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Centuries of upheaval have left the mark of foreign influence on
many parts of Spain. Dance has always been the positive force
which gave the Spanish people the determination to stand and to
survive against their oppressors. During the Baroque Period,

dance became the force which welded the nation together.l

The impact of Spanish dance and its development during the seven-
teenth and eighteenth centuries, has reached out to touch dance
throughout Europe. Its influence has also imposed itself on the
works of certain composers from the Baroque Period up until the

present day.

Little is known about early Spanish dance. The dances in existence
about the third century B.C. were of a religious or military nature.
The movements which have been documented on excavated vases of
Iberian originzand primitive cave drawings revealed such motions
as leaps in the air, body lunges, squatting on the heels and the
linking of the hands. The dances were carried out at the time of
the full moon3and are similar to the steps of certain dances which
can be seen todax,rin Galicia.

?
The Phoenicians and Hebrews were E;llso}among the early arrivals
to the Peninsula and contributed to the development of the dance.
A sacred dance known as the andé%go, was a primary feature of
their religion. Over the centﬁries, the Fandango has undergone
several changes and at one time, it was disguised as a pas de
deux for the purposes of accompanying victims of the Inquisition

g

to their auto de fes. It is still danced in the great Cathedral

V/ of Tolédo on certain occasions and is part of the religious pro-
’

cession which takes place each April in Sevilla.
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The dance was an important part of the celebrated Roman feasts?
Movements consisted of excessive swaying of the hips and were
criticized as "disturbing.5 Furthermore, the dancers made a

6to mark the movements of the dance. It is of interest

"lot of noise"
to note that these same sinuous movements led to the official banish-

ment of the chaconne and sarabanda in the sixteenth century.

Under the rule of the Visigoths, the dance was used to tell stories.
Male dancers replaced female dancers and told their stories through
movements which were lewd and notorious for their grossness.7 It was

a crude beginning of the theatre.

During the eighth century, the most brilliant court in existence was
at Ccérdova. The beautiful movements of the Moorish dances appeared
to follow a definite rhythmic pattern which heralded the beginning
of shape to the dance. The dances were accompanied by songs and
instruments. There was a definite link between singer and dancer

at a kind of cadence point, as the dance began on the same note

with which the singer had concluded.

Movements in the dance during the Medieval Ages were slow and re-
guired a whole bar of music. This was due to the weighty clothing
which was worn. 1In the Renaissance Period, as much movement as
possible was fitted into a musical phrase. The galliard was the
dance in which the gentlemen shone while the ladies looked on ad-
miringly§ The galliard took many hours of practice in order to
perfect the acrobatic movements which included somersaults, chest

rolls, high jumps and twirls in the air.
The birth of a Spanish style of dance began to emerge towards the

end of the sixteenth century, as a result of a resurgence of interest

in Spanish folk dance and the unification of Spain? A daring new
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movement was introduced into dance, which became the forerunner of the

pas de deux. Male partners lifted the ladies high into the air. Not

Z;ly was this considered to be very advanced, but in Spain, it was

intérpreted to mean that the dignity of the lady was at last elevateé?

A most significant move towards the growth of Spanish dance took place

when the Spanish style replaced the court dances of France and Italy.

The main components of the Spanish style of dance were the character-

istic rhythms, zapateo f(%teps which were stamped or beaten ouEL the
M . .

distinctive manner in which [they were“pgrformed and the oriental qual-

ity of the movements. The use of astené%} to accompany the dance,

conclusively hispanicized it].‘l

As the seventeenth century dawned, the new Spanish forms were in-
fluencing European dancing masters and the elements of the Spanish
style were becoming intertwined with the court dances of other
countries. Th seventeentéi:pntury suites of dances, so prominent
in the Frenchtéallets de Ebur)are an example of the 7_~found impacts

Spanish dance had exerted over‘themi2

L3

The tremendous growth of Spanish dance during the Bar.gﬂé:fzrida;,y

due to many factors. The first of these factors which was largely
9 responsibleg was the appearance of the theatre. At
/i — e

Theatres had begun to surface throughout Spain sometime during the
latter half of the sixteenth century. Prior to that time, all theatre
was performed outdoors, generally in the plazas. The construction of
the theatre meant that the dance could be brought indoors on to suit-
able floorslgnd an actual technique of dance began to evolve. The
technique included rising on the toes as"one does in the pavdhne and

the lifting of ladies into the air as in the espéﬁbléta."l4
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The evolvement of technique required more variation for the rhythmic
patterns of the existing steps. Triple time was added to duple time.
Technique led to lighter clothing which in turne gave the dancer more
freedom and enlarged the scope of the dance itself. The quality of

the dance was improvediggggzgzhthe theatre allowed regular perfor- ‘?

