— Dance Sepsand Music in the Gresley Manuscript ————

Jennifer Nevile

Extant choreographic material from England before the end
of the seventeenth century has always been sparse, and
knowledge of the dance practice in England during the fif-
teenth, sixteenth and seventeenth centuries is not very de-
tailed. Many aspects of the dance culturein England during
thesethree centuriesisunknown. For example, bibliographic
details of danceteacherswho worked at court, knowledge of
dance practice or schools outside London, treatises which
describe the basic step vocabulary and movement style used
at a particular time, even collections of English choreogra-
phiesarelimited. Inthe century and ahalf from 1500to 1651,
the year in which Playford published his English Dancing
Master, (London, Thomas Harper) a collection of country
dances, there are only three different sources of information
on English dance practice. None of these three surviving
sources include instructions on how to perform any of the
stepswhicharenamed inthechoreographies. Thefirst source
comprises two works which are collections of French basse
danses; that is, Robert Coplande’s The maner of dauncynge
of bace daunces, (1521)* and a single sheet of basse danses
copied onto both sides of aflyleaf of abook printed in 1497
and held in the Library of Salisbury Cathedral.? The second
sourceisagroup of late sixteenth/early seventeenth-English
manuscripts some of which are associated with the Inns of
Court, and which contain choreographic instructions for the
sequence of dances that may have comprised the revels
dancesat the Inns of Court.® The third source, acollection of
twenty-six dances, ninety-one dancetitlesand thirteen dance
tunes, found in the Gresley family papersheld in the Derby-
shire Record Office,* is probably the earliest of the English
dance records.

David Fallows has dated this third source as circa 1500
with amargin of error of twenty years either way.® He based
hisconclusion onthe script of themanuscript, thefact that the
treatiseson chiromancy and physiognomy areinLatin, asare
the collection of prayers, and the use of French dancetitlesin
thedance manuscript.® Fallowsal so pointed out that “ various
items here are very much of the fifteenth century: Une foys
avant que morir isbased on asong first found in about 1420
and not otherwise know later than about 1470; similarly the
dance Roti boully pointsto the fifteenth-century repertory”.”

Two additional piecesof information (neither conclusive)
also point towards afifteenth-century datefor thedancemanu-
script. First thelist of dancetitles contains names of English
families, many of whom were actively involved in national/
international affairsinthesecond half of thefifteenth century.
Ontheassumptionthat asinlater centuries, andinother coun-
tries, it was common at thistimein England to name adance
after anoblefamily, itispossiblethat thedancetitle, Kendall,
couldrefer to John Kendall, secretary toRichard 11 aswell as
holding other officesunder him, and who waskilled fighting
for Richard on Bosworth field on 22 August 1485.2 Other
dances/dance titles which could a so refer to noble families
are, Northumberland, Tal bott, Mowbray and Arandell, while
thetitleMalory couldrefer totheauthor of LeMorteDarthur.
TheEarlsof Northumberland weretheinfluential Percy fam-
ily, Talbot was the family name of the Earls of Shrewsbury,
and Mowbray thefamily name of the Dukes of Norfolk.

The second piece of information comesfrom awatermark
from the manuscript. The conservator at the Derbyshire
Record Office, MarieWare, hasidentifiedawatermark, inthe
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formof agothic'y’, whichisidentical to onein amanuscript
dated from 5 June 1458 held in the Bibliotheque Nationale,
lat. 16517.° Both the watermark and the physical make-up of
the notebook are very similar to the manuscript from the
Bibliotheque Nationale.® The watermark found in the dance
manuscript is one used in paper produced in north-eastern
France, “with most of the known examples dating from the
1470s and the 1480s’ . The French origin of the paper was
not unusual, as* practically all thewhitepaper used by English
printersup to 1670 came from foreign mills, and much of the
greatest part of it from France”.? Once sheets of paper were
produced it was then possible for them to lie in storage for
some years before being used. At this period watermarks
were" picturesor | ettersfashionedinwireand sswnwith knots
of finewireto the surface of the mould” which produced the
paper.® Thus the same watermark would be used over a
period of months, or years, until it disintegrated from use.*

The discovery of the choreographies in the Derbyshire
Record Office assumes even greater importance given the
lack of primary source material from England. Fallows has
provided atranscription and discussion of this manuscript,®
and abasic anaysis of the choreographiesand their rel ation-
ship with the contemporary Italian and French practice is
found in “Dancein early Tudor England: an Italian connec-
tion?’ 1 Thisarticlehowever concentratesonthemusicinthe
Gresley papers, on what information is revealed concerning
theperformanceof thedancetunes, andwhat isstill unknown,
and on the relationship between the choreographic step se-
guencesand themusic. Thefinal part of thisarticle provides
a transcription of the eight dance tunes which also possess
choreographic instructions, with the dance steps placed un-
derneath each bar, and a floor plan of five of these eight
choreographies.

