCOBbIMW MAATKaMU, U KaXXAblA U3 TaHLe-
BaBLUWX, MONEPEMEHHO, UAS BNepeam, LONXKeH Obin
BblAyMbIBaTb HOBble GuUrypbl. OCO6EHHO faMmbl TaH-
uesanu ¢ bonblimm yaoBonbctBneM. Korga ove-
peab AOXOAMNA A0 HUX, OHU Aenann cBou Gurypsl
He TONIbKO B CAMOW 3a/1e, HO U Nepexonan B Apyrme
KOMHaTbl, HEKOTOPblE BOAUAN B Caj, B APYrom 3Tax
AOMa v gaxe Ha yepgak» [5, ¢.52]. TaHubl ABAAANCD
TPYAHBIM UCMbITAaHNEM ANA YYaCTHUKOB accamb-
nei. B kocTroMax 66110 HEKOMGbOPTHO, ABUXKEHWS
13-3a 3TOro ckoBbIBannUCh. . ®. Burenb otmetma, uto
npv BUAe AaHHOTO TaHLa, CA0XWUI0Ch Bnevatie-
HWe, YTO «BCe TonopLmaoch 1 dandaporHuno» [11].
Tak>ke TaHLbl MCMONHANNCL Ha cBaAbbax 1 NpeAcTas-
nanv cobon 6esyaepxxHoe Becesbe. TpagnumnoHHo-
MY 1 3TUKETHOMY Hayany cBajbbbl COOTBETCTBOBAO
He TOJIbKO Ha4ano, Ho 1 ¢uHan, nMmetow i obpas
bakenbHOro WecTBMA, HAaNMOMUHAKOLWEro cpes-
HeBeKOBble HemMeLKMe TaHLbl. 1o cBMAeTeNbCTBY
M.W. MbinseBa, «BO Bpemsa TaHLLEB My>X4MHa efBa
Kacanca nanbLeB NapTHEPLUW, @ KOrAa okaH4uBas,
TO Lle/loBan pyKy Jame, a AeByLlKa C My>XUYMNHO
He Moria BCTynaTb B Pa3roBOp ¥ He MOrJ/1a TaHLLeBaTb
[iBa pa3a 3a Beyep C O4HUM KaBanepom» [17, c.127].
BbipasuTenbHas nocTynb B MOALCKOM, BbITAHYTas OCaH-
Ka U OpHaMeHTa/bHbI/ PUCYHOK Ma B MeHy3Tax Bblge-
NANN NPeKPacHbIX TAaHLLOPOB NETPOBCKOro BPEMEHW.
Bo MHormx ny6amnkaumsax, NoCBALLEHHbIX NETPOB-
CKWM npa3gHecTBaM, OBbIUHO YNOMUHAETCA MNepe-
YeHb Ha3BaHWI NONYAAPHbIX TAHLEB, NPUBOAATCSA
XapaKkTepuCTMKHK, coobLuatoLme, YTo nepBas Yactb
Beuepa Oblna CTENEHHOW U LepPeMOHMaNbHON U co-
Jep>kana MeHy3Tbl U MOJIOHEe3bl, BTOPas >e XNBOWN
1 BECE/IOW, TOrAa UCMONHANNCD aHre3bl, aiieMaHzbl

2. Accambnen — HOBbIN BUA AOCyra Ans BbiCLUEro obLiecTsa,
yka3 06 yupexzaeHun kotopsbix Metp | nsgan 25 Hoabpa
1718 roga.

N KOHTpAAHCbI. Mpw 3TOM, Kak NpaBuio, nogpobHoe
onucaHue TaHueB OTCyTCTBYeT. HacTo B KayecTse
MCTOYHMKA MCNOoAb3YoTCA paboTbl kKoHua XIX —
Hayana XX BB., aBTOPbl KOTOPbIX He 0baaganu mc-
yepnbIBaOWMMN 3HAHNAMW NO NCTOPUN TaHLa
1 OMMCbIBaNN MNETPOBCKOE BPEMSA Yepes3 Npu3My yBU-
[LEHHOTO MMW B COBPEMEHHbIX TaHLLeBalbHbIX 3anax.
Llenb cTtatbu: nccnegoBatb XxapakTepHble 0CObeH-
HOCTWN BWAOBOM CUCTEMbBI TaHLA, CJIOXKMBLUENCSA NPW
[MeTpe | B kKynbTypHOM npocTtpaHcTtee XVIII B.
MeTogonormnyeckme 0OCHOBY NCCNE[OBAHNA CO-
CTaBASET Ky/IbTYPOJAOrMYECKNIA MOAXOS,; OH BKAOUAET
B cebs nctopurorpaduyeckmne, CTOPUKO-KYbTypHbIE
MeToAbl. MIcnonb3oBaHa Takke MexXancumnanHap-
Haf MeTOA0/1I0TMA C MPUBJIEYEHNEM INEMEHTOB UC-
KyCCTBOBeZUeCKoro aHanunsa. Matepwuanbl, cobpaHsbl
N3 AHEBHMKOB, a TaKXXe JInTepaTypHbIX MaTepmnanos
C LLeNIbio MCCNef0BaHWSA Y ONMCAHUIA NPOUCXOAALLNX
AENCTBMIA TaHLa Ha accambnesx, cBagbbax, banax
B anoxy MNetpa |. Vimeetcsa auc. EpemunHon — Cone-
HukoBoM, E. B. banbHbIl TaHey, B Poccnn B mepBo
nonoeuHe XVIIl Beka: PopmnpoBaHue Tpagmumum nc-
noaHeHus n npenogasaxuns. C-MN: ®reOY BO «Akage-
mus Pycckoro 6aneta nmenun A.fl. BaraHoBoit», 2022 1
[14], B KOTOpOI OAHa rnaBa NoceslleHa banbHbIM
TaHuam B Poccun B nepeoin nonosuHe XVIII Beka.
TeM He MeHee, rnaBHbIM UCTOYHUKOM 3HaHWUI O ne-
TPOBCKMUX Hanax n accambienx ABASIOTCA AHEBHUKM
kamep-toHkepa ®puapunxa Bunbrenoma bepxrosb-
ua, NpubbIBLIEro B POCCUIO B CBUTE FONbLUTENHCKO-
ro repuora Kapna-®punapvixa, CTaBLLErO XEHNXOM,
a no3xe My>xem AHHbI [leTpoBHbI. epuor co cBu-
TOoM Npoxun B Poccnm ¢ 1721 no 1725 r. bepxronbu,
COMPOBOX/AABLUNIA repLora, Ben NoapobHble 3anum-
CW BCEro, YTo BUAEe. TaHLbl METPOBCKOrO BPEMEHM
3anmncaHbl UM Ha accambiesix U cBaabbax. Ha cBagb-
6ax TaHLbl AeNNANCh Ha LiepeMOHMasbHble 1 0bLLve,
Ha accambnesx Takoro AeseHus, Cyasa no ero 3anu-
€M, He 6bIno. Camu xe accambien oduumansHo
yTBEpPXAeHHble nmnepatopom B 1718 r., HO npo-
BOAMBLUMECA U paHee, Mo cBoeMy dopmarty non-
HOCTbIO YKNaZAblBaANCh B €BPOMNENCKNE TpagnLmm
XVIIl Beka: nogo6Hble BCTpeUumn nog pasHbiIMX Ha3Ba-
HUAMMN N B pa3HbIX 0bLLecTBax NPOBOANANCE B AH-
ravn, ®panHuymm, Fepmannm. OTANYNTENBHBIMU KX
yepTamu H6bIAN OTCYTCTBME UBNULLHEN LEPEMOHM-
aNbHOCTK, ObLLeHMe YyYacTHUKOB, pa3inyHble yBe-
CeNeHUNs, B UNCNO KOTOPbIX BXOAUAN U TaHubl [1].
B 1717 r. Metp | nocetnn ®paHuunto n BcTpeyan-
ca ¢ JopoBukom XV. EcTecTBEHHO, Takoe cobbl-
TVe, KakK BU3NT PYCCKOro mMnepartopa, He MOrio

NPOWTW He3aMeYeHHbIM. B LLepeMoHman no noeoay
3TOro cobbITMA BXOAUA 6an, K KOTOPOMY NPUABOP-
HbI TaHLMEeNCTep 1 yunTeNb TaHLEB ManoaeTHEro
kopons Knoa bannoH Hanucan cneumnanbHbIn Ta-
HeL, B YecCTb NpmbbITUA pycckoro uaps [24, ¢.323].
Mo tpaanumm XVII-XVIII BB., 6an coxpaHsan yepTsbl
TeaTpann3oBaHHOro AelicTtea. HaunHancs oH 6paH-
JleM ¥ raBoTOM (TaHLbI-LeMOYKM, OTIMYaBLUNECH TO-
rfa HeC/IOXHOW CXeMOW, HO MOPON MCMOb30BaBLUNE
3aMbIC/IOBATYHO TEXHUKY), KOTOPbIE BCE TaHLytoLLMe
MOBTOPSA/IM 3@ KOPOJEM WAN FNaBHbIM MO CTapLUMH-
CTBY KaBajiepoM U KOPOJEBOWM AN FaBHORN Mo CTap-
LUIMHCTBY AaMoid. 3aTeM 6an NPOAOXKANCH MEHYITOM,
KOTOPbIA KOPO/b Ha4MHaA ¢ KopoaeBon. NMoTom Ko-
pO/b CaAWCSA, a ero AamMa TaHLeBana Co Caeyto-
LWMM NO CTapLUMHCTBY NpuHUeM. [lanee cagmnacb
KOpO/eBa, M K MPUHLLY BbIXOAWNA CleaytoLias jama.
W Tak nposoakanoch, noka AuLa, HasHayeHHble A
NCMONHEHMA MeHY3Ta, He 3akaHumBanuce [10, c.40].
[anee wan obuine TaHLbl COrnacHoO LiepemMoHma-
Ny (bpaHan N KOHTPAAHCHI), Cpeamn KOTOPbIX MOFAN
NCMOHATLCA CneLmaibHble NoKasaTesibHble TaHLbl.
KynbTypa nokasatenbHOro TaHua neonornyeckm
BOCXOANT K BpeMeHaM Jltogosuka XIV, koTopblii
XOpPOLUO TaHueBaa 1 BBE 3Ty MOAY Cpeaun npu-
ABOPHbIX. CaMa e Tpagnums napHbIX TaHLEB CNo-
xunacb Bo ®paHumm B 1690-x rr. [18, c.39]. OueHb
4acTo NoAo6HbIe TaHLbl CO34aBaaNCh CreLnanbHO
K TOMY WAMN MHOMY COObITUIO UAU ANA KOHKPETHO-
ro 6ana, nx pasyymsanu, 4Tobbl NpeACTaBUTb Cebs
npucyTcTByoWMM. Hanbonee N3BECTHbIN U3 TakmX
TaHueB — «La Bretagne», co3gaHHbIN Kak noga-
poK Mo cny4vato poxaenusa y JliogoBuKKa, repLora
byproHckoro, cbiHa JlrogoBuka, repuora bpetaH-
ckoro [22, c.19].

