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The experiments in blending poetry, music and 
dance in the Académie de Poésie et de Musique, 
founded in 1571 by Jean-Antoine de Baïf 

(1532-1589) and Joachim Thibault de Courville (d. 
1581) under the patronage of King Charles IX, have 
been carefully studied: the beneficial effects of such 
fusion by Frances A. Yates and their influence on the 
creation of ballets (see Yates: 1947, Bonniffet: 1988 
and McGowan: 2008).

It is the purpose of this article to explore the evidence 
available for these beliefs in the efficacy of the fusing of 
music, dance and poetry; to assess how far these views 
were known and discussed outside the Academy; 
and to consider the similarities and differences 
perceived by sixteenth-century writers between the 
nature of Greek dancing and contemporary French 
performances. In other words, how far did the Greek 
Legacy influence thinking and practice about dance in 
France in the final decades of the sixteenth century1.
In their defence of dancing and in their efforts to 
enhance the status of this art vis à vis music, painting 
and architecture, sixteenth-century French authors 
had recourse to Greek sources where they found ample 
evidence of praise. Two examples will be examined 
here – Béranger de la Tour’s Choréide, Autrement, 
Louange du bal (1556) whose title announces the 
intent to extol dancing, and Archangelo Tuccaro’s 
Trois dialogues de l’exercice de sauter et voltiger en l’air 
(1599) which suggests more practical preoccupations. 
Béranger de la Tour’s vision of dancing moves from 
the spectacle of the birth of the universe

Ce bal divin, et spacieux
Prenant son origine aux Cieux (1556: verse 7).

That birth is depicted as dance, as the four 
elements are shown to come alive and move, 
as leaves and birds are portrayed swirling in the 
air and as the transformation of the world shifts 
to the creation of humans for whom dance 
(Béranger maintains) is essential and integral 
to their being. He then traces its evolution 
from the graceful dances of the Muses to the 
honours accorded to it by the Gods and by the 
Greeks whose victories came from the physical 
agility acquired through dancing2. He recalls 
the praise of Socrates: “Dont jadis Socrate se 
prit/ A te [the dance] louer”3, before passing to 
the Romans who held dance in high esteem 
and before affirming, at the end of his poem, 
its virtuous qualities4. The commendation 
throughout is without pause or hesitation.
Tuccaro’s dialogues between Ferrand and 
Cosme adopt a different approach.  Arguing 
for and against the significance of the 
choreographic art, they were deliberately 
fashioned on the pattern of Socrates’ dialogues 
in Plato. Their discussion is designed to defend 
the value of dancing for the grace and pleasure 
it imparts, and – in doing so – they engage 
in proofs and reminiscences from a myriad 
of Greek writers: notably Plato, Hesiod and 
Homer. Authoritative proof of superiority 
comes from demonstrating how Plato folded 
dancing into his vision of the Republic (Tuccaro 
1599: sig. ã ijv)5, how Hesiod acknowledged the 
inspiration of the Muses in the opening lines of 
his epic poem (ibidem 1599: f. 38v), and how 
Homer linked dance and music together giving 
the former pride of place (ibidem 1599: f. 42).
In his evocation of French contemporary 
dancing as a close imitation of the movement 
of the heavens, Tuccaro matches very closely 
the motion of both:
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Fig. 1. The Hours and Seasons from Blaise de Vigenère, Les Images de Philostrate (Paris: chez la veuve Abel L’Angelier...
et la veuve M. Guillemot, 1615, p. 552, engraved Leonard Gauthier (1560-1612), copyright akg-images Ltd.
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Ils [les Grecs] afferment mesmes qu’ils ont esté trouvez à 
l’imitation du mouvement et tour des cieux et des progrez 
divins, droits et obliques, des retrogradations et diversitez 
des conionctions et des aspects de planettes, toutes 
lesquelles choses si on vouloit considerer parfaitement, on 
pourroit par aventure cognoistre qu’elles sont iustement 
imitées et représentees au bal; d’autant que la diversité 
des mouvements faicts à l’opposite l’un de l’autre par ceux 
qui dansent, n’est qu’une générale imitation du divers 
mouvement des cieux, et le retour que l’on faict en arrière 
au bal et à la dance n’est autre chose que vouloir imiter 
honnestement la retrogradation des planettes (ibidem 
1599: f. 36v).

