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PRELIMINARY REMARKS

There are three Russian dance manuals which describe only the Mazur or Mazurka but they are short
and very disappointing.! Most of the manuals are general dance manuals which contain the Mazur-
Mazurka as just one of their dances. Since the Russian manuals were only available to us after we
published our own Mazur-Mazurka researches we could not say a great deal about the Russian forms
of the Mazurka with any degree of accuracy beyond the usual clichés.

Now we can present these Russian materials with confidence. What is striking is the
important and special place that the Mazur-Mazurka had in the elite culture of Russia. This shows
the good taste of the Russians before the revolution of 1917.

Originally, having found the Russian manuals so fascinating, it was my intention to translate
everything, however, now we shall only present what is unique or tantalizing in each manual.

Let us turn to the some of the terms which appear in some Russian manuals to describe the usual
forward traveling step, the Basic Running Step of the Mazurka. (This Basic Running Step is usually
referred to in the Russian manuals and by other non-Polish authors as the “Pas de Basque” step.)

Within the Russian Empire, of which Poland was a part, from the partitions up to 1918, the terms
and their dates, which appear in Russian manuals are:

podbeganets, probezka, probezka, probezhka, en courre, pas marche—1825,
1885, 1890, 1896
These manuals all stated that this step-movement has the character of a running forward.
If we include the Austrian-Hungarian Empire then we have:
Traverse, der schleisende pas marche de mazourka—1846,1907

Is all of this running movement different from the usual interpretation of Cellarius’ description of
this movement? We hope to find out.

While all of this Historical Dance Research is like looking into the dim past of archeology
and thereby mysterious, we are joyful in reporting that the Polish Mazur never died and it lives
today, that is to say, for over the last two centuries there was never a complete break in the Polish
Mazur. The only difference is where and by whom was it danced. So that when we dance its past
forms we connecting to the present. That not withstanding let us turn to the Dance Manuals which
have descriptions of the Russian Mazur-Mazurka.

! They are Yatskovski, Stukolkin and Shchavurskiy.
2 See the present author’s Complete Russian Supplemental Sources for this.
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Our preliminary list is as follows:

PETROSKI 1825
MAKSIN 1839

CELLARIUS 1848

LINDROT 1871
PETROVA 1883
KLEMM 1884
STUKOLKIN 1885, 1890, 1894
GAVLIKOVSKI 1889
CHISTYAKOV 1890
DEKOLNYAR 1890
ZORN 1890
YATSKOVSKI 1891
SHCHAVURSKIY 1895
CHALIF 1895
RAEVSSKI 1896
KAPELIUSHNIK 1900

TIKHOMIROV 1902
OTTO 1902
SHCHECHTMAN 1902

PETROV 1903
KHRZHANOVSKIY 1903
IVANOV 1908

BORATKOVA 1953

Since three of these authors only contain descriptions of figures we shall not consider them. So our
current list is now as shown below. We now include the authors and their place of publication when
known in a geographical table.
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SAINT MOSCOW OTHER PLACES IN
PETERSBERG RUSSIA
CELLARIUS MAKSIN PETROSKI
1848 1839 1825 KHARKOV
PETROVA LINDROT ZORN
1883 1871 1890 ODESSA
KLEMM DEKOLNYAR YATSKOVSKI
1884 1890 1891 KOSTROMA
STUKOLKIN TIKHOMIROV CHALIF
1885 1902 1895 ODESSA
GAVLIKOVSKI OTTO SHCHAVURSKIY
1889 1902 1895 ZHTOMIR
STUKOLKIN PETROV
1896 1903
CHISTYAKOV BARATKOVA
1890 1953
STUKOLKIN
1894
RAEVSSKI
1896

Can we learn anything from looking at the places of publication of the Russian manuals? It is a little
surprising that manuals were first published outside of Saint Petersburg, especially that one from
Kharkov, which is far from Russia. Another surprise is Maksin’s Moscow 1839 manual which also
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predates Saint Petersburg manuals. As we know there were many dance teachers in Saint Petersburg.
Perhaps for this reason alone there was not a felt need for manuals as there may have been in
Moscow.

We can assume that some of these dance teachers knew of these manuals: they were
competitors. Could they not help plagiarizing from them? Or did they all agree what should be a
standardized Mazurka, just as dance schools and dance teachers do in our time, for our contemporary
Social Ballroom Dances.

As mentioned previously the term “Probezhka,” which means to run occurs with Stukolkin
(1885), Raevsski (1896) and Petrov (1903). This run-like step is to be done by the men. Most of the
manuals have the Pas de Basque, often cited as the premier or only step for women. This shows that,
at least in Russia, the name Pas de Basque lasted a long time, starting with Petrovski (1825).

ORIGINALLY IT WAS OUR INTENTION TO REPRODUCE
IN THEIR ENTIRETY ALL OF THE MAZURKA
DESCRIPTIONS DONE IN THE RUSSIAN LANGUAGE
SINCE THESE ARE GENERALLY UNKNOWN OUTSIDE OF
RUSSIA. HOWEVER, SINCE VERY FEW OF THESE
AUTHORS HAVE ANYTHING UNIQUE TO SAY ABOUT
THE MAZUR-MAZURKA, WE HAVE DECIDED ONLY TO
INCLUDE HERE REMARKS WHICH SEEM TO BE
UNUSUAL OR INTERESTING. WE SHALL QUOTE FROM
THE ORIGINAL SOURCES, THOSE REMARKS WHICH
HAVE BEEN REPEATED BY OTHER AUTHORS.

KEEP IN MIND THAT THESE MANUALS COVER
MANY OTHER DANCES OF THE TIME OF WHICH THE
MAZURKA WAS ONE. MOST OF THE PAGES OF THESE
MANUALS DESCRIBED DANCE FIGURES AND THEIR
COMBINATIONS INTO FIGURE-SEQUENCES.