Mofo6HbIX TaHLEB NOABASNOCH MHOTO: 33 MEPBYHO
yetBepTb XVIII B. 66110 3anuncaHo okono 400 Kkommo-
3numii. OfHaKo ecTb BCE OCHOBaHMWsA nosaratb, YTO
60/1bLUNHCTBO M3 HUX OCTaNNCh «OAHOPA30BbIMMN»:
OHW 3adUKCUPOBaHbI BCErO B OA4HOM MaHyCKpu-
Te WV OLHOM MeyaTHOM cbopHuKe 1 BonbLe HU-
rAe He BOCNPOM3BOAATCA. TakMM TaHLEeM U cTana
«La Czarienne». Kak 1 MHOTu1e TaHLLbl TOrO BPEMEHM!,
3TO KOPOTKasA KOMMO3MLMA — YyTb JOJ/bLLIE MUHYTBI,
KOTOpas COCTOUT U3 ABYX YacTei. Ha nepBoi ecTb
nomeTtka: lentement (MegneHHo), BTOpas — Bece-
NbIA pUroAoH. TaHeL, COXpaHWCA AN Hac B MaHy-
ckpunte «XVI erecuel de danses pour I'annee 1718»,
cosfaHHoM Xakom [le3e, xopeorpadom u nsgate-
JleM TaHUEeB, YYEHUKOM W NocieAoBaTesieM BesIMKOro
xopeorpada Payns ®élie. TexHM4Yeckn 3TOT TaHel,
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HaMONHEHHbIA TUMUYHBIMW LWaraMu, KPacuBbIMMU,
HO HEC/IOXHbIMUN ABMXEHNAMUW. BO3MOXHO, OH 6bin
HanwmcaH Tak, YTobbl ero MOXHO 6bI10 Bbly4YNTb A0-
cTaTouHo 6bicTpo. Ckopee Bcero, «La Czarienne»
OCTaNCs OfHOPA3OBbIM, Kak M MHOTWe Apyrue na-
pajHble KOMMNO3MLnK. BTopol TaHel, B yecTb Me-
Tpa |, ckopee, ABAAETCA NCTOPUYECKUM KYPbE3OM.
B 1701 r. B AHrnmmM yBugena cueHy noeca «Czar of
Muscovy», nocedLeHHas Jixeamutpuio n MapuHe
Muuwek [25, c.3]. Kak 1 npakTnyeckn Bce nocra-
HOBKM 3TOrO BPEMEHW, OHa 3aKaHuyMBanacb KOHTp-
[,aHCOM, B KOTOPOM Mepes, 3puTensamMmn npeactaBanm
BCe aKTepbl, 3aHATble B CnekTakae. TOT KOHTP-
[aHC UM Xe ero yrnpoLLEHHbIV BapuaHT Ha Ty Xe
My3biky Bowen B 1701 r. B c6opHuk MNneridopaa.
KoHmpOaHcs! — 3T0 TUN TaHLEB, NMOSBMBLLWIACA B AH-
rmm B KoHue XVI B. 1 CyLLECTBYHOLLUA J0 CUX MOP.
VicnonHnTenn B napax BbICTPanMBakOTCA B AJIMHHYLO
KOJIOHHY 1 TaHLYHT Napa ¢ napoi, 3aTeM MeHsHoT-
€S M NOMapHO NepexoanT K HOBbIM Mapam, NoBTO-
pAs TOT XXe Habop ABUXKEHW, MOKa BCe He BEPHYTCA
Ha cBOW MecTa. BnepBble KOHTpAAHCHI Hblan ony6-
nnkoBaHbl B 1651 r. xxoHowm Mnelridopaom, NoH-
AOHCKMM MY3blKalbHbIM U3aaTeneM, ero cCOopHuK
n3gaeancsa notom BnaoTb go 1728 r. [13, c.24].
370 6bIAK MepBble MaccoBble Ny6ANKaLMKN TaH-
ueB B mupe. Mo o6pasuy cbopHukos Maerdopaa
6bIN10 N34aHO MHOXECTBO APYrnX TaHLEeBalbHbIX
noabopok Kak B AHMINK, TaK U Ha KOHTUHEHTE.
YNOMSAHYTbIN HaMW KOHTPZAAHC BOCNPON3BOAMNACA
B cbopHukax Mnendopaa c 1701 no 1728 r., Tak-
>Ke OH MOoABAAETCA B IHLMKAONeANYECcKMX cbop-
HuKax Yonla, cofep kaBLUMX COTHU CXEM U ABHO
COCTaB/IEHHbIX MO MPUHLMMY «BCE TaHLbl, KOTOPbIe
yaanocb Hantu», B 1718, 1745 n 1755 rr. [23, c.2].
Bbin v «Czar of Muscovy» nonynspHbeim B XVIII B.
ceiyac He yCTaHOBWUTb MaJIOBEPOSATHO: TaHLEB HbIIO
MHOTO, KaXXAblA roZ, B MOAY BXOAWAWN HOBbIE XO-
peorpadunyeckme cxembl. Tak UTO, CKOpee BCEro,
nocne 1720-X rr. OH y>e He Obln MPUHAT B aHTNNR-
ckom obutecTtBe. Ho Ha pybexxe XX-XXI BB. TaHeL,
obpen HOBYHO XXM3Hb, OH MOMNan B penepTtyap co-
BPEMEHHbIX aHrAnckmx banos. CerogHsa npak-
TUYECKN BCe COBPeMeHHble xopeorpadbl TBEpPA0
yBepeHbl, 4TO TaHew nocssaweH MNetpy | 1 Huka-
KX APYrMX BapMaHTOB CyLLeCTBOBATb HE MOXKET.
BepxronbL, B CBOMX 3amMeTKax HEOLHOKPATHO YNOMM-
HaeT nosbckme TaHubl. OZHaKO OHW He cYMTaroTCA
NCKFOUUTENIBHO PYCCKUM SIBJIEHUEM: C TepPUTOPUU
MonbLin (cBOEn POANHbI), OHW pacnpoCTPaHUINCh
He TO/JIbKO Ha CeBEPO-BOCTOK, HO U MPOHWKAN B l'ep-