gances.(cwl_ Mm cmndilina fFotlirws Atepines %:MW me

PV TR Mmfnawt,éb-ﬂt vy ouliesl alewt fa pliades Withniay °7/
Especially designed structures called corrales took the place of the Lo

Folowunty -

late sixteenth century theatres. As yet, there was no scenery, but a

painted curtain was attached to the walls of the houses that flanked

N

the corrale, which served as a backdrop to the plays and dances.
——

In order to keep their audiences amused in between acts of a play,
authors began to write dances into the plays or as interludes. Pro-
fessional dancers were employed for the purposes of performing these
small interruptions. Very quickly, the dramatists wrote dances which

a-
re-appeared in the epilogue. These were accompanied by cassﬁnets,

timbrels and guitars. The idea was to send the boisterous audience , WMJ
home in a happy mood%5 Two of the most popular dances used in thébp*—khﬁ .
epilogue were the seguidillas and the forbidden zarabande. %*a‘;¢péﬁﬁﬁﬁm~

e T Wtu;, %MJ"‘ K
The increased use of professional dancers was a most interesting fea-

ture in the growth of Spanish dance, since dramatists could make use,
in a lavish manner, of the dance in their works. At one point, the 1*
play was merely a vehicle for the dance. The dance was used in muc

the same way it had been in the days of the Visigoths, to accentuate\ﬁ’jf

¥

the dialogue.

k

The themes of these types of plays became so bold that the Council of

Castille finally passed an edict which "forbade all dancing in the
nl6 It was also recorded that "as usual, the order was not
17

n

theatre.

carried out.
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A major contribution to the growth of Spanish dance was the interlude.
Wwith the passage of time, these interludes became more impressive and
more attention was given to their musical accompaniment. Eventually,
the danced interlude became an orchestral conception instead of being
left to one or two blind guitarists, as had been the case in the past.
Elaborate music featuring viols, harps, trumpets and brass were prom-
inent in the accompaniment of the dance. The isolated dances became

suites of dances and from the suites, "little ballet" was produced.

B N e e i

In spite of the fact that the subjects for the little ballet offered
a wide range from love to pastoral, and were considered to be "quite
mora ?- they were constantly labelled "indecent" by the authorities

who were continually on guard for any form of immorality.

An excellent example of a little ballet is Liﬁgizéli§’ written in 1640
by Navarrete y Ribera. The ballet depicts-; naval battle in which
. each dancer represents a ship.V/The ladies are the French fleet and
the gentlemen are the hapless Spanish ships who lose -their gold bul-
lion to the French. Rattling casﬁ?nets are the cannon balls and as

the f&ench board the Spanish ships, the gold is extracted by means

The seventeenth century has been referred to, in Spain, as the

"Age of the Dancing Master." The finest contribution to the growth
of Spanish dance during the Baroque Era, was made by the dancing,
masters. The dancing masters of the seventeenth century were very
conscientious and worked diligently to perfect their art. They en-
deavoured to invent new steps and better variants of the existing
dance patterns. As a result, steps became technically very difficult
and foot technique became more specialized. Specialized technique
created great competition between the masters which in turng, had a

profound effect upon the growth of Spanish dance.

IS > e =Lt eet8
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The intricate steps were carefully codified,and the precise method
of teaching them was written down. This is still the method of
teaching dancey today. A program of study was drawn up for -the
prospective pupil (pupils were usuall?&@ﬁe nobility) and the as-
piring pupil was expected to practice "long, hard and seriously.20
he program was as follows:

the Alta

two variations of the Pavédnne
six steps of the Galliard
four variations of the Folia
E1l Rdstro

El Canario

El Pie de Gibao

and the Chaconne

useful textbook entitled #Discourse on the Art of Dancing™

was written in 1642 by Esquivél de Navarrho of Seviile?l It outlines

his method of teaching quite clearly and presents a program of study.
It is of interest to note that Segor Esquivel insisted on "braced
knees" as the foundation of true Spanish dance. The braced knees

are the basis of Spanish dance technique in present day teaching.

His campanella consisted of circling the foot as opposed to swinging
the foot like the clapper of a bell and is also part of the tradition-
al dance steps of La Sev1llanas of the twentieth century. These two

details have become |indispensable fundamentals in Spanlsh dance.