APART FROM THE THRILLS AND DELIGHTS OF
DANCE RESEARH THE UTIMATE CRITERION IS
ONLY WAS IT AND IS IT A DANCE WHICH GAVE
AND GIVES AESTHEHICALLY DELIGHTS,
PLEASURES AND PROFUNDITIES TO DANCERS
TODAY.

Original source Russian language citations are indicated with quotations only and not with italics.
Pre-1917 Cyrillic characters have been replaced by their contemporary equivalents. English
translations immediately follow the quotation.
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PETROSKI 1825 KHARKOV

The earliest Russian dance manual in our possession may be able to help us. It was published in
Kharkov in 1825. Kharkov was the site of the first University in the Ukrainian lands. There were
many Polish students there. The author of the dance manual was L. Petrovski. ® It is possible that he
may have been of Polish descent.

Petrovski has a long litany of complaints, mostly about the proliferation of steps which have
been introduced to the Dance from he states, France and the Ballet World, and well as the manner of
the dancing: he preferring and teaching the elegant Noble Form. He was the first to associate the
rural-style of dancing the Mazurka with the folk-dances of Krakéw, Poland, mentioning the
Krakowiak Dance. Many authors then repeat there allusion to the Krakowiak. He believes that there
are only three steps which are unique to the Mazurka. These are called by him:

1 Pas de Mazur
2 Pas en cote
3 Pas de Mazur en courre

(Notice here that he uses the Polish term “Mazur.”) The first step is the Pas de Basque—yet nowhere
is the term Basque used. It is the same footwork as described by Cellarius in 1847/1848. The second
step is the usual heel-clicking step. The third step is a four measure combination done primarily by
women. It consists of Pas de Basques and a single measure of three running steps forward done on
the balls (toes) of the feet.

Petrovski has invented the French name for this combination. In Russian he calls it,
I[MTOABEI'AHUM'D, or podbeganim, which means to run. It is interesting that he has connected these
two steps together as they were in Historical competition with each other as to which will develop
into the contemporary moving forward step for the Mazur-Mazurka Dance.

Petrovski then gives us several step—movements: two in particular, have been favorites of
men for over two hundred years. One is called by him as “Pas Glissé en sautant.” This is a good
descriptive name for it although it is not clearly described. It is the usual sliding men’s step. * The
second is called by him, “Pas de Mazur et en coté.” However he makes it a four measure
combination and inverts the usual order: a Pas de Mazur followed by two measures of the heel-
clicking step and finishes on the fourth measure with a Pas de Mazur. He also has a heel-click
sliding step.”

Although he states that the Polish Form of the Mazur does not start with couples standing in
a circle formation and doing balancing he found to his distaste that this was the popular way to start
the Mazurka in Russia. He considered it an “innovation.” which did not conform to the Polish way
of beginning the Dance. He states:

“He Taxp JlaBHO Ma3ypKy CTanu Ha4WHATh KPYr'b Ch BaJaHCOMb, YTO CBOWCTBEHHO
OHUMb TOJKD (PPAHIy3CKAUMb Bb YIOTPEOJICHHE, TO U MOYUTAI HYXHBIMb
HECKOJIBKO TIOTOBOPUTH O CEMB.”

3 L. Petrovski, Rules for the Noble-Society Ball Dances, (Kharkov: University of Kharkov, 1825).

* See present author’s, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka.

® See the Zywiec Mazur section in the present author’s, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka.
6 . Petrovski, Rules for the Noble-Society Ball Dances . . ., p. 92.
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Not so long ago [recently] the fashion of beginning the Mazurka with the circle
[formation] with balancing started, which is a feature of only French dances and
dances like them: since this is now how the Dance [Mazurka] is done | considerate it
necessary to say something about it.

This probably was an innovation introduced by French dance teachers who taught and were
teaching in Russia in Petrovski’s time—it does make it easier for people to join-in and start the
Dance. As stated above he knew the Polish Mazur—this is why he knows that these are innovations.
This is not surprising as Polish families still played important role in Society in the Kharkov region
even though these Eastern lands were lost by Poland after the partitions. So he must have learned
this form of the Dance from them.

Petrovski then states that this balancing was also done in a “German manner” [maybe hit was
in an Austrian manner?]. Here after the initial balancing the circle danced on tip-toes to the center
and back.

He mentions some couple turns, in particular, the Hotubiec Couple Turn done with the heel-
click step, which he calls, “Pas de cote en tournant.”

He also included a Pas Glissé.

He gives only a few figure-sequences as in his experience people were merely tiring
themselves out and the Aesthetic Quality of the Dance was lost. He bowed to the conventions of the
time and gave figures which were for the Quadrille. According to his testimony he enjoyed great
success with his choreography. This consisted of starting with couples in a circle, balancing, circle
right for eight measures, balance, circle left. He used the Grande Chaine’ as an introduction to
figures and to return to original positions—all done as in a Quadrille—for four couples.

Was Petrovski ever in Saint Petersburg or Moscow? Was he well-known? From his remarks he
certainly knew the prevailing way of dancing the Mazurka in1820s Russia.

MAKSINA 1839 MOSCOW

This is the first manual which was written in the Russian capital city, namely, Moscow. ® The only
step described is the Pas de Basque. On count three, when the foot closes in back of the front foot,
into third position, he does say:

“ .. M3b 4ero  BHIIETD ma-ae-0acka.” °

... and for this reason it is a Pas-de Basque.

This implies that for Maksina the closing of the foot behind is what makes it a Pas-de Basque. In his
description the free foot is taken somewhat to the side at the same time that it is placed forward. He also states
that it is done on the soles of the feet. This means that it is done “flat-footedly” which reduces its up-down
movement and implies its forward motion.

With serious practice this can become the Basic Runs of some Polish authors such as Htasko,
Staczynski, Rochacki, Londynski and leads to the Contemporary Run.

He does not have a Pas Glissé step description.