56

MaHwuto. Hanbonee TUNMYHOe UCNONHEHWE NOJbCKO-
ro TaHua — «B KOJIOHHY» 3a BeAyLLUNM, B KOTOPOM
BCe napbl NOBTOPAOT GUrypbl BCes 3a NepBoi
napon. 3TOT BapuWaHT, CyLLEeCTBYHOLNI A0 Halle-
ro BpemeHu B Poccum ToxKe n3BecCTeH, HO TOJb-
Ko B 6bosiee nosgHee Bpems. bepxrosbl, onucbiBas
napHbI NONbCKMIA TaHeL, roBOPUT 06 UX HebOb-
LIOM KonnyectBe — 0BbIYHO O TPEX NCMONHUTENAX.
B Hauane XVIII Beka B enHYIO rpynmny ¢ NOJbCKU-
MW BXOAWAN TaHLbl, UCMONHABLUNECS B Pa3HbIX TEM-
nax,— npejLlecTBEHHNKN Ma3ypKu 1 NONOHEe33,
cTaswue nonyasapHoiMu B XIX Beke. Nog nx putm
BbICTPOro AN MeANEHHOTO UCNOIHEHWs NoAbBupa-
nvck warn. IMeHHO B 3TOM M Kpblaacb He OYeHb
NMOHATHas NPUUYMHA NOOBU K HUM NETPOBCKOroO 06-
LLLeCTBa, eC/IN OPUEHTUPOBATLCA Ha NO3AHNE OMK-
CaHWA NosoHe3a Kak MeAIEHHOTO, TOPXKEeCTBEHHOTO
M CKy4HOro wwecTtsus. [Tonbckme TaHubl 3noxu [etpa,
no cBnaeTenbcTBy bepTxronbua, cogepxanu Npbix-
ku. OHWM CyLLeCTBOBaIM He TONIbKO B Pa3HbIX pUTMax,
HO U1 B pa3Hbix dopmMax. Tak OH OTMeuaeT, yTo Lie-
pPEMOHMaNbHbIE MNONbCKME TaHLbl Ha cBasbbax uc-
MONHAKOTCA TPEMSA N MATLHO Mapamu, MMEHHO 3TUMMU
KOMMO3MLMAMMN OTKPbIBaAN 1 3aKpblBau CBaZeOHbIN
6as, Tak Xe MAaHMPOBaNOCh, KTO U C KEM WX TaHLLyeT.
B cBA3M C 3TMM Lenecoobpa3Ho NOCTaBMTb BOMPOC
He TO/IbKO 0 dopMax NObCKMX TaHLLeB anoxu MeTpa,
HO 1 06 MX cTaTyce Kak LlepeMOHMabHbIX TaHLEB.
B Poccum B nepeoin nonosuHe XVIII Beka Obin no-
NynspeH NnoJsioHe3, ero onpejeneHne oTHOCUTCA
K no3gHemMy BapuaHTy XIX Beka, B XVIII Beke ero
Ha3blBaAW TaHeL, [oAbCKUIA UK NPocTo MonbCKui.
BonblUMHCTBO yNOMMHaHWI O noaoHe3ax B Poccum
JAatoT Memyapbl, MO 3TUM UCTOYHMKAM MOXHO Bbl-
JeNVTb OTAeNbHble ero YepThbl. LlepeMoHmanbHble
nosioHe3bl Ha cBaZbbax B MeTPOBCKOE BPEMS TaH-
LeBaanCb B TPY UAWN NATb Nap, NpUYeM CocTaB 3TUX
nap 6bla CTPOro pernameHTUPOBaH, a nepeja HUMH
BbICTYNa LlepPeEMOHMIMENCTEpP. ITO NO3BOAAET Npes-
MONIOXWTb, YTO AaHHbIE TaHLbl COAEPXKann He CNOXK-
Hble GUrypbl, Tak Kak UX Npeanonaranocb UCNONHATb
pPOAMUTENAM XEHNXOB M HEBECT Ha CBagbbax, TO ecTb
NroaaM, NpodeccnoHanbHO He 0byYaBLLUMMCSA TaHLLaM.
Y bepxrosibLua B ONMCaHNKM 3TOro TaHLa, eCTb MHOrO
YNOMWHaHWI O NOJIOHe3e Kak O CBaZebHOM TaHLue
M MeHbLLUe Kak O TaHLe Ha accambriesx 1 NpasgHuKax.
B Poccmun B noaoHe3sbl 4acTo BKkAKOYann Gurypel,
HO eCcAun UX UCMONHANM ABeHaAuaTb nap, Kak Ta-
HeL, wecTBuWe, Torga Gurypbl MOrAM OTCYyTCTBOBATb.
Y bepxronbua B xopeorpadun TaHLa COXPaHNAOCb
YNOMWHAHWE MPbIXKKOBON TEXHWKW. 3apybexHble nc-

TOUHWKWN COAEP>KaT Masio CBEAEHWI, MOMOraroLLMX
B BOCCTAHOBJ/IEHNW HOPMbI PYCCKOrO BapuaHTa noso-
He3a. B MNosbLue, Ha POAMHE TaHLA, ONMUCAHWIA He Co-
XpaHWAOCh, a yrnoMuHaHus B rasete «Kurier Polski»,
n3zaBaBluencs B BapLuaBe, NO3BOAAIOT YCTaHOBUTb,
YTO 3TO ObIN LLEPEMOHMANbHBIV TaHeL, MeANEHHbIN,
YTO OT/IMYANO ero OT «MpbIratoLLLEero» NOJAOHe3a Mpu
MeTpe |, npeacTaBAsBWEro cO6ON LWeCTBNE, BO rNa-
BE KOTOPOTO LA caMas CTaTyCcHasa U3 MpuCyTCTBY-
FOLWMX Nap — KopoJeBcKas.

Cneayrowm BUAOM TaHL@, PacnpoCcTpaHmBLUNM-
ca B Poccun, ctan meHysm. B EBpone ¢ Hero Hauun-
Haauncb Bce H6anbl. OnmcaHne CTaHZAPTHOM CXeMbl
MeHy3Ta BCTpPeYaeTCa B TaHLleBalbHbIX yYebHMKax:
B 1717 r. ero nomeluaet B cBoen kHure Fotdpug Tay-
6ept, B 1725 r.— lMbep Pamo, B 1735 r.— Kennom
TOMANHCOH. Bce OHM CXOXM Mexay cOboW: TaHLyo-
LA napa BbIXOAWAA B LIEHTP, PacxoAnaach B pa3Hble
YrAbl M NapTHEpPbl HECKOJ/IbKO pa3 MeHAANCh MecTa-
MU Mo TpaekTopuun 6ykBbl Z uan obpaTHo S. Janee
(OpVEeHTNPOBOYHO B CepeAnHe TaHLa) KPY>XXUanch
nooyepezHO 3a MpPaByto 1 EBYIO PYKY 1 BHOBb TaH-
LeBaNn HECKO/IbKO PUCYHKOB Z, U, Kpy>XXacb 3a ABe
PyKMW, BO3BpaLLanncb K MecTy Hadana TaHua. Mpu-
yeM CHauasla TaHLeBaja napa xo3seB UM Hanbonee
3HaTHbIX NPUCYTCTBYIOLL X, 3aTeM KaBasep cajuics,
Aama npwurnawana cebe Apyroro kasanepa As TaH-
ua. MoToM Bce MeHs10Cb Ha0bOPOT, ama caZmnach,
a kaBasiep npurnawan cebe Apyryto Aamy, 1 Tak npo-
[0J1>Kas0Ch MOKa BCE FOCTN He CTaHLYOT MeHyaT.
MeHy3T anoxu MeTpa |, CXOAA U3 NCTOUHMKOB, Obl
N3BECTEH elle A0 nepBbix accambnen: B 1710 rogy
Ha cBaZbbe AHHbI /loaHHOBHBI, €ro TaHLEeBanAn Ase
Kapavupl [7, ¢. 74]. BO3MOXHO, UMEHHO MEeHY3T Ha-
ymHan 6an, a Mor YepesOBaTLCA C APYrVMU TaHLLAMM
[5, c.354]. EcTb cBMAETENbCTBA, YTO MEHY3T He CUun-
Tancs «benbiM» TaHUEM, NapTHepPbl NpuraaLlaim
Apyr aApyra no oyepegun. Kpome Toro, xoTa OH 1 Mor
OTKPbIBaTb TaHLbl Ha accambiesx, 3TO BOCMPUHM-
MafoCb Kak Tpagmuma, a He Kak LepemoHuan. Tak,
B onuncaHmu ceaabbbl rpada lMywkmHa, oTMeYeHo,
UYTO MEHY3Tbl UCMONHAINCH BO BTOPOW YacTu, cpe-
AV CBOBOAHbIX TaHLLEB, @ LLePeMOHMAbHbIMU SB-
NAANCb NONOHe3bl. Ha accambnenx MeHyaTbl Takxxe
MCNONHANNCHL KakK B Hayase TaHLUEeBalbHOM YacTy,
Tak u cpean apyrux TaHues [4, c. 337]. OcHOBHble
BEPCUMN NPOUNCXOXKAEHNA MeHY3Ta nsnoxuaa [xy-
nva CaTToH B cBoel cTtatbe 1985 [26] roga 1 Tam xe
npoaHanM3npoBana apryMeHTbl KaxA0on Bepcum.
OHa yka3bIiBaeT, UTO MeHy3T — 3TO TaHel, BbIpOC-
wnii anbo mn3 ranbapabl XVI n XVIl Bekos, anbo

N3 KypaHTbl — MapHbIX TaHLEB C NCMOJIb30BaHMEM
KOMbBMHaLMi waros. MeHyaT aBasaca ¢paHLy3-
CKUM HapOAHbIM TaHLEeM, NepeLlesLM B TaHL3a-
Jlbl 3HaTW, BO3MOXHO, NCTOYHMKOM GOPM MeHy3Ta
ABnseTcs 6paHAn — TaHew ansa Ar0boro Kkoanue-
CTBa ucnosHuTenen. B pucyHke TaHLa Cnosb3yeT-
€S BOJIHWCTaA WAV 3MENHas INHNA, KOTopas Mo3xe
nepewna B urypy Z. MeHyaT 6bin coumHeH XaH-
batuctom Jltonnm Kak coumanbHbIv TaHew, BrepBble
npeacTaBaeHHbln ans Jlrogosuka XIV, nam kak cue-
HUYeCKWI TaHel, BMepBble UCMOHEHHbIV B «bane-
Te Houn» 1653 roga v «banete BpemeH» 1654 roaa,
OTKyZAa OH ObICTPO PacnpoCTpaHWACA, HANONHNUB
BanbHble 3abl. XoTa cama [. CaTToOH He CKIoHAeT-
CSl K KAKOW-TO OZHOW BEPCUM, OHa OTMEYaeT, YTo
HW J0Ka3aTb, HXN OMPOBEPIrHYTb HWU OAHY M3 TMNoTe3
Ha aHHbI MOMEHT He NPeACTaBAAETCS BO3MOXHbIM.
CnoxxHee BONpoC 06CTOUT C aHIIMACKUMUM TaHLa-
Mu. HazBaHwue «aHane3» 3 6biIToBano B Poccmm ToNb-
KO HebosblON Nepuog nepeor yetBeptn XIX B.
[lo 3TOoro B anTepaType yalle UCNoib30BanoCh Ha-
3BaHMe «KoTpajaHchbl» (oT ¢ppaHL. Contradance).
BmecTe c TeM KOHTpAaHCaMV MOTAM Ha3biBaTb Kak
AHMINACKME MO NMPOUCXOXAEHNIO TaHLbl «B KOJOH-
Hy», Tak 1 GpaHLy3ckune «B Kape». bepxrosbl, B AHEB-
HWKe MULLIET O TaHLLax «B KONOHHY», Ha3blBas MX
aHIIMACKMMU, U BCETO OAMH pa3 ynoTpebaser cno-
BO «KOHTPZAAHChI». YTO KacaeTcs aHIIMACKUX TaH-
ue., To y bepxrosbLa oHV NOAPOOGHO He onmncaHbl:
Mo CyTW, TONbKO TO, YTO MX NHOBUAN U C YAOBOb-
cTBmem npbiraav. OfHako B NeTPOBCKME Bpeme-
Ha 3To b6blna 6osblias rpynna TaHues. OTW TaHLbl
cbopmumpoBanncb B AHFAMM BO BTOPOW MOJIOBU-
He XVII Beka, n B KOHLe Beka nonaan Bo PpaH-
LMo, rae CTanm odeHb nonynspHbl yxe B 1700-x rr.
1 rae chopmMmMpoBaNnCh NpaBmia UCMONHEHWNS La-
ro. OfHUMM U3 CaMbiX YaCTO UCMONb3yeMbIX HblIM
ABVXKEHMA raBoTa U ,eMU-KOHTPATOHbI, MOCTPOEH-
Hble Kak pa3 Ha MpbIXKKax, YTO COraacyeTcs ¢ onu-
caHunem bepxronbua. N3 AHranm n ®paHumm 3tm
KOMMO3MLMN pasowancb No Bcemy Mupy. o xo-
peorpadunyeckon CTPYKType OHWU NPeACTaBAAAN <KO-
NOHHY», TAe KaxAas napa no oyepeamn TaHLeBana
CO BCEMW APYTMMUN U UMena 3aaHHbIA Habop du-
ryp. MNpuyem, yacto napa, TaHLUyoLWwas NepBoOwn, Co-
NNpOBana, a oCcTajsbHble el TONbKO acCUCTMPOBaNN.
Ocob6eHHOCTb aHMMINCKNX TaHLLeB — 3TO U B3au-