[The Greeks even affirm that they found [the dance] by 
imitating the movement and turns of the heavens, and 
the diverse advances, forward and oblique, from the 
retreat and diversity of the conjunctions and aspects of 
the planets; if one considers all these things properly then 
one could, perchance, appreciate that they are perfectly 
imitated and represented in dancing; the more so since 
the diversity of movements made opposite each other by 
those who are dancing is nothing more than a general 
reflection of the diverse movements of the heavens, 
and the withdrawal one makes backward in balls and 
dances is none other than a wish to imitate accurately the 
retrogradation of the planets].

In this long, perambulating sentence, the basic 
movements, forwards and backwards, reflect the 
harmonious motion of the planets, and Tuccaro 
goes on to show that the starts and pauses in the 
steps of the dance, the straight and oblique figures 
which form its graceful characteristics are shaped 
by those found in the heavens. Such celestial 
imitation seemed to guarantee the noble nature of 
all dancing figures. 
While Hesiod had appealed to the dance of the 
nine Muses and sixteenth-century humanists had 
shifted the emphasis on harmony to the concord 
of the sciences6, other writers – following Homer 
– sought to give a fundamental role to the dance in 
shaping the nature of poetic cadences. It is helpful, 
at this point, to refer to the recent findings of A. P. 
David. He has explored Greek poetical composition, 
and his analysis shows it plainly to have been rooted 
in the physicality of the dance. In his discussion of 
Homeric poetic cadences, he has argued that the 
poet and the dancer, although they are integrated 
in the epic, the former was only an accompanist 
“whose speech rhythm was syncopated with the 
independent rhythm of the dance” (David 2006: 
98)7. In the lyric, however, the roles were reversed, 
the dance follows the word. From the recognition 
of such integration, sixteenth-century writers were 