" Which we have named this a Demi Chaine. Our Grand Chaine goes all the way around. It is an innovation—I know.
8 A. Maksina, Msyuenne Bansubixs Taruess, (Moscow: 1839).
° A. Maksina, Usyuenue . . ., p.13.
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CELLARIUS 1848 SAINT PETERSBURG

This is a word-for-word translation, in the Russian language, of Cellarius, published in Saint
Petersburg in 1848.%° It was approved for publishing in the latter part of 1847, which is the same
year of his English edition! One can only speculate as to why or how this came about?

Perhaps it was due to the lack of Russian descriptions? Recall that neither of the two previous
Russian descriptions were published in Saint Petersburg.

We have already examined Cellarius’ manual in other works of ours. For us here we shall list
the steps and a couple turn which he described:

Pas Glissé / Pas de Mazurka
Pas de Basque

Pas Boite

Coup de Talon

Tour sur Place

b~ wdNPE

Of course, with steps there are variations. What is important here is their order as well. Eight of
these Russian manuals follow the same order as occurs in Cellarius and there is a twenty year gap
after Cellarius.

We are concerned with the Pas de Basque. But Cellarius’ ordering of the step list is important
because it has been repeated often in the History of the Russian manuals. We refer to what he listed
as the most characteristic step of the Mazurka, namely, the Pas Glisse which he also refers to as the
Pas de Mazurka. '* Let us cite what he wrote:

“This step is called the mazurka step, because it is the most usual and is
unceasingly repeated, either alone or in combination with other steps. The pupil
should endeavour to be quite perfect in it before undertaking other and more
complicated steps.

The second step is called the pas de basque.” *?

We shall return to this ordering and the effect it has had on the Historical Record of this Dance after
we have surveyed the Russian Manuals.

Other of Cellarius’ observations of the Mazurka also occurs in the Russian manuals as well
including his example of the Quadrille-Mazurka. This either points to the influence of Cellarius in
Russia or to the long-lasting continuity of the Dance or of the way dance teachers in Russia wrote of
the Dance.

LINDROT 1871 MOSCOW

Almost twenty years later a dance teacher, N. Lindrot, published his dance manual whose complete
translated title reads, “The Primary Rules For The Study Of Ball Dances.”* He wrote this manual

0°H. Cellarius, (Llennapuycs), La Danse De Salons, (Saint Petersburg: 1848). Note that the book retained its original French title.
™ H. Cellarius, The drawing-room dances, (London: 1848), p. 54.

2 H, Cellarius, The drawing-room dances, . . ., p. 53.

B N. Lindrot, H. Jluuapors, [eponauansusis Ipasuna Jima Usyuenns bansupixs Tanmness, (Moscow: 1871).
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for the non-classical secondary school of the Moscow Nikolaev Orphan Institute. This would be a
non-Noble school.

He only described the Pas de Basque and a Pas Glissé. * He actually gives two Pas Glissés,
the second of which, has the closing foot on count three done as a “coupe” movement, which our
work on the Polish Mazur or Mazur-Mazurka is a “Wybijany” step action. If we remember correctly
it was Klemm (1855) who gave a clear description of this step. To Polish male dancers these and
other step-actions are very exciting ornaments of the Dance.

PETROVA 1883 SAINT PETERSBURG

This is of great interest because it is not by a man but by an authoress! In fact there are two women
on our Russian list: Petrova and Bopatkova. We are using Petrova’s 1883 edition, which is her
second edition. At this time we do not know the date of publication of her first edition.

The full title of her manual translates to, “The Petersburg’s Newest Teach Yourself Book Of
All The Society Dances.” > On the title page say states that she is a female teacher of dances in
many women’s educational institutions. What is astonishing is that we may have a photograph of
this same person actually teaching a dance class! And here it is!

Here is a splendid photograph of young women learning to dance the Mazurka in Russia.

How do we know that they are learning the Mazurka and not the Polonaise? Because the

¥ The phrase “a Pas Glissé” is deliberate since there are a number of ways to do this movement. See the main Mazur work by the
present author, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka.

M. Yu. Petrova, M. 0. Tlerpoea, IletepGycrnit Hoseitummii Camoyuntens Benxn O6mectsrusixs Tanuess, 2nd. edition, (Saint
Petersburg: 1883). Many of the later Russian manuals state that they are self-teaching manuals.
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photographer *°entitled this photograph as “Mazurka.” However the date of this photograph is
unknown. Notice several things: they are being taught by women, that their free hand holds their
skirt, that they have a nice wide open couple position and that their heads are nicely inclined.
Actually, this could be a Polonaise class as well. Or it may have been just practice of a good body
position.

This is probably the Ballroom in the Smolny Institute for Noblewomen. This was the most
prestigious school for girls. The cosmopolitan nature of Saint Petersburg was reflected in the
languages taught at Smolny: all were required to only speak German on Mondays, Wednesdays and
Fridays, French on Tuesdays, Thursdays and Saturdays, Russian on Sundays, and English between
classes.

Isn’t this interesting? But maybe it is not she. If it is then she would most probably be the
woman in the center with the white-colored lapels of her uniform. Note that she has two female
assistants. Need we point out how important Social Ballroom Dancing was in this time—so that
there was no lack of students—and correspondingly, no lack of dance teachers. Male teachers could
teach males and female teachers, females.

