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Introduction

The purpose of this presentation is to delve into the reception of French dance in Spain during
the reign of Felipe V (1700-1746), looking particularly at France’s most emblematic
choreographic manifestion: the minué. Along with the contradanza, the minuet was very well
accepted in Spain, judging by the number of sources that have survived from this period.

In fact, everyone danced a la francesa in Spanish salons, and the manuals explain very carefully
the steps, choreographies and protocol rules. However, what remains of the Spanish tradition?
How does it coexist with the fashionable foreign repertoire? Can we speak of a new hybrid
style, the fruit of the cultural interrelation between both countries?

Whether or not the aforementioned questions can be answered, the rich content of these sources
provides interesting information about the most common repertoire in the courtly society of
that time. The discovery of concordances with French treatises is a significant fact that denotes
the circulation of a common musical-choreographic corpus, known and practised assiduously
among the nobility.

The comparative analysis of these documents, complemented by the study of reference works
by contemporary researchers, will allow links to be established that help to draw conclusions
about the always complex task of recreating the Spanish choreographic heritage of this period.

Historical Contextualisation

In the seventeenth and eighteenth centuries the marriage alliances between the monarchies of
France and Spain gave rise to rich cultural exchanges. During the first part of the seventeenth
century two marriages linked the Spanish Dynasty of the Habsburgs with that of the French
Bourbons. In 1615 Anne of Austria, daughter of Philip 111, married Prince Louis XIII. In 1660,
as a consequence of the Peace of the Pyrenees, Maria Teresa, daughter of Felipe 1V, married
the young Louis XIV.

All this leads to multiple musical, theatrical and choreographic manifestations. Songs with the
text in Spanish, guitars, castanets, zarabandas, etc. appear in France (by) as a result of Spanish
influence.

Exchanges are also made in the opposite direction, that is, from France to Spain. In 1679
Charles 1l married Maria Luisa de Orléans, niece of Louis XIV. In consequence, a company of
about forty musicians under the direction of Farinell, composer, and Marie-Anne Cambert,
harpsichordist and daughter of the founder of the Académie Royale de Musique, moves to
Madrid. The composer will have to compose "all the music, symphonies and dances for the
amusement of their Majesties"?.

This influence of French taste in the Spanish Court is further reinforced by the change of
dynasty. In Barcelona in October 1701 at the wedding of the new Bourbon King, Philip V
(grandson of Louis XI1V), Henry Desmarets presents a Divertimento for the marriage of the
King of Spain. Among the dances of a momeria performanced in the hall of the royal palace we
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find a minovet, described as a "baylete that consists in forming a lazo (tie), changing position
and crossing”. Unfortunately, the music is not preserved?.

(Below are exposed) Some examples of minuets in Spain composed at the time of transition
between the two centuries are shown below (see Figures 1 & 2).

The mythological drama Muerte en amor es la ausencia (Death in Love is the absence) was
written for the thirty-sixth birthday of King Charles Il of Spain. The Royal House
commissioned the Official Court Playwright, Antonio de Zamora, to compose a fiesta cantada
to commemorate such an important event. It premiered on November 10, 1697. Muerte en amor
is a dramatic representation that includes the spoken word, music, theatre, dance and
scenography.

In a manuscript found in the Biblioteca Nacional de Madrid (National Library of Spain,
signature number M/1365), appears a loa, a baile and a fin de fiesta that accompany the
mythological drama. These short theatrical pieces were usual in the palatial performances.

Sebastian Duron, official court musician and friend of Zamora, composed all the music for the
mythological drama, includuing a symphony, the music for the loa, the baile and the fin de
fiesta. With the exception of the accompaniment, all text and music for the four pieces has been
lost (see Figure 1).

§ L . 7= Another example of the minuet by
o fe Sebastian Durén survives (see Figure
2) and is preserved in the National
Library of Spain and has the title

T T Y ST - Hermosa fuente pura (Beautiful pure
[ e e — fountain). This copy with calligraphy
(= e e e . i i

EESESsiESsssenesseiaae— : from the nineteenth century is

possibly by the  musicologist
Francisco Asenjo Barbieri.

o= The musicologist dates the original
2 work (owned by the famous
nineteenth-century violinist, Jesus de
A— ‘ Monasterio) from the early 18th
century. He bases his claim on the
decoration of the front- cover and on
the type of paper (watermark). It is a
minuet in 12/8 like an Italian Giga
with text and a strophic form.