to assert the power of expression which such 
links encouraged, and (as will be shown) Le 
Balet Comique de la Royne (1581) was to be, in 
the sixteenth century, a supreme exemplification 
of their conviction.
The most influential of Greek writers on 
sixteenth-century thinking about dance and its 
practice was, undoubtedly, Lucian of Samosate 
(c. A D 120) whose dialogue - De Saltatione, an 
Apology for the Dance - was cited by everyone. 
Not only did Lucian expose in detail the celestial 
imitative power of this art, he cited all the 
authorities – Plato, Socrates, Hesiod and Homer 
– as evidence of the strong support for dancing. 
Lucian considered dancing “la plus excellente 
chose du monde” (the most excellent thing in the 
world), reinforcing the notion that this art not 
only reflected the movement of the heavens, but 
had imitative qualities not matched by any other 
art (1583: vol. 1, 359). Lucian’s work, on which 
Filbert Breton had spent 6 years rendering it into 
French8, had received as many translations into 
vulgar tongues as Ficino’s renditions of Plato or 
the numerous interpretations of Plutarch9. Like all 
his other orations, Lucian’s “The Art of the Dance” 
was complex. He mixed serious observations 
with satirical diatribes; he deliberately extended 
criticism of the sensual aspects of dancing 
only to combat these detractions with a robust 
defence of the origins of dance, its difficulties 
and its benefits10. It is interesting that none of 
his sixteenth-century interpreters of dance seem 
to have recognized these contradictory features 
nor did they fully appreciate the intellectual 
context in which Lucian cast his thoughts. For 
him, Dance belonged to Philosophy; it was part 
of that intelligent design which his forerunners 
(especially Plato, in Book 5 of the Republic) had 
created to delineate the nature and purpose 
of philosophy. This is the context in which 
Lucian cast the heavenly origins of dance; 
cosmic spectatorship11 opened up views of the 
movement of the heavens and imitation of that 
movement brought harmony down to earth.
To achieve such expressive powers claimed by 
Lucian, the dance required both innate skills and 
learning. Such knowledge, he argued, was not 
easily acquired since it involved “toutes aultres 
disciplines” – Music, Arithmetic, Geometry, 
Philosophy, Rhetoric, Painting – the dancer 
had to learn and remember these, and exercise 
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century, explored them in his annotations to the 
numerous Greek and Roman texts he rendered 
into French. This diplomat, who served the duc 
de Nevers and travelled with him on diplomatic 
missions across Europe until the latter’s death 
in 1562 and who then became a secretary to 
Henri III, was a prolific writer. Expert in festival 
culture, evident in his detailed account of Henri 
III’s entry into Mantua in 1574 (Vigenère 1576), 
he was interested in secrets and cryptography 
as well as translating and annotating major 
ancient works: the Commentaires of Caesar 
(1576), the Images de Philostrate (1578), and the 
Décades of Titus Livy (1583)14. In his copious 
annotations, he turned regularly to Lucian’s 
“Dialogue de la danse et du Bal”, absorbing its 
meaning and often repeating its arguments. For 
instance, in his comments upon Venus from the 
Images of Philostratus, linking vers mesurez and 
the steps of the dance (just as A. P. David has 
shown), he demonstrates how their harmonious 
proportions filter into the soul and move it with 
such sweetness that it resembles a fine flow of 
oil. He bolsters this enthusiasm by reference to 
Plutarch who, in question 9 of his “Table Talk”, 
had asserted that measured verse:

a une grande convenance et affinité, avec le bal et air de 
dansser, le tout à cause des cadences qui doivent estre 
observées en l’une et l’autre (Vigenère ed. used 1597: 
518).15

[has great alliance and affinity with dancing, and with 
the manner of performing, all because the cadences 
must be scrupulously observed in both].  

Vigenère had developed this affinity in greater 
detail in his commentaries on Livy where he had 
linked the cadences of Greek odes to “quelques 
branles des nostres” (some of our branles). As he 
examines the dance figures moving from right to 
left, his vision soars (as it does so often) into the 
stratosphere, evoking the movement of heavenly 
bodies, the back and forth surging of the waves, 
and the stillness of the earth16.
In such a prolific writer, it would be too much 
to ask for consistency. Having succumbed to the 
attraction and eloquence of Lucian’s arguments 
on the noble origin of the dance and on the 
harmonious links which blended poetry and 
dance, in Les Images Vigenère maintained that 
the Saltatio (the dancing) of the ancients in no 

his judgement as to what was appropriate – “de 
cognoistre ce qui est convenable” (1583: vol. 1, 
365). In addition, the spectator has a role to play, 
in that he had to understand the meaning of the 
dancer’s movements and hear his words although 
the performer does not speak. Lucian writes:

il faut que le regardant de la danse puisse entendre le 
danseur ores qu’il soit muet: et l’ouïr qu’il ne dise mot.

Lucian is citing here a well-known prophecy 
originally foretold in a Pythian oracle, reported 
by Livy and others and which will be used by 
Blaise de Vigenère in his annotations upon Livy’s 
chapter “Des Saliens, et des Danses et Balets 
antiques” where he is examining the expressive 
power of dancing:

L’oracle de la Pythienne y put estre adapté: il faut que le 
spectateur entende le balladin mime, ores qu’il soit muet; 
et qu’il l’oye combien qu’il ne parle point (Vigenère 1583: 
col. 1297).