Now let us turn to what she wrote:

“Ma3zypka 1 KoTuiboHb—pOJHBIE Bb OanbHOMB MHUpe: 0e3b HHXD 0alb
€CTh MPOCTO TAHIIKIACCh, HA KOTOPOMB Maphl ABUTAIOTCSA MOAb MY3bIKY, NOTUUHAS
ce0s mpaBWwIaMb, KOTOPHIMB MOJUMHSUIUCH M MaTepd Halld BO BpeMs CBOEH
MOJIOZIOCTH, BIEpexb 3Hasd, Kakb CJIEeIyeTh MOCTylaTh, KOTAAa pa3laercs
MIPUTITACUTENIbHBIM PUTYPHENIbh KaKoro-HUOyAb TaHma. Masypka ke U KoTunboHb—
3TO €CTh HEOXKHIAHHOCTb, TYTh TAHIOPY PpACHOPSAUTENIO IPEICTAaBIAETCS
IpeKpacHeli cioy4daid OJEeCHYTP CBOMMb OCTPOYMHEMbB, JIOB KOCTBIO U
HaXOJAYMWBOCTBIO, HO Ma3sypka wHMeeTh Iepedb KOTHILOHOMB TO OIPOMHOE
IPEUMYIIECTBO, YTO OHA JCHCTBUTEIBHEIN TaHEIb, 4 He batbHas urpa.” =

The Mazurka and Cotillion [Dances]—they are for the world of Balls:
without them a Ball is simply a dance class, where the couples merely submit
themselves to the usual dance conventions handed down from the time of the youth
of their mothers, mechanically responding to the music.

The Mazurka and Cotillion—with them there is something exciting and
unexpected; here the dance leader can exercise his skill, his intelligence [in directing
the course of the dance], but the Mazurka has a great advantage over the Cotillion in
that it is a genuine Dance and not a dance—game of [artificial] figure-sequences. . . .

“Masypka HMMeeTh CBOIO HCTOPHIO, CBOI HApOJHOCTb, CBOIO BBIPA3HTEILHYIO
xapakrepuctuky. Ona ponmnack Bb llompme um xoTs @paHius cuuTaeTh cels ed
BTOPOIO POJMHOI, HO 3TO HECMPaBEJIUBO: Masypka yKWIach Cb BECEIBIMU
(bpaHIly3aMy, TOJYMHHUIACE UXb MPHUXOTIBBIMB KalpH3aMb, YCBOWIIA HM3MCHCHHS,
JOOTIOJIHEHUA W BCTAaBKH, KOTOPBLIA COYJIM HYXHBIMBb BBECTU BbH HCEC q)paHHYSCKI/Ie
APTUCTHI, HO IIPU 3TOMB OHA yTpaTujia TOTHh BEJIMKOJICTTHLIN XapaKTepb pbiapCcKaro
OnaropoJicTBa M TBLIKOW, MOJIOMOW yJaiv, Hapsiieldl Bb Hel TOJMbKO KOTJa OHa
HCITOJTHSICTCSI IIPUPOTHBIMH TTOISTKAMH. =

16 The photographer was K. K. Bulla. From the collection of, The J. Paul Getty Museum, Los Angeles. K. K. Bulla, before 1917,
Gelatin silver, 7 ¥ x 10 31/32 in.
Y7 petrova. Citations are from pages 71-73.
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The Mazurka has its own history . . . It was born in Poland, although France is reputed
to be its second motherland, but that is not just: the Mazurka has been worked on by
merry [silly] Frenchmen, molded to their caprices, changed, additions made, things
added, which the French actors [dancers] considered necessary; however, these
changes have caused the Mazurka to have lost its original character of chivalrous
nobility and the ardent boldness of youth—which is seen when danced by native Poles.

“Teneps MOJOACIIb CMEETCS, €CIH MPEKHITO BPEMEHU TaHIOPD, BCTaBh Ha KOJICHO,
00BOIUTH BOKPYT'h CEOS aMy W 10 OKOHYAHWHU 3TOH (UTYpPHI, TOIEIOBaBhL y Hes
PYKY, YHOCHTCA Cb HEIO Bb JpPYrod KOHEIb 3aibl, TOPAO TOIJAAbIBas Ha
MNPUCYTCTBYIOIIMXD U MOJIOJICIKH, Bb TaKTbh, MPHUXJIONbIBas Kabmykomsb. Jlydmmid
oOpazerp MoJdbcKo Ma3ypku Mbl BUIUMB Bb omepe ['nmuHku JKusws 3a Llaps, HO
BCETAaKM JTO HHUYTO HHOE KaKb OXXHMBIECHHBIH CKeleTh, Iyma >Xe TYyTh He
CYILIECTBYeTh, Ja W HE MOXETb CYIIECTBOBATh Bb TaHIE, HCIHOIHIEMOMDB 710
obsazannocmu.”

Now young people laugh at a dancer, who kneels down, leading his Lady
around himself, and at the end of the figure, having kissed her hand, quickly dances
with her down the room, proudly glancing at the spectators as he beats his heels
together. The best example of the Polish Mazurka we can see is in the opera by
Glinka “A Life For The Tsar,” however, this is only a stage- setting for the Dance,
and not possess the right spirit.

“U ¢paniyssl, 1 pycckue, 1 HEMIBbl TaHIYIOTh Masypka, U KpyXarcs, U yAapsaioTh
KaOIyKb 0 KabNyKb, U CTPEMUTENBHO YBIEKAIOTh AaMy Bb OBICTPOMB IPOMEHAJeE,
HO BCE 3TO BBINIOJHAETCS METOAMYECKH 0€3bh TOW MCKOPKH, KOTOpas 3aropaercs y
MIPUPOJIHATO MOJIIKA, KOTJIa OHB JIeJIaeTh CBOIl 3HAMEHUTBIA TYPb-CIOPB-IUIaCh, 3TO
TOP>KECTBO JIOBKaro Mazypucra. Kakb poOKas ITHUKA NEepenapXuBaeTh TAHLOPKA Cb
PYKH Ha PyKy KaBajepa, OHa Ka)kKeTcs, celyach BBIIIOPXHETHh H3b 3acajbl; OHA
HAa4YMHAeTh YTOMJISITHCS CBOMB COOCTBEHHBIMB KOKETCTBOMbB, HO MY>KECTBEHHas
pYyKa MOAIEP)KUBAECTH €51 Ocla0eBIIMEUICHB M CHOBAa HECETCA Mapa BIOJb 3ajbl
CYacTiuBas, JOBEpUYUBas, ropAeauBas. =~

And Frenchmen, and Russians, and Germans dance the Mazurka; they circle around,
click their heels, and swiftly take the Lady in a fast promenade. But these are all
mechanical actions done without the inborn spark of the native Pole. This shows
itself when he does the Tour sur Place which reveals the triumphant skill of the [true]
Mazurist. Like a timid little bird the Lady flits from one arm [of the Gentleman] to
the other [like a caged-bird] as though she wants to escape—she is flirting, she
consents—and the manly hands trustfully takes her into a joyful, proud promenade.