Music of the English Dances
The music provided in the Gresley papers provides only a
single line of music, a practice which is consistent with the
way dancetuneswererecordedinthefifteenth-century Italian
and French dance treatises. The range of the thirteen tunes
variesfrom afifth (Eglamour) to an eleventh (Talbott), with
three-quarters of the tunes having a range of an octave and
above.r Ten of the thirteen tunes have C (an octave below
middlec) astheir lowest note, with the remaining three tunes
descending to athird, afourth and a seventh below middlec.
Thehighest extent of thesetunesismorevaried, rangingfrom
g (afourth below middle c) to & (asixth above middle c).
Thetunesare notated with linesthrough the staff dividing
the music into sections, and above the staves some of the
sectionshavenumeral sindi cating how many timesthesection
isto be repeated, a practice which replicates the manner in
which the ballo tunes were recorded in the fifteenth-century
Italian dancetreatises. Oftenthemusical phraseof onesection
isused asthebasisfor, or asacompleterepetitionin, another
section.  For example, Northumberland's seven musical
sections have only five distinct phrases, and are repeated
accordingtothescheme AAA B CCCB CDD E. Ontheother
hand Bayonn and Ly beus distonys share the simple repeat
schemeA B A, whileall themusical sectionsof Eglamour are
either the same asthefirst section or are based on parts of it;
that is, AAA A(mod)A(mod)A(mod) A A(mod). Inthe thir-
teen Englishdancetunesthereisnodiscerniblepatternintheir
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repetition of the musical sections, either in the re-using of
material fromanearlier sectioninalater one, orinthenumber
of timesamusical sectionis repeated.

Just as there is no pattern in the repeat schemes used in
these dance tunes, so too are there no regular patternsin the
phrase lengths of the musical sections. Four bar phrases do
exist, especially inthefirst sectionsof thetunes,*®but they are
not the only phrase length used. Within the thirteen tuneswe
find one-bar, two-bar, three-bar, five-bar, six-bar and eight-
bar musical phrases. For example, Talbott’s eight musical
sections are comprised of a six-bar phrase, three one-bar
phrases, atwo-bar phrase, two five-bar phrasesand finadly a
four-bar phrase. Thisirregular musical structureisaresult of
the close connection between the music and the choreogra-
phy. Each danceisauniquecombination of thestepsandfloor
patterns, and the music of the dance reflects the individual
nature of each choreography.

Theoneexceptiontothislack of patterning inthemusical
phrase lengthsis the fact that the first section of al thirteen
dance tunes are even in length.’® Given that odd-numbered
phrases do exist elsawhere in these dances, what is the
significance of thisconsi stent use of even numbersof bars(or
breves) inthe opening sectionsof the dances?It could merely
be coincidence, and that given alarger sampleof dancetunes
odd-numbered barswoul d appear.? Or, morelikely, giventhe
individual nature of each dance and the close relationship
between the dance steps and the music, does the presence of
even-numbered phrase lengths for the first musical section
relate to the “trace”, which begins al except one choreogra-
phy. In other words, “did a ‘trace’ always require an even
number of bars?’?* Whileitisnot possibleto reach adefinite
conclusion on this matter given the available evidence, |
would argue that the appearance of even-numbered phrase
lengths in the opening sections of each dance tuneis not a
chance occurrence, but related to some choreographic re-
quirement of the “trace”; that is, there was something about
the “trace” that required an even number of breves. The
requirement for an even number of brevescould havebeenan
aesthetic requirement, a practical requirement, or both.

Unlike the fifteenth-century French basse danse tenors
which arenotated in even breves, the Gresley dancetunesare
written in a rhythmically varied style with a mixture of
semibrevesand minims. Most of thetunesarewritteninmajor
prolation (three minims to the semibreve) and imperfect
tempus (two semibreves to the breve); that is, the time
signature? inmodern notation. Not all of thetunes, however,
are consistently in $as are Ly beus distonys or Eglamour. In
other tunes the different musical sections are in different
mensurations. Thefirst, second andfourth musical sectionsof
Laduches, for example, hasadupledivision of thesemibreve
and breve (5), butinthemiddle of the pieceit changesto § for
threebars. Talbott, ontheother hand, beginsin ¢, but after the
first musical section changes to 3 for the remainder of the
piece, except for the penultimate bar.

Thischangeinthemensuration of someof thetunesbrings
ustothefundamental problem of how these dancetuneswere
to be performed? Were the different musical sections of the
tunesto be played at the same speed, or did their tempo vary?
Wasthe notation of different mensurationsinthedancetunes
a sign of the changing tempi within a dance? If sectionsin
different mensuration were played at different tempi, what
wasthe relationship between these different speeds? Did the
musicians keep a constant pulse on one rhythmic level be-
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tween the different sections, or wasthereamore complicated
rel ationshipbetweenthedifferent musical sectionssuchasthe
one which operated between sections of different misurain
thefifteenth-century Italian balli 72

Unfortunately, thereisnoinformationfromthematerial in
the Gresley family paperswhich could helpintheinterpreta-
tion of the performance practice of these tunes. John Banys,
thecompiler andwriter of thechoreographicdescriptionsand
list of dance titles, seemed to be concerned with recording
choreographiesheknew for hisown use, % rather than produc-
ing atreati sewhich explained the mechanicsof thestyle. Due
to the paucity of the extant dance source material from
fifteenth and early sixteenth-century England, there are no
other English dance collections or treatises which could be
used asabasisfor decisionson thesematters. Until additional
source material isuncovered individualswishing to perform
thesedancesmust maketheir own decisionsbased on contem-
porary fifteenth-century European practices, and suggested
linksbetweenthesepracticesand thesurviving Englishrecords.