Figure 1: A. de Zamora and S. Dur6n. Minué
from Muerte en amor es la ausencia, 1697.
BNE, M/ 1365.
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Figure 2: S. Durdén. Minué humano Hermosa fuente pura. BNE, Ms Barbieri.

A third example of a theatrical minuet of this period is El sarao de la minue francés (The sarao
of the French minuet), by an anonymous author. It is strophic and presents the rhythmic
characteristics of the French gigue or canary.

Musical sources

The Resumen de acompaniar, printed in 1714, is the oldest of the two music collections that are
preserved for five-string baroque guitar of the Spanish composer and guitarist Santiago de
Murcia.

Very little is known about the author. On the front-cover of the Resumen he describes himself
as "Maestro de guitarra de la Reina Nuestra Sefiora Dofia Maria Luisa Gabriela de Saboya”
(quitar master of the queen). Maria Luisa, the first wife of Felipe V, died on February 14, 1714,
before the Resumen was printed. In a letter to her grandmother dated July 1705, she describes
in some detail how she spends her time and mentions that she is learning to play the guitar and
study music. Murcia could have been at her service at that time®.

After the death of Queen Maria Luisa de Saboya, Felipe V married the Italian Isabel de
Farnesio, who favored the Italian taste in the court. It is probable Isabel may have wanted to
detach herself from the influences and memories of her husband's first wife.

Another important work of this author is the so-called Codex Saldivar No. 4. It is a manuscript
of 94 pages in tablature. The Codex was found in 1943 in Ledn, Mexico by Gabriel Saldivar y
Silva. It does not seem likely that Murcia (will travel) would have travelled to Mexico. Probably
Murcia made copies of his manuscripts for patrons who would export them to the new world.

Resumen contains 71 dances from the books of Raoul-Auger Feuillet and Louis Guillaume
Pécour published between 1700 and 1706, and the Codex has thirteen of them. Murcia includes
29 minuets in Resumen and 17 in Codex. His books show the richness of Spanish and Latin
American music for guitar in the 1700s and the influence of France and Italy*.

While in Resumen the dances of French origin predominate, in Codex there is a significant
presence of Spanish and African-American dances. However, the minuet is the predominant
dance in both collections:
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Number of minuets Number of paspieds
29 (Resumen) 10 (Resumen)
17 (Codex) 2 (Codex)

El libro de musica de clavicémbalo del Sr. Dn. Francisco de Tejada is an important source of
keyboard music of the first half of the XV 111 century. The date 1721 appears on the front- cover.
The document is a 72-page manuscript, located in the National Library with the signature M /
815. The cover is profusely decorated and the following annotation appears: "This Ms. was
found in Seville at the end of 1872."

We do not know the identity of Mr. Tejada. Is he the author of the pieces, the copyist or the
amateur for whom these works were written?

In this source there are many dances and other works in the French style along with Spanish
and Italian pieces. It is remarkable that some minuets exist with different time-signatures, like
6/8 or even 4/4. Other minuets have text and a bass line with harmonies.

Number of minuets “Atypical” minuets Number of paspieds
48 12 1

Dance sources

Bartolomé Ferriol y Boxeraus has three treatises on the art of dancing in the French style,
printed in Malaga, Capoa and Naples®.

Treaty 1 deals with the different steps of the minuete:

There are five ways to practise the minuet step, regular (a deux mouvements), a la
Boemiana (a trois mouvements), a trois mouvements with the knee relaxed and a une
mouvement).

It can be done in countless ways with ornaments and variations, but the dance teacher is
entrusted and advised to consider that they must pay attention to the dance and the music
the whole time since it is more beautiful to do a simple step in time than it is make many
ornamentations to the music. (Treaty 1, p. 78).

It can be done in countless ways with ornaments and variations; this should be entrusted
to the dance teacher, who should stress the need to continually pay attention to the
relationship of the dance to the music, since it is more beautiful to do a simple step in
time with the music than it is to do make many ornaments out of time (Treaty 1, p. 78).