[\"’ﬁ f%"
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[}he effects of the growth of Spanish dance eventually led to real

classical ballet in Spain, France and Italyf} Foot technique con-

tinued to develop and a system of arm movements was added to the

——————— ey e e e et e e

French and Italian classical ballet. ,“The form of the arm movements

followed those already retained in Spa 1sh dance. Wrist circling
also became part of the French technlque although it too, had long

been prevalent in Spanish dance. %\\\ '
ot ) e fpoes
Tallion
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Other notable effects that the growth of Spanish dance had on

classical ballet were as follows:

(a) movements were broadened - longer steps

s

were to be taken “ ﬁﬁd*#k

(b) a different way to time the steps - .+ ¢¢¢° At

(c) 5 positions of the feet known as the "Five At Jtt
Spanish Positions" in place of 25 M thﬂtﬂUJb

(d) importance given to the study of line since pof‘ &;v'

angles of the feet adversely affected the

body movements22 +Z;T;;w~ :
Two innovations which did much to assist the classical ballet }#”“MJ%
technique were the toe blocking of the satin ballet slipper, which ‘thﬁ'
meant that proper support could be given to the feet and enabled
dancers to rise up on the toes as opposed to rising only on the
ball of the foot. The second innovation was the shortened skirt
which was introduced in Spain by the famous dancer La Camarga, about
1730. However, the management, in their determination that the
audience be given no cause for offense, would not permit this flagrant
breach of morality. France quickly copied the fashion and the short

skirt became a part of the ballet costume in the same year.

It had taken a long time to evolve, but the growth of Spanish dance
in the seventeenth century, contributed lastingly to the expansion
and development of classical ballet in other countries. Most un-
fortunately, the ballet was not to survive past the end of the

eighteenth century in Spain.

The Bolero was so important in the growth and history of Spanish
dance that it really must be included as one of the outstanding
influences to the style of the dance. The term "bolero" was ap-
Plied to a particular method of training as well as to~a=specialized

type of spanish dance.

R4



A e e e

S ——_y

it o T aree—

The origin of the dance is obscure. One theory is that a famous
dancer visited a small village and saw young boys flying into the

air with such ease that the term nyolar" (to fly) was applied to

their dancing.

In 1701, the Hapsburg Dynasty ended and the reign of the Bourbons
began.23The grandson of Louis XIV ascended the Spanish throne and
became Philip V. Before long, a transition from Spanish to French

court manners took place and this included French dance.

The Spanish people, on the rising tide of nationalism, were so
infuriated at this ench intrusion into their lives, that when
the French Egg;radanza was introduced, the Spanish replied with
the Bolero. The dance became SO popular that it came to be con-
sidered as the "Total Ruin of Dancing."24Priests were quick to

reprove dancers of the bolero and warned that such dances were

"leading them straight to Hell."25

To ascertain perhaps more clearlygrthe fanatacism for the bolero,

the following impressions of a class in progress were recorded by
S . / .

a visitor to the bolerological academy of Séﬁor Calderata, in the

Ccalle Ballé%ta (the city is not named):

#Tuning his guitar, the master ordered the pupils to
warm up, whereupon, to put it mildly, all hell broke
loose. Some grasped ropes from the ceiling and sup-
ported by them, began to practise cabrioles. With no
deference to modesty, some of the women lifted their
skirts above their knees so that their positions could
be seen more clearly. Trying to do turning steps, the
skirts flew over their heads and had it not been for the
white, close-fitting pantaloons they wore, something
that respect and modesty prevents me from mentioning,
would have been seen! 26

The author does not confine himself to the dancers but goes on to

describe the "Pitfalls of the Bolero." 217
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A few of these scornful derisions have been included for the
reader's enjoyment.

‘fPasﬁ}a - resembles a pas de bourrgé and is used a LOT
in the bolero. This movement really consists of two in
one and was discovered by Zarazan, a native of Ceuta.
After practising bolero exercises for two months, he
broke a leg and died peacefully.,

vuélto de Pécho - here now is where one needs skill and
agility and inordinate lightness to do the step. Eusibio
Morales from Alcara de Henares was the author of this
invention and has just died from a hemmorhage.

Pd s
Vuelta Perdida - this is the name given to a movement
that finishes with a turn. There is nothing difficult

or dangerous about it. Only once did a certain professor
dislocate his right foot doing it.

El Taconéo - is heel tapping and stamping. Ye gods! (i:)
You mean to say that there are military evolutions in

the bolero? (:%Bf%/. !)

P Ve
Bien Parado - the whole science of the bolero lies on pWaJZMij
the bien parado. ‘

Yes sir! The dancer who does not know
how to stop gracefully and rhythmically does not deserve
any applause, no matter how exquisite his performance.® 28

What was unusually interesting in the above criticisms,r was to
find so much technical knowledge concerning the dance. Certainly
no other dance in the history of .danee—in Spain has had so great an

impact as did the bolero, during the Barogque Period.
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» The aspect which sets Baroque Spanlsh Keyboard Mu51c quite apart

from all other keyboard mu51c is the prolific use, by composers,

of the elements of the dance 1n their works. These elements in-
clude harmonic meanderlngsggspe01al guitar technique, castﬁnet
imitation, the Andalucian cadence and the unique dance rhythms
that so outstandingly contributed to the growth of Spanish dance

during the Baroque Period.