Relationship Between Steps and Music

If there is no information contained in the Gresley family
papersconcerning thetempo or tempi of thedifferent sections
of the dance tunes, isit possible to correlate the dance steps
and the music, and isthere any information on which to base
one’ s assumptions? The amount of information is not great,
but alittle does exist.

In the margins of the pages containing the choreographic
descriptions there are a series of numbers which appear to
refer to therepeat indicationsabovethemusic. Closer inspec-
tion, however, reveal sthat the rel ationship between the mar-
gina numbers of the choreographies and the numeric repeat
indications of the music is not straightforward. Two of the
choreographi eswhicha sohavemusic, Temperansand North-
umberland, have no marginal numbers. Of theremaining six
choreographic and musical pairs, the situation varies with
each dance. For example even on asuperficial analysisthere
aredanceslike Esperanswherethetwo seriesof numbersare
almost identical, and danceslike Tal bott wherethe two sets
of numbers do not appear to readily match up.®

In Esperansif onereconstructed the dance so that the step
sequences bounded by the marginal numbers were aligned
with the musical sections with the same number, then the
choreographic description would fit with the music reason-
ably easily? until the last two musical sections, when the
process breaks down. The penultimate musical section of
Esperanswoul dbeleft withtoofew stepstofill themusic, and
the last musical section would be bereft of steps altogether.
However, in the reconstruction of Esperans which is pre-
sented here where editorial decisions and assumptions have
been applied consistently throughout all the dances, the
musical repeat schemealignsitself withthemarginal numbers
inthe manner illustrated in Table 1.

When the same process is undertaken with the dances
Talbott, Ly beusdistonys, Prenesingre,? and Prenesagard,
similar problems arise, and to an even greater degreethanin
Esperans . It becomes almost impossible to co-ordinate the
step sequences and the musi ¢ using the marginal numbersin
the choreographic descriptions without numerous editorial
adjustmentsto the extent that the danceswould almost have
tobere-written. Tables2to5illustratehow themusical repeat
schemesmatchthechoreography of Talbott, Ly beusdistonys,
Prenesin gre, and Prenes a gard.
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Table 1. Esperans (*section A needsto be played an extratimefor thetrace)

7 musical sections [A |IB | ¢c | D|]| E || F || G |
*x4
Musical repeat indications x3 x3 (x1) (x1) (x1) (x1) (x1)
I | | | | | | | | |
Choreography as bounded trace,3 3 1 1 1,1

by marginal numbers

Table 2. Talbott

8 musical sections lA |[B [ c |l o]l elJl F Il H]
Musical repeat indications x3 X2 (x1) (x1) (x1) (x1) (x1) (x1)

I | | /| I | | |
Choreography asbounded  doble trace 4 2 4 2

by marginal numbers

Table 3. Ly beusdistonys
3 musical sections LA L B |l c |

Musical repeat indications (x1) (x1) (x1)

I I L1
Choreography as bounded no 2 1
by marginal numbers number

Table 4. Prenesin gre (*section B needsto be repeated)

5 musical sections LA s JLc |l b JlLE]
*X2
Musical repeat indications x3 (x1) x2 (x1) (x1)
I | | | | | | | |
Choreography as bounded trace no 3 2 r
by margina numbers number

Table 5. Prenesagard (*section A needsto be played an extratwo timesfor the double trace)

5Musical Sections A | B [ ¢ [DJLE] F]
*x5

Musical Repeat Indications x3 (x1) x3 (x1) (x1) (x1)
I || | | | |

Choreography as bounded doble 3 2 3

by marginal numbers trace,3

Table 6. Eglamour (*sections C and D do need to be repeated 3 times not once)

5Musical Sections A |l B ]l c |l D]
*x3 *x3
Musical Repeat Indications X3 x3 (x1) (x1)
I | | | | | | |
Choreography as bounded doble no 3 3
by marginal numbers trace  number
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For example, in Talbott, thefirst musical section, whichis
played three times according to the musical notation, isused
to accompany the double trace. The second musical section
(whichisplayedtwice), thethird and fourth musical sections
(which are played once) and part of the fifth musical section
areusedtoaccompany all thechoreography whichisbounded
by themarginal number ‘4’. Obviously themarginal number
‘4’ doesnot or cannot refer to the number of timesamusical
section is repeated, as neither sections B, C, D or E are
repeated four times. Neither doesit refer tojust the number of
musical sections needed to accompany the choreography
contained within it, as this solution is invalidated by the
second marginal number ‘4’ in Talbott, the choreography of
which only needs less than two musical sections to accom-
pany it; that is, part of F and all of G. Similarly, the choreog-
raphy bounded by the final marginal number ‘2’ only needs
onemusical section (H) played through oncefor its perform-
ance.

But just as one becomes convinced that the marginal
numbersdo not givethe reconstructor much helpin correlat-
ing the steps and the music, there appears the case of the
dance, Eglamour . Inthisdancethelast two musical sections
have no repeat indications. The choreography, however,
requires that musical sections C and D be repeated three
times, as indicated by the marginal numbers in this dance.
(See Table 6). Thus in this case, even though the first two
musical sections do not have any margina numbers, the
marginal numbers which are present prove to be more accu-
rate than the musical repeat indications.