This observation is similar to the advice given by Rameau and Minguet, the other important
Spanish authors of this period. Ferriol continues:

If these steps are well executed, the minuete has great brilliance,
but the best thing is for the lady to dance the five steps and man doing the regular step
first, then everbody else afterwards. The ladies must dance the demi-jette with
imperceptibility. (Treaty 1, p. 82-83).

but it is best if the lady and man both do the regular steps together for the first five steps,
then other steps are added. The spring in the demi-jette for the ladies must be almost
imperceptible (Treaty 1, p. 82-83).
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Regarding the contratiempo del passapie, Ferriol says that this step is made in place of a passo
de minuete and then he depicts the many ways of doing it, with cabriolas, battements, etc.
(Treaty 1, p. 86-89).

Ferriol explains the balance below:

The very celebrated step balance is practised in different ways but it is always composed
of two demicupés and it should be executed smoothly [...] But the most beautiful thing
is to do the balance every time in a different way, simple, with frisado (battement
forward and backward), with frisado trino (battement two times forward and backward)
and so on [...] You can make several tortillés, and other different variations; (which left
them) this is left to the taste of the master and the pupil (Treaty 1, p. 90-92).

Foreign travellers occasionally criticize the faulty execution of the French courtly dances in
Spain. Alexandre de Laborde, for instance, complains about the lack of “majestic grace”, the
jumbling of steps, and the introduction of movements that are alien to the dance.

However, these travellers are fascinated when they see the Spaniards dance their traditional
dances like the fandango®.

In Treaty 2, Chapter IV, Ferriol (exposes) describes the different arm movements for the
minuete. The high arm of the minuete can be made of infinite fashions in countless ways. All
these ways (of arm movements) of moving the arms have three (times) parts, each occupying
(of these occupies ) one minima (half note).
They are used by both ladies and men.
Finally (Ferriol advises to practice many
times step and arms movements together
until you have mastered this question.)
Ferriol’s advice is to repeatedly practise the
2 - ) steps and arm movements together, until you
I have mastered them (Treaty 2, p. 149-155).

In Treaty 3, Chapters | and Il deal with the
different ways of dancing the minuete and

BREVE TRATADO DE LOS PASSOS
DEL DANZAR A LA ESPARIOLA,

QUE OY SE ESTILAN EN LAS SEGUIDILLAS,
Fandango, y otxos Tahidos.

Tambicn firven en las Danzas Tealianas , Francefas,

rendo ol compas de la Malicasy las
élnslt:fu,ﬁgté;:‘; de fus Bayles.

CORREGIDO

passapie (Treaty 3, p. 199-211).

One important question is why is it that
Ferriol only mentions the French dances,
although he names Spanish steps as well.

Figure 3: P. Minguet e Yrol. Breve tratado

SION
A SEGUNDA IMPRES
= Ens{umx Pablo Minguet, Gravador de Scllosy
i Laminas , ¥ Firmas.

s . Abo 17¢
Con Licescia ; En Madrid, en la' :ﬁz:n; ;l:l ‘t;:o‘r‘ ‘:‘:' 1" l:-

fi J { "
rwt;ﬁ:;’l::; x(;l::j:: 0;'::, 3 e bax Grpddas de 5 JPhelipe,

de los passos del Danzar a la Espariola.
2rd Edition. Madrid, 1764.

Minguet, however, adds to his treatise on French dance a brief treatise of the steps of dancing
in the Spanish style (1764) that are used today in fandangos and seguidillas and says that these
steps can be used in French dances and vice versa. (Minguet, Breve tratado de los passos del
danzar a la espafiola, p. 14). The cover illustration of his Breve tratado was in fact
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recycled from Arte de danzar a la francesa, where it illustrated a couple performing a minuet
(see Figure 3). The image would suggest that the level of the arms, nearly shoulder-height, was
just as appropriate for the fandango and seguidillas as it was for the minuet.

The French dancing master Dezais shows a choreography titled Le menuet d"Espagne in his
XIII Recueil de danses pour [’année 1715, issued in Paris. The music for this piece is a rondeau
with the structure ABACA. The steps are limited to pas de menuet a deux mouvements, pas de
menuet & trois mouvements and contretemps du menuet, with some ornaments. The figures are
essentially those of the standard minuet: Z, right hands, left hands and both hands. Why is this
choreography titled Le menuet d"Espagne? Could it have been a compliment to Isabel de
Farnesio (second wife of Felipe V of Spain) who married on 24 December 171477

Minuet and other dances

A remarkable fact in 18" century Spanish dance is the presence of the minuete step in
contradanzas, together with seguidillas and fandango steps.