3. AHMé 3 nam AHrna3 (op. anglaise — «aHranicknin») — co-
6vpaTenbHOe Ha3BaHWe TaHLEeB, PacnpocTpaHéHHbIX B EBpo-
ne B XVII-XIX Bekax (ppaHLie3, XOpHamn, KOHTPAAHC 1 4p.)
1 NPOUCXOAMBLLVNX FNaBHbIM 06pa3oM 13 AHMIUN.

57



MOAENCTBUE C APYTMMUN TaHLYHOLWUMU, U AEMOH-
CTpaumns CBOMX YMEHWI B UCMOAHEHUM CNOXKHbIX
buryp v waros. s aHrnesa xapakTepHa 6bICcTpo-
Ta U XMUBOCTb ABUXEHUA. KOMNO3MLMOHHas CTPYK-
Typa 3TOro TaHLa CXxoxXa C MOCTPOeHMEM 3KOCe3a,
a UMEHHO B /1B€ KOJIOHHBI, T.€. KaBaiepbl CTOAT Ha-
NPOTUB AaM, T.€. PacnosIoXeHne nap Apyr NpoTns
Apyra, a He Apyr 3a gpyrom. HeT noyTn Hukakom
pa3HULLbl MeXAY 3KOCE30M W aHr/1e30M, N1Lb Ta,
4TO NOC/NEeAHUI B Typax 1 My3blke Honee NpoTaXK-
HbI U HE AMHAMUYHBIN. B 3KoCe3e Temn 3HaunTeNb-
HO ObIcTpee v Typbl Hosiee 3akpyraeHbl. B aHrnesbl
MOFYT BXOAWUTb YeTblpe, BOCEMb, W LLIECTb TYPOB.
«[pbirarowwmin aHrne3 6osblue CKIOHAETCA K 3KOCe-
3y, MOCKOJIbKY CKOPbIN TEMM U TypPbl MOYTU OAMHa-
KOBbIE; 3TO TaKXXe aHrNO—LUOTAAHACKNIA TaHew, U Mbl
BMAWM B HEM COEAMHEHME aHrne3a 1 3kocesa kak
B BennkobputaHum coeanHeHme Anranm n LWot-
NaHANN. B KONOHHY CTPOUTCS OT YeTblpex 40 Mak-
CUMYM ZBEHaALaTV Nap, paj KaBajepoB HanpoTuB
pAaZa AaM, Tak YTo rnepeas napa MOXeT Laccupo-
BaTb BHW3 MO KOJOHHE BHYTpM Hee» [21, c. 113].
MeTp | NO3HaKOMUACA € KOHTpAaHCaMWU B AHIAUM
elle BO BPeMs CBOEro nepBOro nyTewwecTBus, rae
OHU BOCMPUHMMANNCh KaK TaHLbl POAHOM CTpaHb,
M X TaHUeBann Bce cocnoBma obwectBa. KOHTp-
[,aHCbl OH MOT BUAETb Y BO BPEMS CBOEr0 BTOPOTO
nytewecteus. Cyaa no aHeBHUKY bepxroabua, aH-
FAVACKME TaHLbl OblIM JOCTaTOYHO JHOOUMBI, UX
MOF10 NCMOJHATb A0 ABEHaALATb Nap O4HOBPEMEH-
HO, HauMHaNa nepeas napa, ¥ 3aTeM TaHeL, «BOJ-
HOV» JJOXOAWA A0 BCEX Nap no ouvepean. Poccuiickas
NtoB6OBb K KOHTPAAHCaM NOJIHOCTbIO YKAaZAbIBaeTCs
B 0OLLYHO KaHBY eBPOMenCcKoN TaHLEeBaNbHOW MOZbI.
MeHy3Tbl, MONbCKME N KOHTPAAHCHI Ha METPOBCKMX
H6anax BCTpeyaroTca Yalie Bcero. Ho Tonbko nmm
pernepTyap He OrpaHUYMBaNCS, XOTS NpoUne TaH-
Libl YNIOMUWHAKOTCA ropaszao pexe. Cpean HUX MOX-
HO Ha3BaTb annemaHay. AiiemMaHoa — NPUABOPHbIN
TaHeL, aHIIMNCKOro npoucxoxaerus. Joub MNeTpa,
AHHa, Ha O4HOM 13 NPUABOPHbLIX 6anoB, rae nNpu-
CyTCTBOBAA €€ XEeHUWX, NPVHL, TONWTUHCKMIA, TaHLe-
BaJla 3TOT BXOAMBLUNIA B MOAY NPUABOPHbIV TaHel,
E€ ncnonHeHne npunBesno B BOCTOPr BCEX MPUCYT-
CTBOBaBLUMX W BblNO HE TONBKO NMPMMEPOM W3bl-
CKaHHOrO KOKETCTBA, HO M 0Ka3aTeNbCTBOM TOrO,
UTO PYCCKOMY BOPY He Uy>K/bl eBponenckme Hpa-
Bbl. OTOT TaHel, MO OT3blBaM COBPEMEHHMKOB, OT-
JINYancs CTPaCcTHOCTbIO, XOTA Obl MeAJ/IEHHbIM, OH
MO3BOIAN XKEHCKOMY MOy NPOABUTbL BCHO MPUCYLLYHO
eMy KOKeT/IMBOCTb W NpuAaBan Anuam jam camble
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pa3Hoob6pa3Hble BblpaxeHus. AnnemMaHaa coctosna
U3 «MOCTOSIHHbIX BEPYEHWNIA, OT KOTOPbIX KPY>XKWUTbCA
rosioBa M TYMaHUTCA pacCyfok» — Tak oxapakTe-
pusosan ero . ®ut — aBTOp Tpysa «OnbIT 3HUM-
Knoneann GrUsnyecknx yrnpaxkHeHum», N3JaHHoro
B 1794 rogy. BmecTe ¢ Tem, TaHLUeBabHaA TEXHW-
Ka anneMaH/bl BKAto4Yana B cebs Takme 3NemMeH-
Thbl, KaK YeTkune Wwarn n nerkne noaaep>kkun. OueHb
Ba>XHbIM B UCMOJIHEHNW CYMTaNaCb ropAas OcaHka,
MAaBHOCTb 1 B TO Xe BpPeMs onpegeneHHas cTpo-
rOCTb ABUXKEHWI. XapaKTePHOW YepTON 3TOro TaHLa
MOXHO CYMTaTb AOMOAHUTENIbHOE B3aUMOAENCTBME
MeXay napTHepamu, YTo npugasano eMy rapmo-
HUIO M PUTMUYECKYHO CTabUIbHOCTb.

Ewie ogHOM nonynspHOM rpynnon 6blan TaH-
Libl, OCHOBaHHble Ha UMMpoBM3aLMn. Hanpumep,
«25 ntona 1721 r. pecatb-gBeHagLaTb Nap CBA3anm
cebs HOCOBbLIMW MAATKAMW U KaXKAbl TaHLLOP, OKa-
3blBaBLUMACA BMepean rpynnbl, ZOAXeEH Obln Npu-
AyMbIBaTb HOBble GuUrypbl. 8 HoAbps 1721 roaa
nmnepaTop 3aBen TaHew, Ha AeBATb Nap, B KOTOPOM
BCe JO/KHbI Oblv MOBTOPATL Kanpuoau Metpa» [18,
¢. 251]. Mo-BnanMomy, BCe 3TV TaHLbl OTHOCUINCH
K rpynne LenHblX TaHLEB, rae nepsas napa 3aga-
Basa Gpurypbl. Korga neTpoBckuin 6an ynoMmHaeTcs
B COBPEMEHHOWN HaM NnTepaType, Yallie BCEro onu-
CbIBatOTCA ZBa BUAa TaHua: rpocdartep v Lepemo-
HWa/bHbIN TaHeL, COCTOALLMI U3 OAHUX MOKIOHOB.