In summary then, it is easier to state what the marginal
numbers do not represent, than what they do. The marginal
numbers are not repeat indications for the musical sections.
Nor do they indicate the number of musical sections needed
for aparticular portionof thechoreography. Theexact signifi-
canceand/or function of thesenumbersmust, for themoment,
remain amystery.

A clear picture does not emerge either as regards the
guestion of choreographic and musical repeats. In the eight
music and choreographic pairs there are fifteen occasions
wherethechoreography isrepeated. Ineleven of thesefifteen
occasionsthe choreographic repeats are performed to repeti-
tions of amusical section, with only four occurrences of the
repeat of achoreographic sequencebeing performedto anew
musical phrase. There are also three dances, Talbott, Prenes
ingre, and Temperans, which havemusical repeatswhichare
not matched by repetition in the step sequences. Therefore,
while the music and choreography were interdependent and
unigue to each dance, it was not seen as a hecessity for the
choreography and the music to mirror each other exactly at
every opportunity. Whileit was obviously considered desir-
able, or pleasing, to have choreographic and musical repeats
match each other, so that the structure of onewasreflectedin
theother, it wasnot considered anabsol uterequirement of the
style. Thisflexibility on the part of the choreographers may
have been a practical response to their use of pre-existing
tunesfor their newly devised dances.

Transcriptionsand Floor Plans

The final part of this article contains the musical transcrip-
tions of the eight dances which & so possess choreographic
instructions, with the steps of these eight dancesaligned with
theappropriatebar, or fraction of abar, of music, and thefloor
plans for five out of these eight dances; that is, Ly beus
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distonys, Esperans, Prenesagard, Talbott and Northumber -
land. But, as mentioned above, the Gresley manuscript was
not atreatise written for publication, or for presentation to a
noble patron in hope of advancement, but a collection of
choreographies for private use by someone who was well
versedinthestylerepresented by thedances. Therefore, there
arenoinstructions asto the length of any step, let loneeven
brief, cryptic, descriptions of how to perform any step, asare
foundinthefifteenth-century Italian dancetreatises. Alsothe
choreographic descriptions themselves are condensed. They
do not aways give the exact steps, but only the general
instructionsindicating the path(s) of the dancer(s); for exam-
ple,‘ cometogether’, changeplaces , ‘ themiddlemanthrough
... andthemiddleto hisplaceagain’. Consequently, thereare
many assumptionswhich haveto be madeif areconstruction
of these dancesis attempted.

The reconstructions of the dances presented here are of
necessity based on a number of assumptions concerning the
material. Theseassumptionsare arrived at, however, after a
close study of al the twenty-six choreographies, and are
applied consistently in the reconstructions of the entire cor-
pus. One of the most important principles underlying the
reconstructions of the English choreographiesisthebelief in
theintegrity of the original source material; that is, the belief
that the scribe of the manuscript was conversant with the
material he was recording, and consequently made asmaller
rather than larger number of errorswhen recording the mate-
rial. Thisprincipleresultsintheminimum of editorial changes
tothe music in order to correlate the stepsand the music. If,
for exampl e, at thefirst attempt at reconstructionthestepsand
the music did not appear to match, then other interpretations
were considered before the music was atered.

Intheabsenceof any firmdata, theriddleof thetimelength
of each step has many solutions. For the reconstructions
presented here, answers were sought from fifteenth-century
continental dance practices. The length of each step usedin
thedancesisgivenin Table 7.

Duetothebrevity of the choreographic descriptionsthere
aremany passagesinwhichthe stepsarenot clearly spelt out.
In these cases | have suggested step sequences to cover the
general directional indicators. Thesuggested step sequences
arebased on therulesalready observed in the step sequences
which havebeen spelt out by John Banys. My suggestionsfor
step sequences also depend on the relationship between the
dancers, andtheir individual floor paths. | havealso used the
musi ctosuggest step sequences, most notably by accompany-
ing the ? barswith three singles.

Table7. Timelength of the stepsused in thetranscriptions

Name of Step Length of Step
1singlis 1 semibreve

1 doblis 1 breve

1 trett 1 breve

1 retrett 1 breve

retrett —in agenera sense 2 breves

1lepe 1 semibreve/1 breve
1rakis/1rake 1 semibreve

rak —in ageneral sense 1 breve/2 breves
brawle 1 breve

stop 1 semibreve/1 breve
obeysaunce 1 breve
flowerdelice 2 breves
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Evidence from the Pythagorean Ratios. Performance
Practice Review, Fall 1993, 6 (2), 116-128. For amore
detailed and lengthy treatment of this subject see The
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9cm (4.75 X 3.75 inches) and the “informality of the
script endorsesthe evidence of itssize, that thisisabook
assembled for thewriter’sown use”. (Fallows, 1996, p.
2).

In Esperansthe numbersabovethemusicare 3, 3,[1, 1,
1, 1, 1], whilethe marginal numbersare 3, 3,1, 1, 1, 1.
InTalbott thereareeight musical sections, andtherepeat
indications are 3, 2, [1, 1, 1, 1, 1, 1]. The margina
numbers of the choreography are 4, 2, 4, 2.
Theexceptionto thisstatement isthat onewould haveto
repeat the first two musical sections one extra time in
order to alow timefor the dancersto performthe’ trace’
at the beginning of the danceand after thefirst section of
the choreography.