The contradanza was introduced in Spain in the early eighteenth century, although the use of
lazos (spacial figures) was already known during the seventeenth century. The contradanza
acquired different characteristics and adopted an accompaniment of Spanish music (seguidilla
or fandango) with introduction of the steps corresponding to the pattern of the piece used.

During the Carnival there were the so-called "mask dances" in which two orchestras alternated
to serve as musical support for the dancers. The places in which this type of dance was
celebrated were generally theatres, both opera-theatres (Valencia, Seville, Madrid, Barcelona)
and coliseums, dedicated to dramatic works. The patio seats were removed so that the surface
would serve as a dance floor. The orchestras occupied the stage, and the public alternated
between the patio, the boxes, the corridors and other different rooms®.

In Los presumidos y las presumidas (The smug boys and girls), a contradanza collected in
Minguet, the dancers return to their places in the seguidillas and dance the fandango with their
partner. Fandango steps are called for in another contradanza of the same period, La
Fandanguera. It begins with bows to one’s partner and continues with travelling pasos de
fandango as in La Miscelanea (The Miscellaneous). The triple-metre section in question is
identified as a minuet.
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Some minuets became “hispanicized” as minue afandangando , which, as defined in Carlo
Blasiss dance treatise Code of Terpsichore 1820, is a “Minuet partly composed of the
Fandango”(p. 35). Several examples of such minuets are found at the Biblioteca Nacional de
Madrid (M. 2232. f. 13; M. 2232, pp. 10 and 13; and M. 1742, by Félix Maximo L6pez)°.
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The influence of the fandango would probably alter the tempo and character of the minuet, as
can be seen in Julien Geoffroy’s criticism of the Les Noces de Gamache Ballet (a section of
Don Quixote by Cervantes), which premiered in Paris in 1801. The fandango that appears in
this Ballet is described by him as “a sort of Spanish minuet, much quicker and more high-
spirited than the ordinary minuet” 2°,

Another faster and more lively minuet is the so-called minué congo. Thanks to a manuscript
dated in 1800, there is evidence that this kind of minuet was part of the teaching system at the
Real Seminario de Nobles de Madrid (Royal College of Nobles in Madrid). The practice of
dance was common in these educational institutions since its foundation by Felipe V in 1725.

The minuet was one of the first dances that students learned, in its different variants: minué
figurado, minué de la Corte, minué del Congo, minué escocés and minué alemandado. They
also learned other dances like el pasapié, las contradanzas inglesas, las francesas, las
Contradanzas del Rigodan, la Gavota, la Alemanda and el Baile ingl&st?,

Sieur Brives described a menuet congo in his Nouvelle methode pour apprendre I'art de la
danse sans maitre, Toulouse, 1779. (p. 20-25). There is also an example of a complete
choreography of this kind of minuet in Saltator's A Treatise on dancing, 1802. (p. 73). The
description of this lively minuet precedes Saltator's one of a more traditional minuet grave?.

Finally, congo minuets were mentioned in John Davis's Travels of four years and a half in the
United States of America during 1798, 1799, 1800, 1801 and 1802 (London, 1803) and also by
Moreau de Saint-Méry and several other sources around the same time.
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Madrid, 2016, p. 295-306.

10 On the fandango and its connections with other contemporary dances, there is an excellent study by
A. JONES, “Emergence and transformations of the fandango”, Musica oral del Sur, Centro de
Documentacion Musical de Andalucia, n® 12, afio 2015, p. 562-584.

11 About dance teaching in noble colleges in Spain: D. CAMPOO SCHELOTTO, “Danza y educacion
nobiliaria en el siglo XVIII: el método de baile en el Real Seminario de Nobles de Madrid”, Revista
del Departamento de Historia del Arte y MUsica de la Universidad del Pais Vasco, n° 5 (2015), p.
157-173.

12 1n the following link, R. POWERS proposes a reconstruction of Salvator’s congo minuet.
http://socialdance.stanford.edu/syllabi/congo_minuet.htm
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