Petrova then has the usual remarks about the role of invention and inspiration in the calling and
forming of figures. She mentions that there are some standard figures which people know by heart so
that the action need not be explained at the Ball.

She states that the music is in either, 3/4 or 3/8 time, with accents on count 1 and count 3.
The accents help keep the dancer within the measure of music.

She states that there are only four essential steps. She also notes that there has been [over time] a
fusion with other step-movements, however according to her, in recent times a simplification of
steps has taken place. The result is four steps presented below.
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“MA3YPOUYHBLIMDB”/ Pas Glissé
Pas de Basque

Pas Boiteux

Coup de Talon

A OwLODN P

We can see that this is the usual Cellarius’ list. But one thing is curious. Petrova does not use the
term for the Pas Glissé even though her explanation is of the Pas Glissé; however, she does use the
word “MA3YPOUYHBIMB” which is the adjectival form of Mazurka so its meaning is roughly
“mazurka-like” or maybe “in the manner of the Mazurka” or maybe “in the most characteristic way
of the Mazurka”—I do not really exactly know why she did not follow Cellarius completely.

After this she writes about the importance of the promenade in that it is to be done before
each figure and also of the Hotubiec Couple Turn, Tour sur Place.

The woman’s movement in the Promenade is to be done fluently, lightly with longish glides.
Keep in mind that we are dealing with Social Ballroom of the Mazur-Mazurka and not with the
Polish Rural Gentry Form as exhibited on the stage, past and present—which is different.

“JlaMckoe ma Bb Ma3ypKe ropasjio Jierde MY)KCKaro: Bb NMPOMEHAJaxb OHO
oOpa3yercst U3b [UIMHHBIXD TIIUCCAAb Ch OTKUHYTOH HA JIETY HOTOH, . . .

The Lady’s steps are easier than those of the Gentleman: in the Promenade
[she does] long glidings with the rear leg raised, . . .

Now this is a surprise since Cellarius states that the Lady’s main step is the Pas de Basque done
without undercutting the supporting leg on count three and to “mingle little glissading steps that
should be made with great rapidity.” Perhaps Petrova mis-read Cellarius or perhaps this is what she
taught. What else does the Lady do or not?

“CaMo co0010 pa3zyMeercs, YTO yIaphl MATOKb HE CYIIECTBYIOTB Ul JaMb,
HO TaKb KaKb ATO YIYILICHHE MOTJO OBl MOBPEAUTH MPABMILHOCTH MY3BIKAILHATO
TaKTa, TO EANHOBPEMEHHO Cb yIapoMb Kaliyka KaBajiepa, JaMa 0TOpachiBacTh HOTY
BB CTOPOHY. ”

It goes without saying, that heel-clicking is not done by the Ladies, but
because such an omission [by the Lady] could upset the musical measure [physical
movement or coordination of the couple], the Lady, at the same time that the
Gentleman does the heel-click, [simply] throws [carries, raises] her [corresponding]
foot to the side.

This Lady’s step-movements are the same as Cellarius. As you will recall this is part of the Mazur’s
Polish repertoire and was described by Zofia Kwasnicowa in 1938. ¥ It is a simple helping step-
movement which can be beautiful in its own right.

Petrova continues:

“ITo BceMy 3TOMY MOXETH MOKa3aThCs HHBIMb, UTO POJIb AaMbl Bb Masypke
OYCHb HE3aMBICIIOBATA M HEOOPEMEHHUTENIbHA, & MEX/Y TEMb XOPOIIHS Ma3ypUCTKH
TaKXe PEeJKU KaKb JIOBKUE Ma3ypUCTHI, U HEOINbITHAS TAaHIIOpKAa Bh Ma3sypke, Oojee
4eMb Bb KAKOMb JINOO TAHIIE €CTh OpeMsI JIJIsl CBOETO TaHIopa.”

18 See the main Mazur work by the present author, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka.
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In this connection others might think that the role of the Lady in the Mazurka
is not complicated, that it does not require much effort on her part; however, good
women dancers of the Mazurka [Masypuctku—Mazuristki] are as rare as are good
men dancers [Masypuctei—Mazuristi] of the Mazurka. An inexperienced Lady in the
Mazurka, more than any other dance, is a burden for her partner.

The terms Masypucrku—Mazuristki and Masypuctei—Mazuristi are both in the plural form. The singular
forms are Masypuctka—Mazuristkess and Masypucr—Mazurist.

In summary we can say that her manual is important in that it was written by a woman and seems to be a
“Cellarius tradition.”

KLEMM 1884 MOSCOW

This Russian translation is of Klemm’s 1882 manual from the German. The order of step
explanations is the same as Cellarius so we need not devote much space to it here, except to point
out that in his Pas Glissé there is a definite stamp-down on count three. And this is a real Polish step-
movement for the Mazur. Why does Klemm have this? Maybe, because in lived in Leipzig which is
close to the Poland and he may have seen Polish dancers? In his Pas de Basque the third count is
done in first position and not as in Cellarius’ third position.

STUKOLKIN 1885, 1900, SAINT PETERSBURG

Stukolkin was a known Social Ballroom teacher for much of the latter 19th century in Saint
Petersburg. He was also a professional stage dancer in of Saint Petersburg.

Before we turn to Stukolkin’s manual let us look at some experiences he had with Polish
Dance. Stukolkin, as well as others, witnessed the Mazur danced by Polish dancers as early as 1851.