ObpaTnMcs K Tak Ha3biBaEMOMY LiepeMOHMaNb-
HOMY TaHLy, cocTosBweMy 13 NOkAOHOB. A.C. MNyLwu-
KWH onucan ero Tak: «Bo BCtO ANNHY TaHLeBa bHOW
3aJ1bl, NPW 3BYKe CaMOM Mia4yeBHOM MYy3bIKM, AaMbl
W KaBajiepbl CTOS/IV B ABa psaja ApYr NPOTUB APYyra;
KaBafnepbl HN3KO KNAHANNCh, AaMbl eLlie HUXe Npu-
cefanw, cnepaa NPsSMO NpPoTMB cebs, NOTOM NOBO-
pOTACb HanpaBo, MOTOM HaseBo, TaM OMATb NPSAMO,
onATb Hanpaso W Tak Aanee. MpucesaHua u no-
KJIOHbI MPOAOJ/IKANNCL OKOJIO MOyYaca; HakoHel|
OHW MPEKPaTUINCh, U TONCTBIN FOCNOANH C ByKeTOM
NPOBO3r1acu, YTO LLepeEMOHMA/bHbIE TaHLbl KOH-
UYMNCb, N NPUKa3aa My3blKaHTaM UrpaTb MeHy3T»
[16, c.23]. Y BepxronbLia 3TOT TaHeL, ONUCbIBaeTCA
no-apyromy: «/lambl, Kak 1 B aHIIMACKUX TaHLLaXx,
CTAHOBATCA MO OHY, a KaBanepy nog Apyryro cTo-
POHY; My3blKaHTbl UFParOT CHa4ana poA norpebab-
HOro MaplLua, B NPOAOJIXKEHME KOTOPOro KaBasep
1 AiaMa nepBoWi Napbl CrepBa KAaHATCA CBOMM CO-
ceasam v apyr apyry, notom 6epyTcsa 3a pyku, gena-
HOT KPYr BNEBO W CTAHOBATCSA OMNSATb Ha CBOE MeCTO.
TakTa OHM He cOBAOAAIOT NPY TOM HWUKAKOTO, @ TO/b-
KO, KaK CKa3aHo, XOAAT 1 OTBELUVBAIOT 3pUTENAM

Nok/oHbI. Mpoure Napsbl, 04Ha 3a Apyryto, Aena-
FOT TO XXe camoe» [5, c. 236]. NoknoHbI 3aeckb UC-
MOJIHAIOT He BCE MPUCYTCTBYHOLLME, @ TO/IbKO Te TpU
Ha3HayeHHble Napbl, KTO BbIXOAWA Ha LiepeMOHMaNb-
Hbl1 NosioHe3. TakMM 06pa3oM, 3TOT TaHew, He Mor
AnvTbCA gonro. bonee Toro, onuceiBaeTca 6oblue
He cam TaHel, a NpeALlecTBYroLLNE eMy NOKIOHbI.
Ha netpoBckux cBasbbax MOKAOHbLI TOXE BXOAMAM
B opuuManbHyto TaHLeBasbHYtO YacTb. Co Bpeme-
HeM, BEpOSITHO MOJa Ha eBponeickme KOMMOo3nLUm
NMOCTEMNEHHO BbITECHWNA PYCCKME TaHLbl U3 OKpY>Ke-
HuA MNeTpa |, n OHW, ecan N UCMONHAANCD, TO TOJIbKO
Kak rnokasaTtesnbHble. Tak B 1710 r. Ha cBagbbe ua-
peBHbl AHHbI VlIoaHHOBHbI «KapaWLbl CTaHLLeBan
MafeHbKUIN MeHy3T». ECTb cxoXee onmcaHme TaH-
ua, 3adpuUKCMpoOBaHHOE B TOM e rofly Ha cBazbbe
kapsvka Eknma BosikoBa: «... TaHLEeBaTb CTaAn OAHW
TO/IbKO Kap/MKW, HO PycCKune TaHLbl. 9TO NpOAoA-
>Xanocb npumMmepHo go 11 yacos, n OHU MO-CBO-
eMy O4eHb Becenmance. JSlerko BoobpasnTtb, kakune
TYT ObIIV YANBUTENbHbBIE MPBLIXKKK, YXKUMKN 1 GU-
rypbl, Kak BO BpeMs TaHLEB, Tak 1 y CTONOB» [7,
c.78]. B 1722 r. bepxronbL, Hanucan: «Henb3s cebe
BOODOpPa3nTb, 40 KaKOW CTEMEHN OHU NHOOAT TaH-
Lbl, KaK 1 34eLlHNe MOoAble KyMLbl, U3 KOTOPbIX
MHOT/e TaHLYHT O4YeHb XOpoLwo. B 3TOT pa3 Heko-
TOpble ABASAANCL B CONO U B XapaKTEPHbIX TaHLLax»
[5, ¢.328]. Takum obpa3om, pycckoe obLLecTBO MNo-
CTEMEHHO 3HAKOMUWJIOCh C KYNbTypPOW EBPOMENCKOrO
TeaTpasbHoro TaHua. KoHeuHo, B oTanune ot EB-
ponbl, HalWW apuUCTOKpaThbl eLle He BCerga Morau
AOCTOMHO UCMOJHATL KpacuBble COJIbHble KOMMO-
3MLMK. ITO NCKYCCTBO pacLiBeso y>Ke npu niemsH-
Huue lMeTpa | — AHHe NoaHHOBHe [9].

OAHWM 13 CambIX PacnpoCTpaHEHHbIX YOeXaeHM,
CBSI3aHHbIX C 6anbHbIMY TaHUamu Poccum XVIII Beka,
ABAAETCA TO, UTO TaHew, epocghamep NPUHAAIEXUT
K TaHuam 3noxu [Netpa |. OgHako B pyccKMx NCTOY-
HMKax COOTBETCTBYHOLLIErO BPEMEHWN OMMCaHNA 3TOro
TaHLa He HalAOCh, HO NpPW 0bpaLLeHUN K HeMeL,-
KWM MCTOUYHNKAMUN MOXHO 3aMeTUTb, YTO YyNOMMHa-
HWA rpocdaTepa BCTPeYaroTCA TOIbKO C CEPEANHBI
XVIII Beka, npyyemM B HEKOTOPbLIX MaTepuranax oH
HOCWT Ha3BaHue «kepayc». MOXHO npocneanTb cne-
AYIOLLYO0 3aKOHOMEPHOCTb: B CepeinHe 1 BTOPOM
nonosumHe XVIII B. rpocdatep BOCMpUHMMaETCA CO-
BPeMeHHMKaMn Kak obs3aTesbHas 4acTb OKOHYa-
HUA cBaAbbbl. Snwb B kKoHue XVIII — Hauane XIX BB.
OH CTaHOBMTCA PacnpPOCTPaHEeHHbIM 6aibHbIM TaH-
uem, ero «ceagebHasa» CTOpoHa K 3TOMYy MOMEH-
Ty ncyesaer.