Many of Lucian’s thoughts on the persuasive 
power of dancing come from his reading of 
Plutarch’s Table Talk (9. 15) where the main 
speaker, Ammonius, sets out the principal 
components of the dance, labelling this art as 
a “poësie muette” (mute poetry) since it was an 
art that moved the spectator by movement and 
gesture alone. The dancer was a performer as was 
the orator, and both overwhelmed the onlooker 
by the reality of their performance12. It was, in 
fact, the good dancer’s responsibility to express 
all human habits and affections – passion, anger, 
madness or distress – and he has to do that with 
economy and modesty. Just like the effects of 
Mercury’s wand, Lucian maintained that dance 
can close the eyes at will, just as it can awaken 
those who sleep:

la danse fait et accomplit tout cela, endormant et 
esveillant les yeux, et incitant l’esprit à rechercher 
exactement toutes especes d’actions humaines (1583: vol. 
1, 374)13.

[Dancing achieves and accomplishes all that, putting to 
sleep and awakening the eyes, encouraging the mind to 
seek out precisely all kinds of human action].

However ambitious these views may seem, they 
were taken very seriously by sixteenth-century 
writers and no more so than by Blaise de Vigenère 
(1523-1596) who, in the final decades of the 
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way resembled the simple steps of French social 
dancing where for the pavane, the branle or even 
the galliard, dancers merely moved their legs and 
feet rhythmically keeping a good demeanour for 
the rest of the body17. It is true that ancient dancing 
(as Lucian has so well demonstrated) involved 
gestures which carried messages to the audience 
not usually seen in French social dancing and yet, 
on due reflection, Vigenère thought that perhaps 
the vigorous dance of the Matachins came closest 
to Greek and Roman performances, as he noted in 
Les Images:

le tout si bien ordonné, que sans qu’ils prononçassent 
aucune chose, on ne laissoit toutefois de comprendre fort 
bien tout ce qu’ils vouloient donner à cognoistre18.

[the whole (performance) so well ordered that without 
uttering a word, one (the spectator) could none the less 
understand perfectly everything they wished to convey]. 

In order to specify more carefully the impact 
which a dancer’s movements could have, Vigenère 
remembered Aristotle’s discussion on the threefold 
elements which made up pantomime dancing: 
the gesture and disposition of the body; the 
figure of what the dancer wishes to portray; and 
[most importantly], an imitation of what is to be 
represented. On this last element, he writes:

Les balladins mimes contrefont les choses par le seul geste et 
mouvement, sans aucune récitation ny musique. Car par 
la variété de leurs contenances et dispositions mesurées, ils 
imitent et mettent en evidence les moeurs et affections des 
personnes (1583: cols 1297-98).

[Pantomime dancers imitate things merely by gesture 
and movement, without any words or music. Because, 
through the variety of their measured bearing and 
disposition, they imitate and bring to light the habits and 
affections of persons]. 

To achieve such an effect, Vigenère was aware that 
such performances were not improvized. They 
required forethought, practice and planning19.
Lucian had been in no doubt about the pleasure 
and the benefits that came with dancing. His 
confidence and enthusiasm are clearly expressed 
towards the end of his pages on the “Art of the 
Dance”:

Certainement c’est chose asseuree, que le mignard pennader 
de la danse, les tourdions du corps, les cabriolles, les menus 
pas et les soubresauts, sont et plaisants aux regardants, et 
salubres à ceux qui les font (1583: vol. 1, 370).

[Certainly, it is an assured fact that the delicate 
bouncing power of the dance, the twists and turns 
of the body, the capriols, the tiny steps and sudden 
movements, are both pleasing to those who watch, and 
healthy for those who perform]. 