This dance is spelt both as Prenesin gre in the list of
dancetitles and the music, and as Pernes on gre for the
choreographic description
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Ly beusdistonys

14 2+ After theend of thetrace,
/) thefirst 3forth and torne, whill the
T second retrett 3 bake.
[1 does 3 singlis LRL forward and then

turns 180 degreesto R withasinglisR. 2
l does 3 singlis LRL backwards, and ends
with the R foot together with the L.]

Then cometogeder
[Both do adoblisL forward.]

—F

2t
and ethir torneinto odersplas.
m , [BothdoadoblisR]
\_j
r; Then last man 3 forth and torne, whill
T thefirst retrett.
2t 1t [2 does 3 singlis LRL forward and turns

l 180 degrees to R with asinglis R, while 1
does 3 singlis LRL backwards and ends
with the R foot together with the L.]

2} Then cometogeder in such wys asthey
1 ded afore
T [Both do adoblis L forwards]
1t
and ethir end in ther own place.
2‘4/\11 [Both do adoblis R into original places.]
\_j
ﬂ; ﬂ; Then trett and retrett
1t 21t
and torne.
@Tj @ [Both do afull turn to the L with 2 doblis
LR]
1t 2+ [finishing position]
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1t

2t

31

3t

1t

Esperans

Trace

Al the 6 singliswith a trett.
[All do 6 singlisLRLRLR forward, and a
doblisL forward.]

Then thefyrst man goo compastill he
come behend, whil the medyl| retrett
thre, and thelast 3 singlis,

[1 does 2 doblis RL while 2 and 3 do 3
singlisRLR. 3 doesthe stepsforwardsand
2 does them backwards, and both close
with feet together at the end of the third
singlis]

and the medil 3 singlis, levyng the last
on theleft hand, and thelast 3
retrettes.

[1 does3singlisRLR, while2 and 3do 3
singlisRLR. 2 doesthestepsforwardsand
3 does them backwards.]

Thusthe medill endyth beforethelast
in the meddist and the fer st behynd.
[All three do areverence in the time of a
brevel]
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34

1t

21

34

3t

1t

2t

3t

1t

21

Page 8

Thusdaunce 3 tymes, callyng every
man as he standdith.
[6singlisLRLRLR with adoblisL.]

[2 does 2 doblis RL while 1 and 3 do 3
singlisRLR. 1 doesthe stepsforwards and
3 does them backwards, and both close
with thefeet together at theend of thethird
singlis]

[2 does 3 singlisRLR, while 1 and 3do 3
singlisRLR. 3 doesthestepsforwardsand
1 does them backwards.]

[All three do areverence as before.]

[6singlisLRLRLR with adoblisL.]

[3 does 2 doblis RL while 1 and 2 do 3
singlisRLR. 2 doesthe stepsforwards and
1 does them backwards, and both close
with feet together at the end of the third
singlis]

24 [3does3singlisRLR, whileland 2do 3

singlisRLR. 1 doesthestepsforwardsand
2 does them backwards.]
3¢\jT
14 [All three do areverence as before.]
24 [Trace]
31
Q:/\]_T After theend of thetrace, theferst 3

furth outward turnyng ayen hisface.
[1does3singlisLRL to LH side, and then
24 ahalf turnto L with 2 doblisRL.]

3t
1» Then thelast contur hym,
3 does3singlisLRL to RH side.
N? 2t [ J ]
3 .
11 “~ and the medill to thefyrt;
T [2does3singlisLRL forward, while3does
ahalf turn to R with 2 doblisRL ]
24 2t
H
and then thefirst to the last mans
place.
[1 does 2 doblisLR.]
24 Then thelast to the medyll and the
medyll to the last mans place.
1t [2and 3do 3singlisLRL and adoblisR.]

3
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Then thelast lepe, the

medyll tornyth. 3t second lepe, thefirst torne.
[All threedo3singlisLRL andadoblisR.] [1 does 2 doblisLR for the full
1+ turntotheL ]

34 Thefirst and last chance place whil the Clij 24

Thefirst lepe, thelast lepe,
<2j 1t CZJ 3t themedill torne.
[2 does 2 doblisLR for the full
turntotheL.]

14 Al at onysretrett 3 bake. Bak al at 2 Then the medill forth 3
l onys. T singliswith half atorne
[All threedo 3singlisL RL backwards, then whill thefirst and last
3t another 3 singlis RLR backwards]] 14 24 3t retrett.
l l l [2 does 3 singlis LRL forward
andal80degreeturntoR. 1and
2t 2 3do3singlisLRL backwards]
l Then thefirst torne, the last
lepe.
_ ) [1 does 2 doblis RL for a 360
@ Then thefirst turnewhill thelast <1¢ BT degreeturntoLiwhi|e3|eaps_]
turnein hisown place. J

[1and 3doadoblisL for thefull turntothe
314 LH side] 24
Then the medill man throth

whill thefirst and last

21 . changeplaces
& | 3
S~ 3 [All three do 4 doblis RLRL ]

Then togeder threfurth. 3

[All threedo 3 singlisRLR forwards.] 5 20
* ¥ 3
' @ l @ and the medill to his place

agayne.

3t 2, [2 does3singlisRLR and ahalf
turnto L. At theend of theturn
2 brings the feet together so he

24 canstepout onthelL foot for the
next step.]