The first Spanish composer to write a sonata was vicénte Rodrféuez,
(1685-1760). Priest and organist of the Ygle81a de la valencia,
his keyboard music reflects a very strong trait found in a great
deal of Spanish music and which has sometimes annoyed Western
aficionados of the music. The term known as "harmonic meandering'e
was applied to some Spanish music as it did not appear to go any-
where nor have a specific goal. Rather than move forward in haste
which is typical of Western culture and music, it tends to linger
almost with a certain fondness around a particular progression or
melodic phrase. This "lingering fondness" Ras been attributed to
the influence of the Arabic culture over several centuries in

Spain and was definitely an element of Moorish dances.

The keyboard sonatas of Padre Soler also reflect many Spanish dance
elements. His sonata No. 3/ii (Vol. I) imitates a particular
technique for strumming the guitar called rasguedo. The effect is
achieved on the guitar and the keyboard through the use of "savage
chords rapidly repeated until they threaten to rip the strings from
the instrument." 31They are often embellished with dissonant
V/acc1accatu££ or swiftly repeated figuration in the bass. The

4
rasguedo is very Andalucian and is most associated with Seville.

e

£~
Wailing appogglaturas,whlch are intended to depict the particular

undulations of the voice in the deep song or canto jondo of the

T e e s sy

gypsies, and guitar strumming are evident in Father Jose Larrangana s

? 32
keyboard Sonata in D Minor.
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The Andalucian cadence as it is called, is the most famous feature

of all the dances from that region and can be found in many works .
by Spanish composers. It consists of the V of A minor and in its ;Dw'“
descending tetrachord form, it sounds characteristically Phrygian, niﬁ}v

hence it is also known as the Phrygian cadence. When the "G" is d*:v.
sharpened, it assumes its Moorish role and becomes the Andalucian aH””

cadence. J‘M %

The construction of the Andalucian cadence is based on the key of

A minor, already mentioned, and is notable because it was a promin- wDL 4/

ent feature of Oriental music. The raised "G" in the descending &LwﬂprA/
sequence reflects the strong Arabic influences since this is where

33

it began. It is often ornamented.

R
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Two Spanish composers who recall the Spanish elements of the dance
are Matéo Albéniz and Cantallos (d. 1760). Albeniz' charming Sonata
in D Major clearly reflects the fast footwork of the Zapateado,

with its lively 6/8 rhythm. cCantdllos' Sonata in C Minor,[}lthough
it is in a minor keyZ}evokes the gaiety and exuberance of this’”
basic gypsy dance which is taught to the children almost as soon as

they are able to walk.

Dance elements of the Fandéhgo are in the composition of the same
name by Padre Solér. This fiery dance is built on an interesting
ostinato figuré4which lends it a hypnotic and ‘sensuous quality that
is certain to lure listeners to their feet. Over the ostinato in
the bass, are the casgznet énd guitar effects once more, with quick
changes between major and minor tonality. The triple meter is the

unmistakable rhythm of the fandéhgo.

The European composer whose keyboard music contains many of the
elements of Spanish dance was Domenico Scarlattivfl685—l757). V//
Profoundly influenced by his four years at the Court of Sevfile,
where he was teacher to Queen Maria Barbara, his deep impressions

found their way into his music.
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An excellent example of a Spanish dance rhythm can be heard in

Scarlatti's Sonata in D Major K.490. The rhythm resembles the
735
haunting, unaccompanied beat of the drum for the baile de cofradia.

This sacred dance belongs to the processional group and is performed
slowly and solemnly while transporting holy relics from one shrine

to another. 1In reality, the steps are those of the fandahgo, this
P ———

time under the guise of a pas de deux to the Blessed Virgin Mary.

A closing observation may be summed—up—lywstetimg»that the most
striking result of the growth of Spanish dance during the Baroque V//

Perioq,rwas its powerful influence upon other forms of art such as
classical ballet and keyboard music. Perhaps the emergence and the
tremendous growth of a distinct Spanish style of dance was yet
another deliberate attempt to eliminate once and for all, the last
vestiges of Islamic influences from a country which, in spite of all
the conquering hordeg)has remained proud, gracious and dignified.

In any case, dancing, like bull fighting became a national

occupation and Spain became a land for the Dancing Spaniards.
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