The Russians knew and appreciated, at least for the stage versions, the difference between the
Polish and Russian dancers manner of performing the Mazur. We can illustrate this with citations
from an article written by a Saint Petersburg’s reporter in 1851, on the occasion of the engagement
of Polish dancers in Saint Petersburg. *°

First, let the reporter tell us what impressed him about the character of this performance of the
Mazur:

“At the end of Le Nozze di Figaro, all of the singers retired behind the scenes and on
stage rushed four nimble couples of dancers: the men in blue with silver embroidered
greatcoats and caps, the women also in Polish national dress. The mazur started,
passionate and full of enthusiasm, a fiery mazur adorned with all of its various figures
and poetic poses, full of grace and ravishment, sometimes on the edge of true bravery

19 Janina Pudelek, “The Polish Dancers Visit St Petersburg, 1851: A Detective Story,” Dance Chronicle, Vol. 19, Number 2, (New York:
M. Dekker, 1996), pp. 171-189.
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and even debauchery. The skillful danseurs cleverly stamped their feet and the pretty
ladies passed among them full of enthusiasm. Wonderful! Extremely beautiful! The
effect was complete, the audience ecstatic. Shouts and applause were so loud that one
could not hear the music. . . .this magnifcant mazur had been, as has already been
said, a complete surprise—a very fine surprise!

Let us look at the adjectives used in his review: passionate, enthusiastic, fiery, grace, ravishment,
bravery and debauchery. By “debauchery” he probably meant the erotic-sexual attraction of men and
women—maybe, just natural playfulness or allurement.

Now this was a theater performance, by the leading “character-dancers” of Warszawa, who
were brought to Saint Petersburg by the invitation of Nicholas I as a present for his wife. %

Against what standard could this reporter and the theater-goers have measured the way this
was danced? They only had, apparently the performances of Russian dancers and their own
experiences with the Social Ballroom Form of the Mazur: the Quadrille-Mazurka. Members of the
audience, who had received instruction in the Quadrille-Mazurka, could participate in the Ballroom
Form, but they then as now, could not approach the level of intensity and skill of execution that a
professionally trained dancer achieves; this is especially so, when a dancer is recognized as being at
the level of a “Mazurysta,” as a number of the Polish dancers were or would become.

But what did Russian dancers have to say? Two Russian dancers, who latter wrote dance
manuals which included instruction in Mazurka dancing, did dance with the Poles. Forty years after
1851 one of the Russians dancers, Timofei Stukolkin, wrote:

“In the beginning of 1851, the tsar Nikolai Pavlovitch wanted to please the tsarina
Alexandra Feodororona with a surprise. Therefore he ordered give cavaliers and five
ladies chosen from the best dancers in Warsaw to execute the so-called Blue Mazur,
which got its name from the color of the costumes worn. They were Kwiatkowski,
Popiel, Meunier, Majewski, and Gilbert. Of the ladies, | only remember the names of
two. Kotlarewska [Kocmierowska] and Damse. During one of these performances,
when they were playing some opera—I don’t remember the title—the curtain went up
during one of the intermissions to the astonishment of the audience(there having been
no announcement on the posters) and our guests made their first appearance. They
executed this national dance of theirs in a really masterful way. The blue mazur
appealed to the tsar so much that he ordered it to be repeated in a particular way:
four Polish chevaliers with Russian ladies and four Polish ladies with Russian
chevaliers. The success of this mixed execution rose above all expectation. Our
dancing of this delightfully beautiful and showy piece pleased and excited the
audience so much that the applause could be heard backstage where we were already
beginning to stamp our feet. The applause grew louder and louder until reaching its
fortissimo as couple after couple ran out on the forestage. Among the Russian
dancers who took part in this event with me | remember Alexander Piszo and
Alexander Szamburgski.”” %

But what about particulars of the Dance? Besides the “Blue Mazur” they also danced, among other
things, in a second Polish Ballet “Wesele z Ojcow.” Although its story and dancing is set in the rural
Krakow region of Poland it does contain folk-style like Mazur dancing.

The distinction between these forms of Mazurs was noted by some: Stukolkin in particular.

“The Poles showed us that the mazur in these two ballets must be executed in different
ways.In the first with nobleness and grace, in lordly style; in the second with fire,

2 Janina Pudelek, “The Polish . . ., p. 178. This Mazur, called the, Blue Mazur, was part of a Ballet and was its concluding Ball scene.
2L For the full story see Janina Pudetek’s previously cited article.
22 Janina Pudelek, “The Polish . . ., p. 180.
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stamping of feet, and throwing caps high in the air—in short, in folk style.” . . .Alas!
Now [1895] this distinction in executing the mazur is completely ignored by the
majority of dancers [i.e., the Russians], even those who specialize in them.” %

Stukolkin refers here to the manner of dancing the Mazur on the stage, by professional dancers.
What he probably means is that they mix the rural, gentry-peasant type, the “Obertas” with the
upper-class Noble style or Aristocratic Ballroom style.

When it comes to dancing the Noble style we can point out that many of our dance teachers
have warned students against this mixing: however, as in much of life, how one does something is
more important than what one does! It has to do with elegance of movement, motion, and
character—and not everyone has these qualities—unfortunately.

On the other hand, the rural or rougher Forms remind us of the origins of virility, of power of
a lust for life and joy of Dance. All one needs to do is to maintain its spirit and élan for the other
Forms of the Polish Mazur: Ballroom and Stage.

Now for Stukolkin’s 1885 manual. ?* In his very introduction he speaks of the master stage Polish
dancer, Feliks Krzesinki, who celebrated his fifty years as a professional dancer on the Saint
Petersburg and Russian stages, with a gala performance. (If | recall correctly he was partnered by his
daughter, Matilda.)