3t ﬁ-@ ! Thenthefirst turne, retrett
v v and rake, whill the 2nd
5 \‘ turne, rakeand retrett and
thethird retret, rak and
3t torne.
[For al 3 theretrett is 3 singlis
RLR andthefull turnisadoblis

= —

14 [finishing position]

21t 2 L]
Then al at onysa flowrdilice
q o [All do 2 dohlis)]
Prenesagard 3:) C/lt
14 21 34+ adobletrace

After theend of thetrace:

thefirst man lepe, the and com togedere.

second lepe, the thred torne. [All do 2 doblis and 3 singlis]

[3 does 2 doblisLR for the full

turntotheL.]

31t 2t 1y .
[finishing position]

Historical Dance Volume 3, Number 6, 1999 Page 9




Talbott Northumberland

1t 2+ dobletrace 14 24 34 trace
ﬂi T_J; After the hend of thetrace: trett, Togedder three singliswith
1t 94 retrett, astop;
[All do3singlisLRL.]
and depart thefirst furthright, the — — — trett and retrett.
) second contrary hyme, and turne face t 1y I\
to face. 1t 2t 3t
[1 does 3 singlis LRL and a doblis R . . .
1t 94 forward and then ahalf turntotheL witha 7 = I_hen the{'rSt mr?'rl]l t(;]r nle n
doblisL. 2 startsby turning 180 degreesto Ay wg isown place whill the last
theLL and doing 3 singlisLRL and adoblis ==-—=" torn themeddyll abowytt.
R forward. Then ahalf turnto the L witha [1does2doblisLRfor hisfull
doblisL.] turn to the L. 2 and 3 do 2
S doblisLR taking R hands and
returning to place]
1L Then brawleat onys Togedder agayn with thre
— singlisand a stope;
1+ 24 34 [All do3singlisLRL.]
ﬂ; fl ﬂ; and trett and retrett.
. 1t 2t 3t
l—2
2t ﬁ? ﬁ? [\ Then half atorn and torn
and then com togydder. i ) \?Tﬁ agﬁyd” aniég%edderi oL
[Both do 2 doblis LR to meet. 1 turnsto \[/vi h aosIaSWSngﬁ%rl?eanu(;Bricjng
face the front during the second doblis.] the feet together at the end of
T T the singlis. Then al do a 360
N 24 34 degreeturnwith 2 doblisLR.]
14 21 3y Then agayn with thre
l l l singlisand a stope;
£ fy  Thentrett and retrett togeder o [All do3singlisLRL ]
1t 2t
5 o  With3snglisforth 14 24 3, andtrettandretrett.
T T [Both do 3singlisLRL forward, and at the 4 v 4 e
end of the third singlis both do a pivot half a .
1t 2% turn, drawing the R foot back to end to- D H;r:jtne;k;z)itvtts\cr?iltgfhe
gether with the L, and take inside hands <"\ @ e oo torm i s o
ain. A ;
again] k/__, - place.
14 2} and chance handes on the same wyes [3does2doblisLR for hisfull
again. turn to the L. 1 and 2 do 2
l l [Both do 3singlisLRL forward, and at the doblisLR taking R hands and
v V' endofthethi rdsinglisbothdoahalf turnto returning to place.]
the R to face the front with adoblisR.]
14 21 34 Then every man a mevyng.
U U Then togeder 2 doblis, 2 rakis, and a (v v v [All do 2 doblis LR with a
> ¥ turne. qui ck turn at'theend of the2nd
¥ "3 [Both do 2 doblis LR, then moveto the L ‘) ') |  doblispivating anthe R foo.
and then the R, and then both do afull 360 Thenall do3singlisLRL and
degree turn to the R with adoblis L] an 180 degreeturnto the R ]
1t 2t
14 2+ [finishing position]
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Then thefirst and the last
torn owtward goyng forth
6 singlis; the second
forthright.

[All do6singlisLRLRLR.]

Torn all faceto face and

W thethred brayll.

[All do a half turn R to face,
then brawle.]

Thetother tow cum to hym
and goo to the place agayn.
[1 and 2 do 2 doblis LR and
then turn R to face the direc-
tion in which they started.]

Then the 3d and the 2d
brayll;

the meddyl cum tothem
and go to hisawn place
agayn.

[2does2 doblisLRandthena
half turn R to face inwards.]

Then thefirst and the last
lepetogedder; and the
meddyl lepe alone.

Then the meddyll throw
while the other tow
[contrary] hym turnyng all
faceto face.

[All do 1 doblis L, 3 singlis
RLR and ahaf turntotheL.]

All at onysa flourdelice.
[All do 3 singlis LRL and a
doblisRtotraceout thepath of
afleur delys]

Thefirst and the meddyl
rak tell thay mett whill the
last retrett.

[1and 2movingto RH sidedo
astep R, astep L to join the
feet together, twice. 3 does 3
singlis LRL backwards, and
brings R foot back to close
together with the L]

A flourdilice.

[All do 3 singlis LRL and a
doblisR. 2 and 3 bring the L
foot together withthe R to end
the doblis]

Number 6, 1999

At onysthe meddell and the
last rake while thay meet
whilethefirst retrett.