Without acknowledging his source, Thoinot 
Arbeau repeated almost verbatim these words in 
his Orchesography: “Dancing, or saltation, is both 
a pleasant and a profitable art which confers and 
preserves health”, and he then went on to explore 
the qualities of the choreographic art in which 
the dancer (like the orator) can make himself 
understood by his movements20. 
It was his engaging commitment to an art that 
was well loved at courts in Renaissance Europe 
that made Lucian a prime source of inspiration 
not only for those who theorized about dancing, 
or who attempted to set down its rules, but also 
for those who created ballets for princes. The 
poet, Jean Dorat (1508-1588) who taught Pierre 
de Ronsard (1524-1585) and Jean-Antoine de 
Baïf a command of Greek, in his Epithalamium 
celebrating the wedding of the duc de Guise 
to Catherine de Clèves in 1570, imagined two 
groups of dancers – “Young Men” and “Maidens” 
– who sing and dance to the same rhythms. 
Their danced message is to transport harmony 
into the political arena: “Danser ainsi pour n’avoir 
discordance” (Dance like this to avoid Discord) 
(Dorat, 1584, Ed. Marty-Laveaux 1875: 20-60). 
Some months later, (1 February 1571), Baïf 
wrote to Charles IX whose love and knowledge 
of all forms of dancing were much appreciated 
by choreographers21. He wanted to bring the 
monarch up-to-date with the work of the 
Académie de Poésie et de Musique. He explains 
that the experiments in the Academy were not 
only blending together poetry and music in the 
ways Greek composers had done, but – with his 
help – they were bringing back to life ancient 
modes of dancing: “mais que je remettois en usage 
leur dance” (Baïf, [1573], Ed. Marty-Laveaux, 
vol. 2, 1881-1890: 230). A few weeks later, on 29 
March, on the evening of Elizabeth of Austria’s 
(future bride of Charles IX) entry into the 
court, a masquerade was performed in which 8 
triumphal cars representing the planets brought 
the dancers into the hall. The King represented 
the sun in charge of the other heavenly bodies, 
all of whom danced harmoniously and in such 
good order, that the distinguished guests were 
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dolphins in the seas, the ancient labyrinth of the 
Troy Game or the sinuous waters of the stream 
Meander (1573: 115-16).
During the next decade, religious wars engulfed 
France, and – although dancing  never seems to 
have stopped at Henri III’s court25, it was not until 
1581 that the King and his courtiers, organized 
an extravaganza to celebrate the marriage of his 
favourite (the duc de Joyeuse) to the Queen’s sister 
Louise de Vaudemont. Four weeks of celebration 
ensued, and among the shows was the Balet 
Comique de la Royne (1581)26. Devised by order of 
the Queen, Beaujoyeulx dedicated his publication 
of the event to the King himself. In his address 
to the Reader, he had made clear his plan to fuse 
dance, poetry and music together so skilfully that 
they would produce the profound effects enjoyed 
by similar compositions created by the Greeks. On 
the one hand, Beaujoyeulx points to the unusual 
character of his work and urges the recipient of his 
book to acknowledge its newness and its qualities. 
He stresses that he has mixed together the arts of 
music and poetry, often fusing them as was done 
in antiquity:

mesler l’un et l’autre ensemblément, et diversifier la 
musique de poesie, et entrelacer la poesie de musique, et le 
plus souvent les confondre ensemble ainsi que l’antiquité.

On the other hand, he has given – he says – the 
greatest prominence to the dance (“j’ay toutefois 
donné le premier tiltre et honneur à la danse”), just 
as Lucian had done. The intention, he goes on to 
explain, and the outcome was to have pleased the 
eye, the ear and the understanding by such a well-
proportioned entertainment27. In choosing for his 
ballet the theme of Circé and her magical powers, 
Beaujoyeulx was following Lucian’s advice. In 
his “Art of the Dance”, he had covered several 
pages listing all the fables and myths which were 
appropriate for choreographic representation. 
His counsel was to prevail for many decades as 
inspiration for the major court ballets mounted 
for the delectation of Bourbon kings and their 
courtiers. 
The final performance of the Balet Comique, 
with its 40 geometric patterns displayed in 15 
danced figures involved a continuous structuring 
of forms to many musical rhythms – “les  uns 
graves, les autres gais” (some solemn, others full 
of gaiety). Visibly displayed was the harmony 
brought down from the heavens so desired by 