“MHe CIy4usIoch OMHAXKIBI BUACTh Ma3ypKy, KOTOPYIO TaHIIOBAb OJMHB MAaCTHTHINA
OOUIIPD (Ch TOJBCKON (paMIIME) Ha CBOEMbB IMATHUACCATIIIETHEMB IOOMIIee, — 3TO
ObLTH promenade Ma3ypkH, KOTOparo s yxe Ooijiee, Bb TEYCHHH MHOTHXb JIETh, I€
BUAATb. 0e3b BCIKHXH BBIYYPHOCTEH, Ma mpocThixh Pas de basque u kaBaaepb U jama
CHIeNa y Kpyrb 10 3aie, — 3TO MarHaTh IyCTUBIINNCS Bb TaHIbl. — Hayo ObI10 BUIETD,
Kakb OHb BeTb KpacaBHIly JaMy, KakKb BOCTOP)KEHHO JIOOOBajics €0 u, 0e3b BCAKAro
3TOM3MAa, JaBallb BO3MOXKHOCTH JIFOOOBATCSI M OKPYKAIOIMMB. Y TOHYEHHO, JIEJIMKATHO,
MATKO, 0e3b BCAKAro IIyMa M pe3KUXb, YIJIOBAThIXb JBIKEHEH, OHB MpPUBENHL Bb
BOCTOPT'b BCE 00mIecTBO.” 2

I had the opportunity to see the Mazurka danced by an old jubilant (a man of Polish
family) on his jubilee. There was the Promenade of the Mazurka, the like of which I am
sorry to say | have not seen in many years: without pretentiousness, with a simple Pas de
Basque the Gentleman and Lady circled around the room—this was a Magnate starting to
dance.

It was necessary to see how he led the beautiful Lady, how rapturously he
admired her and, without any selfishness, presented her [as they danced] so that others
could admire her. Exquisitely, delicately, softly, without any noise or sharp, awkward
movements [of the body or arms] he delighted all of us.

It is strange that he did not identify by name this famous dancer.

He then contrasts the Rural Gentry (Szlachta) way of dancing the Mazur, or “Mazurek” with the
Salon Ballroom From, naturally to the detriment of the Rural variant. And just as Petrovski did in
1825 he likens this to the Polish Krakowiak Dance. Perhaps he read Petrovski, though it is more than
likely, that he knew the Dance.

23 Janina Pudetek, “The Polish . . . ,p-187.

2 . Stukolkin, JI. Ctkkonknms, OnerrHbIt Pacriopsaurens Y Iperonasarens Bansubixs Tanmess, Experienced Manager And
Teacher Of The Ballroom Dances, (Saint Petersburg: 1885), p. 70.

25| . Stukolkin, JI. CTKKoKuES, ONBITHBI . . . , p. 70.
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Then there are general remarks about the music and divisions of steps for men and women.
Although he states that the Mazurka steps have no special names, he calls them “Mazurka steps,” he
then uses the very same French terms and also their order as did Cellarius, except that he did not his
the term “Pas Glissé,” as Petrova did not (1883).

He does tell us that that this step-movement is to be done on the toes, which really means that
the weight is to be on the front part of the foot or the ball of the foot and also that the feet are to be
“turned-out” as is done in Ballet. There are to be no abrupt jumps or risings of the body. Then
Stukolkin turns to a lengthy description of the woman's steps. He gives us three.

1 Chasse
2 Pas de Basque
3 Pas de Boite

You will recall that the Chasse and Chasse-like Gliding step-movement have been completely
analyzed in our other work on the Mazur-Mazurka. % Since he goes into the timing of the step we
shall repeat fragments of what he said about it.

Ladies dance the Mazurka with the usual Chasse . . .In the Mazurka the Lady
moves lightly, evenly, being graceful with her body movements. Soft and light
movements are her best adornments. . . .[while] in the guidance of the Gentleman the
Lady glides or runs on the parquet, inspiring the energy of the Gentleman with her calm
movements. She is a complete contrast to his boldness and swingingness. With her proud
carriage she dominates the Gentleman as a tsarina of his intentions . . . Sometimes it is
permissible [for the Gentleman] to click his heels but only now and then.

Now for the details of attempting to dance the Chasse in the Mazurka, according to Stukolkin.

The Chasse step of the Mazurka may be [musically] divided as follows: the first motion
starts with the right leg— long, the second one, with both legs at the same time— short.
Thus, the first movement takes (2/4) and a little more (2/4+1/8), the second movement
takes the third quarter and even less (1/8). This can be expressed arithmetically as follows:

1st movement (2/4 = 4/8+1/8);
2nd movement (1/4 — 1/8 = 1/8) which is 6/8 = 3/4s,

Musically— this is a dotted half-note followed by an eight note which equals three
quarters. The shorter the second movement is [made] the closer it conforms to the
Mazurka tempo [since] the stress is on the third quarter. . . . In dancing the Chasse the
stresses are made on the third quarter: one, two, THREE; one, two, THREE; . ..

To do this step on bended knees is similar to creeping [or crawling] on the
parquet [Ballroom floor] and this is unpleasant to look at; thus the movements must be
made with the legs being quite stretched [almost straight]. Only when done in this way
can you have a lightness to your movements.

Remember how Petroski and others complained about the intrusion of steps being used in the
Mazurka which were not part of the Polish or original Mazur? The usual culprits are French dance
teachers or anyone who wants to distinguish himself from other dance teachers. This Chasse is a
definite borrowing from the French Quadrille. Of course, in the Quadrille it is a perfect step-
movement, since it is a 2/4 time Dance as is the step.

% See the main Mazur work by the present author, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka.



RUSSIAN MAZUR-MAZURKA DANCE MANUALS 16

We have thoroughly explored and experimented with this step (as we do with all step-
movements) the result of which is that it is difficult to fit this into the Mazur-Mazurka, but not
impossible. 2” We included Stukolkin’s long description of this because of the care he took in
describing it musically.

There are parts of Stukolkin’s explanation which are valuable, in particular, that the “quality
of lightness,” comes from dancing on straight legs (more or less). This is applicable to almost the
entire range of Mazur-Mazurka step-movements, especially to the more Utanski-Polish Military
style of dancing for the men. It is also helps one to distinguish the difference between “sliding” from
“gliding” step-movements.