V3BeCTHbIe TPX OMMCaHNA 3TOrO TaHL@ OTHOCATCA
kK nepuoay mexay 1780-1820 rr. NepBoe caenaHo
buratTu, ntanbAHCKMM My3blkaHTOM Npw pe3aeH-
ckom asope B 1780-x rr. Bropoe npuHaanexnT
HeMeLKoMy TaHuMelcTepy KaTtdyccy, onybanko-
BaBLemMy B 1802 r. 6onbLuyto paboTy, NOCBALLEHHYHO
onuncaHuaM TaHLeB. TpeTbe — dpaHLy3ckoe, ony6-
JIMKOBAHHOE TaHLMencTepom ge KonvHbe B 1824 .
B kHure buratt HanncaHo: «TaHeL, npeasiaraeTcsa Uc-
NOJIHATL NOZ, cMeHsAtoWwwmecs putmbl» [20, ¢.19]. B Hem
NPUHUMatOT yyactne go 12 nap, KOTopble AeMOH-
CTPUPYIOT B Pa3HOM NOC/eL0BaTENIbHOCTU NpoMe-
Hazbl 1 GUrypbl Ha 4Be-TPW Napbl, 3aMMCTBOBaHHbIE
13 KOHTPAAHCOB. /117 3TOro TaHua NPUMeHAN0Ch 4Ba
TUNa MY3bIKaJlbHOTO COMPOBOXAEHUA — MeAJ/IeH-
HbIl 1 BbICTPBIN, a TakxKe pa3HOObpa3HbIi Habop
buryp, obbeanHaoWMX oTaeNbHble napbl. Kpo-
Me TOro A5l Hero xapakTepHa CMeHa My3blKajlb-
HOro CONpPoOBOXAEeHUs (BbICTpOEe — MeANeHHoe).
BepxrosbL, B CBOeM AHEBHMKE OMUCbIBAeT Pa3any-
Hble TaHLbl: LlepeMOHMaNbHble, MEHY3Tbl, aHr1e3bl,
NONbCKME U AP., HO HA OANH 13 HUX He OblN MOXOX
Ha rpocdatep. Takol e xapakTep y TaHua kepab,
ynomMuHatoLerocs B o6beMHoM Tpyae Fotdpuga Tay-
6epTa, 3gaHHom B JSlernuure B 1717 1. n, no cyTy,
ABNAOLLMMCA SHUMKAONEANEN TaHLLeB CBOEro Bpe-
MeHu [27]. Kepab — 370 TaHew, KOTOPbIM 3aKaHuu-
Ba/NMCb CBaAbObl U MHble TOPXECTBa, TaHLytoLLne
0bpa3oBbIBaN LLEeNOYKY, MOKa3biBasa pasinyHble
burypsbl. BaxkHO TO, UTO 3TO PUHANbHBIN CBaeOHbIN
TaHeL, T.e. poAOHaYanbHUK rpocdatepa — Kepayca.
Ha 6anax leTpa rpocdatep He MCNOAHAN-
csA. TaHel, C TaKMM Ha3BaHWEM W3BECTEH TOJb-
Ko ¢ cepeguHbl XVIII B., a B Poccum — HaumHasn
c pybexa XVIII-XIX BB., npnyem TaHLeBanN ero
B PopMax, xapakTepHbIX A4 NO3LAHEr0 BPeEMEHN.
Mpwu MeTpe | cywecTtBoBan Leno4veyHbll TaHel,
NpvHaaaexaLlnii K TOMy Xe TUNYy, YTo 1 kepab, —
TPAAVLMOHHBIN HEMeLKNIN cBafeOHbIV TaHeL, 13 KO-
TOPOro MO3Xe BbIPOC «KAAaCCUUeCKnin» rpocdaTtep.
OCHOBbIBaACh Ha AOCTYMHbIX OMUCAHUAX U YTOMU-
HaHuAX rpochatepa B MeMyapax v ApPYrux Nncb-
MEHHbIX MCTOYHMKAX, MOXXHO Pe3toMUPOBaTh, YTO
3TO MapHbIN BanbHbIN TaHew, YacTb GUryp KoTo-
poro chopmMmpoBanachb NoA BANAHNEM KOHTPAAH-
COB — TuUMa TaHueB, kotopble B 1700-1710-x rr. eLue
TOJIbKO BXOAW/IV B eBpOMenckyto Mmoay. B 3amet-
Kax CBOEM KHWUIM, B KOTOPOWM OMUCbIBAOTCSH HEKO-
TOpble accambaen 1 cBasbbbl, KOTOpble bepxronbl,
Buaen B NeTtepbypre ectb 3anNncb NO HabAHOAEHUAM
3a TaHUaMW Ha cBagbbe reapamm Manopa MaTroL-
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KWHa: «Mexay TeM npuLien nMnepaTtop u, byayum
OuYeHb Beces, Hayan NoTOM APYrov TaHeL, Nnoxo-
XXUW Ha T.H. uenHown TaHey, (Kettentanz) B Nepma-
HWW, B KOTOPOM, MO ero npuKasaHuo, LOIXHbI Oblan
NPUHATb y4YacTne BCe HalNYHble CTapuKkn. Te, KO-
HEeYHO, He MOr/IN 0TKa3aTbCA W B3s/M cebe Bce MO-
noabix aam» [5, ¢.253]. Takoi xe xapaktep y TaHLa
Kepab, ynomuHarouierocsa B 06beMHOM Tpyae oT-
bpugpa TaybepTta, n3gaHHom B Jlernuure B 1717 T.
W, MO CyTW, ABASKOLUMCS SHUUKAOMNEANEN TaHLEeB
cBoero BpemMeHu. Kepab — 3710 TaHeL, KOTOpbIM 3a-
KaHUYMBannCb CBaAbObl N MHbIe TOPXKECTBA, TaHLy-
oL Me COCTaBAAAN LienouKy (Aep>acb 3a naaTku),
NCMONHAS pa3nnyHble Urypbl. 310 GUHANbHbBIV CBa-
AebHbIN TaHew, T.e. NpeAokK rpocdaTtepa — Kepayca.
B anTepatypHbIX UCTOUHUKAX YNOMUHAETCS TaK Xe,
yTto B Poccum ucnonHsan wimupudtickue maHysi. Ecan
K HUM 06paTUTbCS, TO MOXHO HaWTU iBa OCHOBHbIX
ceuaetenbctBa. OfHMM K3 HUX ABASETCS YNIOMUHaHWe
TaHLLa, KOTOPbIV 3aBen Ha accambiee reHepan Ary-
XUHCKMA B 1722 roay: «ToTyac no OKOHYaHWW MoJb-
CKOro COCTaBWJICS HOBBIN TaHeLl, (KOTOPbIW He 3Hato,
Kak Ha3BaTb), MOXOXMIM HECKOJIbKO Ha LUTUPUNCKUIA;
B HEM OMATb CTPALUHO MpPbIraav 1 Aenanu pasHole
BecbMa 3abaBHble ¢urypsbl» [5, ¢.359]. Fpynna He-
MELKMX TaHLUEB, B KOTOPOW OKa3blBaACS WUTUPUIA-
CKWI — 3TO TaHUbl B KOJIOHHY, C UCMOJ/Ib30BaHNEM

pa3HbIX Na, B TOM YNCAE U NPLIXXKOB, IAe BO3MOXHbI
pa3sHble GUrypbl, B TOM YMCAE N KPYXKEHMA, @ TaK-
e No3nLMA TaHLYHOLWMX «B 3aKpbITO nape». CTout
OroBOpUTbLCA, UTO bepxrosbl, B CBoeM Tpyae NOA-
YepKmBaJ, UTO TaHel, b6bl «MOJ06EH WTUPUIACKO-
My», @ He IBAANCA CAMUM LUTUPUACKUM. [o3TOMY,
Henb3s yTBepKAaTh, Uto B Poccun B XVIII Beke Hblan
pacrnpocTpaHeHbl UMEHHO LITUPUNCKNE TaHLbl, Of-
HakKo, 3ameTkn bepxroabLua MOryT CBUAETENbCTBO-
BaTb, Uto npwu MeTpe | Bbina pacnpocTpaHeHa Moza
Ha HeMeLKMe TaHLueBassbHble Tpaguumn. OgHako
Hajo y4YMTbIBaTb, UTO MEPBbLIA MMMNEPATOP CUUTan
415 cebs1 BO3MOXHbIM HapyLLaTb TPaAWLUK U BMOJIHE
MOT He C/leloBaTh XXECTKMM MnpasuaaM 1 B TaHLax.
He ncknroueHo, 4to Te KOMNOo3MLMK, KOTOpble TaH-
LLeBaNNCh B €70 OKPY>XKEeHWUW, Bblav NpuayMaHbl Npu
poccuiickom asope. «LLTUpUncknin» n «HemeLKnii»
TaHUbl MOFAN 6bITb MECTHBIMU ABAEHUAMM U TO/b-
KO MCMOAb30BaAN 31e€MEHTbI TUMNYHBIX FrePMaHCKUX
TaHLUeB, a bepxrosbL, NbiTasgcb UX ONpeAennTs, No-
fobpan aHanorn U3 N3BECTHbIX B UX CTpaHe popm.

WTak, npuBnekas TaHUeBa bHble OMWCaHNUSA, CO-
3aHHble B Havane XVIII B. Bo ®paHuunm, Fepmanunm
1 AHIIMN Y NOAPOBHO aHaNV3npys KpaTkmMe 3amMeT-
KW, OCTaBLUMECA HaM OT TOro BPEMEHM, Mbl MOXEM
PEKOHCTPYMPOBaTb MPaKTUYECKN BCE TUMbI TAHLEB,
NCNoAHABLUMXCA Npwn gBope MeTpa I. (Tabanya 1).

Tabnunua 1. Buabl TaHLEB M X XapaKTepHble 0CO6eHHOCTM B anoxy MNeTpa 1

Bupa TaHUa XapakTtepHbie uepTbi

Tabavua 1. MpogonxeHne

Bup TaHua

XapakTtepHble uepTbl

3a NpaByo PyKY KPY>XMTCA CO CBOMM NapTHEPOM, 3a IEBYO — C NapTHEPOM
NPOTMBOMONOXHOrO NoJia U3 BTOPOWM Mapbl, CHOBA 3a NpaByo CO CBOUM,
3a IEBYIO C UYXXMM M3 TPETbEN Napbl U Tak Aasee, NOKa He OKaXeTCs B KOH-
Le KONOHHbI. AHaNOrMYHYH MapTUIO TaHLYHOT BCE OCTasibHble Napbl.

5-a ¢purypa. Nepsasa nNapa, BHOBb OKa3aBLUAACA B Hayase KOJOHHbI, CXO-
antca, 6epeTca 3a ABe PYKM B "10J0UKY" N CKOAb3UT BHU3 MO KONOHHE 0 Me-
cTa nocnegHer napbl. OcTanbHble MO oYepesn NOBTOPAIT GuUrypy.

6-a ¢purypa. lNepsaa napa coeagnHAeTCA B NPOMEHaAHYH0 MO3ULMIO, KPY-
XKNTCH Ha MeCTe, MOBOPaYMBaACh BHYTPb KOJOHHbI, MPOXOAMUT Yepe3 BTOPYHO
napy v ABuraetcs no Kpyry. Bce octanbHbie NOBTOPSAIOT 3Ty GUrypy.

7-7 purypa. KonoHHa nepectpanBaeTca B LLenoYKy, nepsas gama nogaet

pyKy BTOPOMY KaBajepy v Tak Aajee.

8- durypa. MNepBbli KaBanep BCTaeT Ha MeCTe, 1 BCA LienoYka 3aMartbl-
BaeTCs BOKPYr Hero NLOM K BegyLiemy.

9-7 durypa. Bce nogHNMalOT pyKn, N NepBbI KaBanep BbIXOAUT vepes
apku, BbITArMBas 3a cobow ocTanbHbIX. Llenoyka naet no kpyry 1 BCTaeT B HO-
Bbll BapUaHT KOJIOHHbI — NepBas napa HanpoTMB NocieAHeN, BTopas — Ha-
NPOTVUB NPeAnoCaeHEN 1 TaK Janee.

10-a ¢urypa. MNMapbl TaHLYOT WeH ¢ BU3aBw. [Tocne 3Toro B napax TaHLy-
eTca annemMaHa.