[2 and 3 moving to the RH side,
doastepR,astepL tojointhefeet
together, twice. 1 does 3 singlis
LRL backwardswith no close]

Than all cum togedder.
[All do3singlisRLR forwards. 2
and 3 turn to the R at the begin-

It ning of thefirst singlis.]
1 3t [2 does a doblis L back into the
middleof 1and 3, pivotingonthe
R foot and turning to the L.]
24

[All do 2 doblis RL for a 360
@ degreeturntothe R\]

14 21 3+ [finishing position]

Notesto Floor Plans
The dancers are indicated by the numbers 1, 2 and 3. They
facethegreectionimdicated by thesmall arrow whichisbeside

1 the numbérs. The path of each dancer and its direction is
“indicated By lineswjth'arrowheads. Black arrowheadsindi-

cate a dapger is facing the way he or sheis moving. White
arrowheadsindicatethat adancer ismoving backwardswhile

(&till facing forward$# R stands for right and L for left. The
original choreographicinstructionsaregiveninbold. Instruc-
tions, steps etc which are not in bold and appear in square
brackets beneath the original text are the author’ s additions
where no steps are given in the original manuscript descrip-
tion.
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Ly beusdistonys

Section A
L)
A f T I T . f T K I K
I\M | . | \’ i ) | ’\‘ | . | | } i I\, I
A.?Ld—d - o @ - o o
Trace
Section B
—f i I i i I i
| Y - - 5 .F — s o
singlis singlis singlis turn come together
[singlis doblis doblis ]
J f N i | i I K . T .
G e e el Dol
singlis singlis singlis turn come together
[singlis doblis doblig]
Section C
L)
A f K— K I K . f K— N I K
!\M | | } | | } | ) N | | 1’ | | \’ _i J\‘ -él-.
g trett retrett turn
[doblis ] [doblis |
Eglamour
Section A X3 Section B
o) . . .
A I — f . I N T I N
7 | \’ I \ ‘ I ) | I ‘ 1 1’ |
D) . - o & e
1-3: Doble Trace singlis  singlis
X3 Section A X3 Section B X3
o) . . .
A I I f . I N . I N .
& o —5- = | r HH | o o !
%) _éo ] - ] _‘_o ‘é“ 'é'.
singlis 1-3: outward and go behind 1-3: go out
[doblis__ doblis__ doblis____ doblig] [singlis singlis singlis]

Page 12
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o -
1-3: singlis singlis singlis singlis singlis singlis trett

) \
= T I T N1
¢

I
I
I
[ 4

| N | | \’ | | I_ . D
%an 1 gocompass [obeysaunce]

[doblis___ doblis ] Men 2,3singlis  singlis singlis
Men 2,3 singlis singlis singlis
Section B
g N = T=s —— |
G+ 5 § * e -
'8) I |4 I |4 ' I Y
Trace
Section B
g N — —— |
e = !
I |4 I |4 ' I V
.B;\Aanlsinglis singlis singlis half turn
[doblis doblis___ ]
Section B
g T —— |
H@ T — — ﬂ :
I |4 I |4 ' I Y
g\/lan3singlis singlis singlis Man 2 singlis singlis singlis
Man 3 half turn
[doblis doblis ]
Section C Section D
) | , ,
[l | |\ | I | | | | I | I
A 1N N | | | | N | | | |

I

|
(® | -IJ | I\, 1

Men 2,3 change places

#\/Ian 1 return to place

[doblis doblis____ singlis singlis__ singlis doblis ]
Section E Section F
o) | | | | | b
—¥ i i i — T T T i T f T T
I_ I_ I_ | I_ | I_ | | I_
Y changeplaces|turn singlis singlis  singlis singlis singlis singlis
[singlis singlis singlis  doblis____ ]
Section G
h | | \
Y | | | N | | | I
| . I_ I_ | I\’ | |\ | | | |
(@ P [ ] % & -I IAY | | I. |
g\/len 1,3 turn Men 1,23 singlis_ singlis__ singlis
[doblis_____ ]
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Prenesagard

Section A X2
L) A .
o+~ = |
o s e &
Doble Trace
Section A X3
L) A .
I N— N . N . I — I
o— ' e 1 N | \ e * o o
Qg o ¢ 4 '
1-3: lepe lepe turn
[doblis doblis___ ]
Section B
% | . . | NN |
185, I i' i r d i ! ‘| GI-
g\/lanZsinglis singlis singlis half turn Man 1 turn
Man 1,3retrett [doblis doblis ]
Man 3 lepe
Section C SectionC Section C
L)
#‘ . . I I . I I . . I I
S L LT .
forward | change places Man 2 return to place
[doblis__ doblis__ doblis__ doblis__ ] [singlissinglis  singlis half turn]
Section D Section E
b
/) ] ] N— T T K
b—p—. — [ — - N E— ——
| | | 1] e IR J 1Y
% [ ! ! |4 o o'
anl tun____ retrett rake flowerdelice
[doblis__ singlissinglis singlis_ ] [doblis_____ doblis__ ]
Man 2 turn ___ rake____ retrett
Man 3 retrett rake turn
Section F b
/I : : . | N |
&= = = o » , s =
08) I ! ' 4
come together
[doblis doblis singlis___ singlis _ singlis]
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Talbott