moved – even enchanted22. 
In March 1571, Charles and Elizabeth made their 
state entries into Paris for which Jean Dorat and 
Pierre de Ronsard provided poems, inscriptions 
and subjects for the decoration of the triumphal 
arches and of the Banqueting Hall. The inspiration 
for the latter came from the newly available epic 
poem – the Dionysiaca of the Alexandrian poet 
Nonnos, recently published in Antwerp in 156923. 
It was a work which was to have a profound effect 
on Dorat’s interpretation of ballets at the French 
Court, for Nonnos’ poetic art was inspired as a 
whole by the idea of dancing. His episodic style 
was designed to capture the transformations of 
the dancing Proteus where the verbs for leaping, 
twisting, bending and turning dominate the 
page; to mirror the choreographic competitions 
which punctuated the narrative; and to reflect 
the assimilation of the Muses (who become 
Maenads) to the Dionysiac overall theme24. Dorat 
will remember the episodic, soaring style in his 
own evocations of dance. 
For the entry of the Polish ambassadors into Paris 
(1573), coming to conduct Henri, duc d’Anjou, 
back to Poland as their new king, Balthazar de 
Beaujoyeulx created an extraordinary ballet 
filled with “tant de tours, contours et destours, 
d’entrelassemens et meslanges, affrontmens et 
arrêts” (so many twists, turns and counter-
turns, intertwinings and blendings, meetings 
and stops) (Bourdeille, seigneur de Brantôme , 
1822, vol. 8: 371); what was amazing was that the 
dancers were able to control the order of diverse 
movements and with such equanimity. This was 
the judgement made by Brantôme who reported 
his experience of the spectacle confirming the 
success which the Queen had hoped for from 
this entertainment. For through this physical 
demonstration of harmony, Catherine de Médicis 
had sought to persuade her visitors that peace 
reigned in the provinces of France; accordingly, 
the 16 lady dancers representing the provinces 
never stepped out of the planned routes devised 
by the choreographer. Jean Dorat, in his “Scenae 
description” (description of the stage) which he 
incorporated into his account of this show in the 
Magnificentissimi spectaculi, concentrates on the 
patterned movement. Yet his commentary seeks 
to rival the impulses of the Dionysiaca as it soars 
way above the earthly performance, visioning 
the movement of the heavens, the turns of the 
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all. This ballet featured all the elements borrowed 
from their Greek legacy, which was succinctly 
summed up by Volusian in his dedicatory poem to 
the choreographer:

Tu nous fait voir…
…la façon tant estimée
De nos poëtes anciens,
Les vers avec la musique
Le Balet confus mesuré
Démonstrant du ciel azuré
L’accord par un effet mystique (in Beaujoyeulx 1581: sigs 
êijv-êiij) 28