1. MonoHes

(non. polonez, dp. polonaise, oT dp. polonais — NOAbCKNIN) — TOPXKECTBEH-
HbIA TaHeL,-LLecTBME B YMEPEHHOM TEMIE, UMEOLMNIA NObCKOE NMPOUCXOXKAE-
Hue. Mo onucaHuio A.B. BuHTepwMmnaTa HEMELKOro n3gatensa n XyA0oXKHMKa
PEKOHCTPYKLMA TaHUa BbIrASAMT caeayowmnmM obpasom. B kauecTse wara
3/eCb NPeANoXeHO Na-ae-byppe, B "knaccmyeckoM” BapuaHTe, 6e3 nave ne-
peA BTOPbIM waroM. KonnmyecTBo TakTOB He yKa3aHo, Tak Kak 3aBMCUT OT KO-
Nnyectsa nap.

1-5 purypa. BHauane Bce TaHUytOLLMe CTOAT NapaMu B Kpyry, nepsas napa
06X0ANT KPYr, BCe OCTa/bHble MPUCOEANHAIOTCA U CNeAYHOT 3a Hel, bopmu-
pysi KOMOHHY.

2-7 durypa. [loriasa Ao CTeHbl 3ana, TaHLHT "GOHTaH" — KaBasiepbl yXOAAT
Mo Kpyry Hanpaso, aMbl HafeBO. Y MPOTUBOMONOXKHOM CTEHbI, OTKYAa HaunHa-
NOCb ABUXKEHME KOJIOHHbI, Mapbl CHOBA BCTPEYAOTCA U UAYT KONOHHOW BBEPX.

3-a ¢urypa. lonaa Ao CTeHbl 3a1a, TaHUYHOT “GOHTaH", HO NpPW 3TOM Ka-
Bajsiepbl YXOAAT MO KPYry HaneBo, JaMbl HanpaBo, MPOXOAs nepej CBO-
UMK KaBanepamu. Y NPOTUBOMONOXHOW CTEHbI, OTKYAa HauYMHaNOCh
ABUXEHME KOJIOHHbI, Mapbl BCTAOT B KOJIOHHY — KaBaJsiep HanpoTuB CBO-
e pambl. Mpuas Ha cBOe MecTo, BCe enatoT 0bopoT Ha MecTe HapyKy.
MepBas napa, HauMHaBLUaA TaHeL, OKa3blBAETCs MNEPBOW OT JAHHOW CTEHbI.
4-51 durypa. MNepBas Napa HaUMHAET KPY>KEHWE, MOCTENEHHO NPOABUrasch BHU3, —
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2. MeHyaT

(dp. menuet) — cTapuHHBIN HapOAHbIA GpPaHLYy3CKMIA rpaLMO3HbIA TaHew,
(XVI Bek), Ha3BaHHbIW TaK BCIE€ACTBUE CBONX MEJIKMX LLUArOB Ha HU3KWX MoJy-
nanbuax. MogpobHoe onvcaHve MeHy3Ta cAenaHo TaHuMencTepom . Pamo
B ero kHure “Le maitre a danser” (1725), HO OHO cAileflaHO He OTUETANBO, UYTO
MOHATb MOTYT TO/IbKO CleunanncTbl-xopeorpadsl. J1. MNMekyp n3obpen Ho-
BYIO, MEHEE CNOXHYH GOPMY MEHY3Ta; ero NPUHAAN 1 NepeHecn KO ABOPY
1 BO BCe NMapuXckue BypikyasHble cafoHbl, OTKYAa OH BbICTPO pacnpocTpa-
HWUACS No Bcel EBpone. 3To ObiN TaHew, OTAENbLHOM Napbl, r4e KaBasep C Aa-
MOW TaHLLeBaAM HaBCTpeYy ApYr APYry Wan Apyr OT gpyra. OTo Aenanocb
He Mo NPSMON IMHUK, @ B FNaBHbIX KPUBbIX, MEPBOHaYaNbHO MOXOXMX Ha 0b-
paTHoe “S”, NoToMm Ha “2" u B 3ak/itoueHre Ha “Z". Takum obpaszom, durypa
N3 KPVBOJIMHENHOW CTaHOBW/IACh BCe MPAMOANHENHee. VI30rHyTbie AnHnK,
OYeBUAHO, NpUAaBaav rpaunto ABmxeHnam. KaBanep ctosn Ha O4HOM KOHLe
"S" wan "Z", pama Ha gpyrom. OHW fenann ABa MeHy3THbIX Na, CHavana BOOK,
a NoToM ABa-Tpw Bnepes. TaHLys, NPOXOAUAN MUMO APYT ApYyra Uan BCTpe-
Yanunch, Aenas npu 3ToMm pesepaHchl, “tour de deux main”, cnpasa, TaHLeBanu
hanee, aenas cHoea “tour de deux main”, Ho y>e efieBa; Npu TpeTbel BCTpe-
ye — "tour de | deux mains”, yem 1 3akaH4MBaACs TaHeL,. Bce 3T BcTpeun
M NMOK/OHbI 3aBNCENN OT IMYHOrO YCMOTPEHMA TaHLYHOLWMX, MPUYeM MpoAB-
NANack NoJHasi BO3MOXHOCTb MPOSBUTL U3ALLECTBO ABUXEHWUIA. B MeHy3Te co-
BEPLUEHHO BUAOV3MEHWACh CTapas TAXenoBecHas Gopma peBepaHca 3noxu
PeHeccaHca. PeBepaHc caenancs pasHoobpasHee U OXuBJEHHee. B MeHy3T-
HbIX TEMMax NPOXOANAa TPOoekpaTHas Urpa rpaLMo3HO CHUMaAEMOW LUAAMOMN,
a Takxe cnerka n3rnbasLLErocs 1 CHOBa BbINPAMASBLUErocs Tya0BuLLa. Becb
TaHel, CTUIN30BaACsA FPaLMO3HbIMW NMO3NLMAMM, CKPELLLeHAMM, NOBOpPOTa-
MU ned n np. Waana cayxuna 6onblwor NOMOLWHULEN: ee TO HaZeBau,
TO CHMManu, Npu NogaBaHuu Pyku. He TONbKO HOMW, HO M PyKK CNOCOBCTBO-
Ba/IM U3ALLECTBY UCNOAHeHMA. VX TO onyckaaw, TO MegNeHHO NogHUMaNw;
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Tabnaunua 1. MpoponxkeHne

Bup TaHua

XapakTepHble uepThbl

npu 3TOM OHW ABUTAANCL BAIOTb A0 Crba y KMCTK, KOTOpas B CBOKO oYvepesb
NpPON3BOANAA COBCTBEHHbIE ABUXKEHWSA. Bce CKOMBUHMpPOBaHHbIE ABUXEHMS
PYK ¥ HOT 4OCTUranu BbICLUEN CTEMEHW MAACTUYHOCTU, KOTOpas CKa3biBanach
B KaXK0OM pacluapknMBaHuK, B KaXKAOM NEPEXOAHONM NO3MLMK, B KaXK40M Npu-
NoAHMMaHWKN Kabyka 1 ABUXKEHUN CKOJIb3ALLETO MO MOy HOCKa.

3. AHrnes

(bpaHL. anglaise — "aHrAnncknin”), TaHewl, pacnpocTpaHéHHbI B EBpone
B XVII-XIX Bekax.

Anrnes N2 1

1-4 1 napa cross u cast: [lama nepexoAnT B NINHWIO KaBaiepoB, KaBaiep
B IMHMIO AaM, Mexay 2 1 3 napamm.

5-8 1 napa aenaet 060poT 3a 4 TakTa 3a NpaBble PyKu.

9-16 Tpwm Napbl B IMHUAX B3ABLUWCH 3@ PYKWU, UAYT MO KPyry. 2-i KaBanep
1 2 gama BeayT IMHUW MO NMOAYKPYTY, U NPUXOAAT Ha MPOTUBOMOAOXHbIE Me-
cTa (durypa nonymecsy, — demi moon)

17-24 TaHuytolwan napa AenaeT MaaeHbKU POHA, a napa 2 1 3 TaHLytoT
MOJIOBUHY aHTIMACKOrO LeHa BOKPYT TaHLYyOLWeN napsbl.

25-32 Tpw napbl TaHUYHT BaAbC BOKPYr obuwiero ueHTpa.
AHrnes N2 2

1-8 MNepBas napa Aenaet NpomMeHaz BHU3 A0 3-1 napbl.

9-12 Cross u Cast off: gama 1 TaHuyeT Bokpyr 3 kaBanepa, kaBasep 1 Bo-
Kpyr 3-1 gambl.

13-16 lMepBas napa co BTOPOW AeNaroT NOJOBUHY aHIIMNCKOrO LeHa:
demi chaine.

17-20 MepBbIli KaBanep TaHLyeT raaonomMm obxoauT BTOPOro KaBasepa
(chassirt), lama 1 Bokpyr gamsbl 2.

21-24 MepBaa 1 BTOpaa Napbl TaHLYHOT NOJOBUHY POHAA. B pe3yabTaTe
NPOUCXOAUT NPOrpeccus.

25-32 Tpu napbl TaHLYOT BaAbC BOKPYr ObLLero LueHTpa.