Section A X3
[4) | . A\
' L A S N N NoJ h
g R e A o a et
Doble Trace
Section B Section B Section C Section D Section E
N . . . |
', d— I I I I I I I I I I I I I I I
% [ — T —— P — — e —— . —— =
trett retrett [singlis singlis__ singlis doblis ] turn
[doblis]
Section F b
0 T T T ] ] ] i ] ] f
%EJ e
[ [ [ [
brawle come together trett retrett
[doblis doblis_____ ]
Section G
01— e z -
be + ¢ F *© * | i
—tt ' |
Y singlis singlis__  singlis[turn] singlis _  singlis__  singlis [turn - doblisg]
Section H
h - - Py Py |k\ -
#\,255 =
doblis doblis 2 rakis turn
[doblis]

Historical Dance Volume 3, Number 6, 1999

Page 15




Northumberland (Page 1)

Section A
N M [ \ I N B . N .
e s e et e e e e e v e
1P~ =L I — — ) L P>
Trace
Section A
J f ] N ] .
4 T i =
singlis__  singlis___ singlis__  stop trett retrett
o) | A | A . . A .
A — K— \ | N ) . I N—H ) I
5‘3 ) L [ J h i JI > ] P>
turn singlis singlis__ singlis__ stop
[doblis____ doblis______ ]
Section A
1’} T K f ] N\ ] K . .
s s = ————
trett retrett half turn
[slow singlis & bring feet together]
i’} T . T ] N— N f f N f
| ’\} | 1’ i di J ‘I A | ii (’Jl'
E turn singlis singlis__ singlis__ stop
[doblis__ doblis___ ]
Section A
J T K f ] N ] K .
==L = ———————
trett retrett turn
[doblis doblis ]
f R | A | . A
| I\ | N | N\ | | | N\ |
| ’\) | J) i ! ! J gl N\ | dl (’-ll
every man amoving
[doblis_____ doblis half turn singlis  singlis_  singlis__  half turn]
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Northumberland (Page 2)

Section B Section C
) | | \ .
| | | | N\ N | |

¢ | | | | = —

o e e g .
singlis singlis  singlis singlis  singlis singlis  turn to face brawle [doblis__ ]
Section C Section C

H . | A | | .

P — YN T —] | — N

. . . \’I‘. ~ . 1 "’40
[doblis_ ] tuntofacebrawle_ [doblis ] [doblis_ ] turntoface lepe lepe
Section B Section C
N | | A .
. . . . I I ' ' ] I

£ I I I I i—‘— < T o=

Ag’—d. o o o . ”
all forward half turn flowerdelice
[doblis __ singlis singlis  singlig| [singlis singlis__ singlis__ doblis _ ]

Section D X2 Section E

- —_

g—a. eI ? .:E—i —I=
1-2: rak | retrett 1. flowerdelice

[singlis singlis singlis] [singlissinglis singlis  doblis_ ]
2. come together
[singlis singlis singlis doblis doblis doblis ]
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Prenesin gre

Section A
4] . R . \ |
| N | N |
© N e F B fe I
@LJ T r—r |
Trace
Section A
[4) R . \ |
P — == N NTe = |
¢ o He—e' e o[ T 2
A,?LJ T r—
singlis singlis singlis singlis singlis singlis turn
[doblis
Section A
[4) R . \ |
P — == N NTe |
[ () N | o' o o 77 1 -
A'?L. I r r
singlis singlis singlis singlis singlis singlis
Section B X2
N | AN | A . N \ | \
é I B — #l I N i — N—N— .
i ‘r i ‘r 7 j‘l I
9 - “
1: trace
2: rak turn
[doblis doblis ]
Section C Section C
N | \ | \
| | N | | | N |
s v o0+ e
%ﬂ = -
singlis singlis  singlis singlis  singlis  singlis 3 retretts
[singlis singlis singlis]
Section D
[4) . R . \ |
A  — N I N1 £ ) i
',o\?! : N o @ o - o P z=
I [
flowerdelice changeplacesand turn ____
[doblis doblis doblis doblis______ ]
Section E
N | | A R \ | R
| e AR N N N -
@ o » o—o ' o —o ! =” al
’8) flowerdelice come together
[doblis doblis doblis doblis______ ]
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Section A
J . f ] f N .
N g te—=te g N1
og 4 @’ - o & - a-
Trace
Section A
ﬂ’} — O — i | i N—— T
LA e i i s
trett retrett singlis  singlis  singlisstop  retrett | go forth
[singlis singlis  singlis]
Section A
H . | .
o——T—N— - ! TN — — N
A3V | I\‘ J! | | | =l =l " ‘ ‘ l=l
o & o & & < _ _ _
go forth | retrett doblis_____ doblis___ hafturndoblis___
[singlis singlis singlig]
Section B
N Ag | \
A s s —— — ——— N—N—
& ——= e
Y doblis half turn trett retrett rake rake rake
Section A
L) |
A . T . . . [r—— T I il I N f T
e o s sV et st e s e s B e
? !'J . _‘_ _‘_! ﬂ o ao
flowerdelice forward | change places
[doblis__ doblis doblis__ doblis __ singlis singlis  singlig]
Section C X3 SectionD
H | . | . \
| | | | | | | N | N
O
[~K0 | -
o L o -
1-2 singlis singlis singlis turn [doblis] lepe lepe lepe haftun____ rest half turn
3 singlis _  singlis__ singlis [doblis ] [doblig]
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