[You make us see the much admired mode of our ancient 
poets who, fusing together music, poetry and dance, re-
enact the mystical effects achieved by the harmony in the 
heavens].
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songs…but we only insist on this much, that the verbal 
element supports the dancer’s figures. For it  is not dan-
cing that is made complete by means of the songs, but the 
songs have been created for the sake of the dance. And it 
is by the beauty and shameful ugliness of the dance that 
we judge the day, not by the words or the rhythms of the 
songs”; cited and discussed by Lada-Richards 2013: 117.
8 Breton, Lucian Oeuvres, col. 370: “six ans j’ai travailé 
à la traduction de Lucien”.
99 In 1484, 1025 copies of Ficino’s translations of Pla-
to were distributed through a Dominican press, S. Ja-
copi di Ripoli, by Filippo Valori and Francesco Berlin-
ghieri. Jacques Amyot’s translations of Plutarch’s Lives 
and Moralia enjoyed a tremendous success, Les vies des 
hommes illustres (Paris, Michel de Vascosan 1559), and 
Les oeuvres morales (Paris, Michel de Vascosan 1572). 
10 The provocative nature of Lucian’s work has been well 
examined by Lada-Richards, 2013: especially chapter 12.
11 For a lucid account of the philosophical and rhetorical 
contexts of Lucian’s “The Art of the Dance”, see Schlap-
bach 2017: 132-54.
12 For an analysis of Lucian’s debt to Plutarch, see Schlap-
bach 2017: 25-60 where she concludes that, although Plu-
tarch exposes the nature of dance performance, his pre-
ference clearly lay in dance as a subject of conversation 
rather than as an action to be witnessed; see also 75-121 
for her demonstration of the parallels between Dance and 
Eloquence.
13 It is interesting that, a century later, Claude François 
Ménestrier (wishing to extol the achievements of French 
ballet) dismissed Lucian’s claims for the origins and imi-
tative power of Greek dancing, but he was nonetheless 
aware of its force (1682: 35).
14 See also Traicté des chiffres, ou Secrètes manières 
d’escrire (Vigenère 1586). For an overview of Vigenère’s 
career, see Métral 1939, and Cazauran (Ed.) 2002.
15 Vigenère, Les Images ou Tableaux de platte peinture 
de Philostrate Lemnien, first edition, 1578.
16 An extended development on these affinities is made 
in Vigenère’s commentaries on Livy, Les Décades, 1583: 
1289-98. For an assessment of the value of Vigenère’s 
annotations on Livy’s Décades (discovered by Petrarch in 
1340 and published in 83 Latin editions and in 77 trans-
lations into the vernacular before Vigenère’s own work), 
see Crescenzo 2014.
17 This view was shared by the elderly Toinot Arbeau, 
canon of Langres, who – when he was nearly 70 years 
old – published his Orchésographie (1589), where he 
asserted that we have no knowledge of ancient dances, 
see Evans’ translation, 1967: 15. However, in the opening 
paragraphs of his text, Arbeau wrote “Lucian has written 
a treatise on the subject where you can study his theories 
more fully” (p. 14), and – as will be demonstrated – he 
knew the Latin work very well, and used it more than 
once in his own work.
18 Les Images, p. 616. It is interesting to note that Filbert 
Breton  saw  affinities  between  French masquerades  and 
Greek dancing, see his note of Introduction to Lucian’s 
“The Art of the Dance”, 1583; “Sommaire: Lucien loüe 
icy l’art de danser: et le deffend à l’encontre de Craton 
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Notes