4. AnnemaHaa

(dpaHL. allemande, 6ykB.— HemeLkas; danse allemande) — nepBoHayasb-
HO CTapVHHBIN TaHeL, HemeLKoro npoucxoxaerHus. Kak 66IToBon n npum-
JABOPHbIN TaHel, noaBuaca B AHranm, ®paHumm n HuaepnaHgax B cepegmnHe
XVI Beka. Paamep ABYAO/bHbIN, TEMM YMEPEHHbIV, MenoAmKa naaBHas. Obblu-
HO CoCTOs1a U3 ABYX, MHOTAA Tpex-ueTbipex yacTtein. B XVII Beke annemaHga
BOLU/A B COMbHYIO (FOTHEBYHO, KNABECUHHYIO U Ap.) U OPKECTPOBYHO CHOM-
Ty B Ka4yecTBe NepBOW 4acTu, CTaB TOPXKECTBEHHOM BCTYMUTENbHON NbeCON.
Komnosunuunsa anneMaHzbl MOXET BKAKOYATb ABOUX, YETBEPbIX N BOCbMEpPbIX
ncnonHutenei. Mpun atom Bce GUrypbl, NPoTaHLLOBaHHbIE KaBasepoM, 3aTeM
NOBTOPSIOTCA AaMOI CO CMeHON poseit. V3 nposBuMKeHW eCTb NPOoABUKe-
HWe No NPSMON ANHWUK 1 NPpOoMeHaa. Ecnn durypa TaHLyeTcs BBOCbMEPOM,
TO NMOA NPOABMXKEHMEM MO NPAMOM JIMHUU NOAPa3yMEBAETCA BbIXOZ B LLEHTP
(Aanblue BCe Macchl genaetca B LieHTpe). [1og noHbIM NpoMeHasoM nogpa-
3yMeBaeTca NPOXoAKa Mo KPyry Tak, YToObl BEPHYTbCA B UCXOAHYHO MO3ULIMIO.
Bo BTOpon nososuHe XVIII B. nog Ha3BaHMeM “annemaHza” pacnpocTpaHuI-
CSl HOBbIN HEMELKMIA TaHeL, B BbICTPOM TeMmre, TPEXAONbHOrO pasmepa.

5. T'pocdatep

(Grossvater — HeM.), NapHbI 6asbHbI TaHeLl, YacTb GUryp KOTOpPOro chopmu-
poBanacb Nog BANAHNEM KOHTpAaHCOB. COCTOAN M3 ABYX YacTel: MeAJ/IeHHON,
Ba/IbcoobpasHon (My3. pasmep 3/4 n 6bicTpoli (Tvina akoce3a). ConpoBoXaancs
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Tabavua 1. MpogonxeHne

Bup TaHua

XapakTtepHble uepTbl

neHneMm (Ha3BaHve TaHLa OT NepBOHaYaNbHbIX C0B MECHW).

— ANA Hero xapakTepHa CMeHa My3blKaJlbHOro CONMPOBOXAEHUS (Obl-
CTpoe — MeANieHHOe);

— TaHewU, Kak U MHorue apyrue TaHubl pybexa XVII-XIX BB., 6bi1 co3aaH
418 KOJIOHHbI U3 Map W npejnonaran ux B3auMoAencTBue;

— B 3TOM TaHLe UCMOb3YyoTCA QUTrypbl, XapakTepHble 419 KOHTPAAHCOB.

Kpome TOro, rpocdartep — MMMNPOBM3ALMOHHbIV TaHeL, W nepsas napa
BOJIbHa NPUAYyMbIBaTbh CBOU GUrypbl cobatosas ero obLLyro CTUANCTUKY.

6. KoHTpgaHc

(bpaHu. contredanse, oT aHra. country-dance, 6ykB.— fepeBeHCKMI TaHew) —
CTapUHHbBIV aHIMNCKWIA TaHew, BnepBble ynoMuHaeTcs B antepatype B 1579 r.
VicnonHunTenn B napax BbICTPanBatoTCs B AJIMHHYHO KOJOHHY M TaHLyHOT napa
C NapoW, 3aTeM MEHSAIOTCA U MOMAapPHO NepPexXoAAT K HOBbIM napam, NoOBTOPAS
TOT >Xe Habop ABMXKEHWUIN, MOKa BCe HE BEPHYTCA Ha CBOWU MecTa. My3blkab-
Hble pa3mepbl — 2/4 1 6/8. B XVII Beke KOHTpAaHC noasuaca B HuaepnaH-
Aax v PpaHummM, NoAyYMB HanbobLLee pacnpoCcTpaHeHne B cepesuHe 3Toro
BeKa M OTTECHUB MeHY3T. O6LLeA0CTYNHOCTb, XKMBOCTb Y YHUBEPCANbHOCTb
KOHTpAaHCa cAenanu ero B NOCAeAYyOLNX CTONETUAX NoNyaspHbIM B EBpone.
MHOroumMcaeHHbIMW Pa3HOBUAHOCTAMM KOHTPAAHCA CTanu Kaapuib, rpocda-
Tep, 3KOCe3, aHr/1e3, TaMrMeT, aHCbe, KOTUNbOH, MaTpeayp 1 ApYyrue TaHubl.

B 3aKk1r0UEeHMN OTMETUM, XPOHUKA CBETCKOW XU3HM
anoxw MNeTpa, NnoaTBEPXXAEHHAA JOKYMEHTaMU U CBU-
JeTeNnbCTBaM OYEBUALLEB OTPaXKaeT MPOrpeccMBHYHO
1 MHHOBALMOHHYIO 3HaUYMMOCTb ero pedopM. Vimne-
paTop BHEC OrPOMHbIV BK/1aJ B Pa3BUTHE AyXOBHO-
CTW W LMBWAN30BAHHOCTM CBOeN cTpaHbl. OH BUAeN
3anajgHoeBpoOnenckme TaHubl Ha NpuemMax 1 banax
BO Bpems BTOPOro nyTellecTsua no EBpone, kotopble
y>e 6bin pacnpocTpaHeHbl BO PpaHLumu, B FepmaHmm
“ B AHIAUK, BNOCAEACTBUN MHTErPUPOBAANCH B POC-
CUCKYHO KyNbTypy. Xopeorpadus 1 3TUKET, BBEAEH-
Hble [eTpom |, cpopmmpoBanm Mogens NnoBeseHns,

caenanv Poccuio KynbTypHOW CTPaHOR, CnocobCTBO-
Ba/IN CIOXKEHWIO NPaBWA BEXINBOCTW, STUKETA U Ay-
xoBHocTW. Co BpemeHeM B Poccum noaBmancb CBOM
MacTepa TaHLEB, a U3ALLLECTBO 1 Xopeorpaduyeckme
HaBbIKW/ B BbICLLEM CBETE HE YCTyNnaaun eBpOnenckum.
Mocne 3noxwu lMeTpa, 6anbHbIe TaHLbl MPOAOIKANN
CBOe pasBUTME 1 TO, UTO Ka3aoCb HOBOBBEAEHMEM,
0Ka3a710Cb OBbIYHOCTBIO A1 PYCCKOro Hapoga. Cei-
yac, n3y4as UCTOPUIO, Mbl MOXEM YTBEPXAaTb, UTO
6naropaps Metpy | B Poccmm fo cnx nop coxpanHum-
nnck Banbl, rae STUKET ABNAETCA [NaBHbIM Bblpaxe-
HMeM JOCTOMHCTBa YenoBeka.
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THE ORIGINS OF WESTERN STYLE
IN 18™-CENTURY SUZHOU PRINTS

Summary: The article explores the beginnings of West-
ern style as depicted in 18"-century Suzhou prints. It out-
lines three primary pathways through which Western art
made its way into China. By conducting a visual analysis
of pieces like Virgin Mary with a Basket of Flowers and
Western Theatre, the article demonstrates how Chinese

In the 18" century, Suzhou prints developed dis-
tinctly Western traits, leading to their designation
as Western-style Gusu prints (X 75hR). Pres-
ently, there are two predominant scholarly per-
spectives concerning the origins of this Western
influence: the first associates it with the endeav-
ours of the Jesuits during the late Ming dynasty,
while the second attributes it to the court artists
of the Qing dynasty.

In the early 17* century, the Jiangnan region
emerged as a significant stronghold for the Jesuit
mission in inland China. As missionary efforts esca-
lated, the number of Christian converts in the area
surged, surpassing 100,000, which represented ap-
proximately two-thirds of the total Catholic popu-
lation in China at that time.

Under Matteo Ricci's leadership, the Jesuits prior-
itised establishing connections with Chinese scholars
and officials, enhancing these relationships through
the provision of Western cultural artefacts, includ-
ing artistic works. In his research, Wang Qingyu
highlights, "During his journey to Beijing, Ricci en-
countered Liu Dongxing (XIZ=2£), the Governor-
General of the Grand Canal, in Linging. The latter
requested the artist to produce a replica of an im-
age of the Virgin Mary. Ricci was concerned that
the replica would be inaccurate and ultimately of-
fered him a reproduction created by a young pa-

artists adopted and reinterpreted European artistic con-
ventions. This research enhances our comprehension of
the intricate dynamics and complexities involved in the
artistic exchange between China and the West during
the 18™ century.

Keywords: Western art, 18%-century Suzhou prints.

rishioner from a Nanjing church, likely made under
Ricci's supervision” . [1]

Additionally, there is further evidence indicating
that the Jesuits engaged with artists from the Jiang-
nan region, who were acquiring European painting
techniques. Some accounts even suggest amicable
relationships between them, which aligned perfect-
ly with the aesthetic of “seeking the unusual” that
was prevalent among the intelligentsia and urban
dwellers of the late Ming era.

Some Jesuits discovered that illustrated books
enjoyed greater popularity in China. On October
18, 1598, Niccold Longobardo communicated with
Claudio Acquaviva, the Superior General of the or-
der, stating, “If books could be accompanied by il-
lustrations of doctrines, commandments, original
sin, and the mysteries, it would have a significant
impact... These images would be regarded by the
Chinese as works of skill and high artistic value, and
they would be embraced” 2. [2]

Matteo Ricci also noted the profound interest
of the Chinese in illustrated books. In a letter to Fa-
ther Acquaviva dated 1608, he remarked, “We are

1. Wang Qingyu. "A Study of Objects Brought by Matteo Ricci".
1985. Collection on Sino-Western Relations, issue 1, p. 153.
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2. Michael Sullivan. The Encounter of Eastern and Western Art.
Shanghai People’s Publishing House, 2014:51. 3552 /R- 7575
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