1 Catherine Ingrassia has expressed doubts about the ge-
neral wish to attribute sixteenth-century dance forms to 
Greek origins, but she provides no evidence (1991: 136).
2 Much was written in ancient times on dance as a pre-
paration for war, see in particular Lucian of Samosate 
1583: vol. 1, 359, “Or estoit-il [l’art de danser] parvenu 
en telle authorité et renommée pour sçavoir bien danser 
que non seulement les Grecs le cognoissoient; mais aussi 
les Troyens…Et le tout ça je pense, par l’agilité qu’ils 
voyoient en luy a combatre, et le convenable deport du 
corps qu’il s’estoit acquis à l’exercise de la danse”. 
(The art of dancing achieved such authority and renown, 
knowing how to dance well was not only recognized by 
the Greeks but also by the Trojans… And all that, I be-
lieve, through the agility which was evident in the figh-
ter, and the appropriate disposition of the body which he 
had acquired through the practice of dancing.)
3 Socrates’ approval of dancing was part of Lucian of 
Samosate’s defence of that art, see “L’art de la danse”, in 
Oeuvres, 1583: vol. 1, cols 357-74 (especially cols 362-
63).
4 Béranger most probably derived his information on the 
benefits of the dance in the Roman theatre [pantomime] 
from Libanius, Oratio, “A Reply to Aristides on behalf 
of the dancers” (64. 88) analysed by Lada-Richards 
2013: 117 ff.
5 Reference to Plato’s commendation of dancing in the 
Republic could be found in Vigenère’s annotations on 
Livy’s Les Décades de Tite Live (1583: cols 1294-95).
6 Guillaume Budé, for instance (in 1532) had transferred 
the idea of harmony from poetry to science in L’Etude 
des lettres (1988: 50-52); “leur danse…et l’espèce de 
ronde qu’elles [les Muses] forment…signifient avant 
tout, et représentent manifestement l’harmonie des 
sciences” (their dance and the kind of round which the 
Muses perform … signify above all and represents clear-
ly the harmony of the sciences).
7 For corroboration of the pre-eminence of the dance 
over other arts in ancient theatrical performances, see 
Libanius (c. 314-392/3), Oratio (64. 88), “For we do not 
come [to the theatre] to listen and pay attention to noble 
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qui le meprisoit comme mol et effeminé. Telle danse tou-
tefois approche plutost de noz mascarades que de nostre 
bal ordinaire” (Summary: Lucian here praises the art of 
dancing and defends it against Craton who despised it as 
soft  and effeminate. Yet  such dancing  is  rather  like our 
masquerades than our ordinary ballroom dancing).
19 Vigenère 1583: col. 1296, “Et ne faisoient rien en pu-
blic à l’estourdy ny à l’improviste qu’ils [les balladins] 
n’eussent auparavant prémédité au logis, de peur d’estre 
sifflez du public” (and they [the dancers] did nothing in 
public without thought or improvised, for fear of being 
whistled at by the public).
20 Orchesography, tr, Evans, 1967: 15-16. As well as Lu-
cian’s text, Arbeau has in mind Cicero’s thoughts on the 
expressive and persuasive powers of the orator.
21 See Tuccaro’s dedication to the king in his Trois dialo-
gues, 1599: sig. ãijv, “Il [Charles IX] estimoit estre chose 
très-honorable de sçavoir toutes sortes de bals et danses, 
esquels par dessus tout la mesure et cadence est neces-
saire”.
22 A detailed description of this performance was given 
by the Florentine ambassador Giovanni Maria Petrucci 
writing to Ferdinando I de’ Medici, on 2 April, 1571. The 
letter and the planetary context in which the masquerade 
was devised, has been carefully analysed by Capodieci 
2011: 527-66 (especially 528-29).
23 Yates discovered Dorat’s source and presented the de-
tail of all the canvases painted in the Banqueting Hall for 
this occasion, see her edition of the Entrée de Charles IX, 
Paris 1571, 1974: 26-29, 34-40.
24 Schlapbach has vividly evoked dancing episodes from 
Nonnos’ poem (2017, chapter 6: 251-81), especially 
through her analysis of Silenus’ performance in book 19 
of the Dionysiaca where she explains the self-contain-
ment of the dance, and the god’s performance for its own 
sake (269-80).
25 Pierre de L’Estoile, in his Journal, gives some idea of 
the frequency of balls and festivities at the court, as do the 
reports of English ambassadors (L’Estoile, 1574-1611, 
Eds. G. Brunet - A. Champollion - et al, 1875-1883), and 
Calendar of State Papers, Foreign, Elizabeth 1559-1590.
26 An analysis of the accounts of Italian representatives 
at the French Court in 1581 which capture the extent and 
variety of the shows organized for this occasion is provi-
ded in Chatenet and Capodieci 2006: 9-54.
27 Le Balet Comique, Ed. McGowan, 1982: sigs. êii-
jv-êiv, “ie puis dire avoir contenté en un corps bien pro-
portionné, l’oeil, l’oreille, et l’entendement”.
28 See my edition of this text, Le Balet Comique (1982). 
Analysis of this ballet can also be found in Capodieci, 
2011: 600-26, and in my Dance in the Renaissance, 2008: 
44, 114-18.
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