Recall that according to Stukolkin the Chasse is the woman’s first step! As we recall he is the only
one to state that this is so—of course, he may have just wanted to give a logical structure to the
generalized gliding-running movements which Polish women did in the Mazur-Mazurka—this was
remarked upon by Polish dance teachers and also by Cellarius. %

So now we turn to the woman’s second step, the Pas de Basque. It is the usual description except
that the leap should be minimally done and that the stepping is done on the tip-toes.

Stukolkin then apparently clears up what the “probezhka” ITPOBE3KA step was. He states that it is
just a single measure in a four measure sequence moving forward and consists of clicking the heels
together three times to the tempo of quick, quick, pause, slow. So it is not really a running step-
movement, of and in itself, but is just heel-clicking done at the ending of the step—sequence whose
nature is, that of a “running,” moving forward, even though the first three measures are the Pas
Glissé done by the men. We have already elsewhere described this fourth measure as “Koguciki” in
another work. These are wonderful adornments for the men.
But as the next Russian dance teacher shall reveal this is not the Probezhka!

The remainder of Stukolkin consists of the usual Mazurka features: Hotubiec Couple Turn
and figures.

CHISTYAKOV 1890 SAINT PETERSBURG

Chistyakov’s manual is important for two reasons: it has photographs and it explains what the
Probezhka is.”® Let us turn to the step as described by him. As with Stukolkin, this is the man’s
second step.

“2-e pa mazypru 051 Kasaieposv. NPooHMCKA.

“JlemaeTcs ma-je-0ackb, Cbh 3aMETHBIMB IIPBIKKOMB Ha TIEPBON YETBEPTH U Ch PE3KUMb,
OTPBIBUCTBIMB UCIIOJIHCH €Mb TpeTBeﬁ YCTBCPTHU. ,Z[aMBI HCIIOJIHAOTS MIPU 3TOMD I1a-
ne-6ackb — riaBHo.”

% See the main Mazur work by the present author, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka, under Sliding-
Gliding step-movements.

2 \We have also done something similar in that we have given matrix which generates these step-movements. See the main Mazur
work by the present author, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka, under Sliding-Gliding step-movements.

2 A, D. Chistyakov, A. JI. Ynctsikors, Merommueckoe Pykosoacro Kbx Opydenmio, A Methodical Handbook For The Learning

Of Dances, (Saint Petersburg: 1890), p. 116.

% A.D. Chistyakov, A. 1. HuctsikoBs, Meronuueckoe . . ., p. 115-116.
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The second step for the Gentleman: Probezka.

The [Gentleman] does a Pas de Basque with a slight leap on the first quarter [beat] and
with a sharp, abrupt action on the third quarter. At the same time the Ladies do the Pas de
Basque smoothly, evenly [quietly].

So this is what it is!—it is just the man’s variation with an accent on count three which is mentioned
in Cellarius and Zorn. So how did Stukolkin lead us astray? It seems to be in his usage of the term
“pas.” He uses it to mean for him a complete step-movement, such as in a Pas de Basque and as an
individual step so that a phrase such as “three passes and probezhka” can be interpreted in two
different ways: one of which I did.

However, both of these interpretations, as objective dance movements are correct; they both
existed in Historical time and the “Koguciki” still is very much alive today! The Cellarius’ Pas de
Basque has fallen by the wayside.

On the other hand, maybe Stukolkin simply mis-named it.

What was Chistyakov’s first step for the man? Why the “first Mazurka Step.” It is just the Pas Glissé
with one rise. This is what we have classified as the, “Posuwisty Z Jedna Podskokiem.”

Now let us look at Chistyakov’s description of the woman’s Chasse step-movement which he
considers the woman’s first step.

“JlaMb MOTYTH JeNaTh Ia-Ae-0ackhb, HO MOTYTh TAHIIOBATH M ITACCE Ch pa3JIelicHHEeMb Ha
3 pOBHBIXH TEMIIa, IPU YeMb MEPBOC JBIKECHHE IMPABOW HOTOW JUIMHHOE, TUIABHOC;
BTOpPOE —KOTJIa JIeBasi HOra MOJBUraeTCs, — IUIABHOE; TPEThe — IMPaBOH — KOPOTKOE
OTPBIBHCTOE; 3TH Ta JaMbl JIENAlOTh 0€3b BCAKHXD CKAYKOBB, IUIABHO CKOJB3S IO
napkery.” &

The Ladies can do the Pas de Basque, but also can dance Chasse with a separation of
three equal times, with the right foot first, moves with a long, smooth one; the second —
when the left foot slightly moves,—is smooth; third— the right — is short and abrupt;
these steps the Ladies do without any jumps, smoothly gliding on the floor.

Keep in mind that Stukolkin’s first edition was published in 1885, five years before Chistyakov. Is it
a coincidence that Chistyakov seems to follow Stukolkin?

Chistyakov manual is a little more pedagogical sounder than Stukolkin as it is for a school
and gives a progression of lessons according to the school classes and comments about teaching.
And this brings us to the photographic evidence in this manual. Unfortunately it does not show steps:
only couple positions using male students in the photographs.

Here is one of the photographs which shows how the Waltz couple position has influenced
the Polish Hotubiec Couple Turn. (You will re-call the Polish drawings of this.)

3L A. D. Chistyakov, Merommueckoe . . . , p. 115-116.
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In the open couple position the Lady holds her gown with her free hand.

DE-KOLNYARA 1890 MOSCOW

According to his title page De-Kolnyara was a Ballet master in Moscow. This is the seventh
corrected edition of this small handbook. (The first edition may have been published in 1866.) It is a
book of Ballet Stage Character or National Dances with instructions for some Ball Dances which it
purports to teach in nine simple lessons. Lesson nine is the Mazurka. Her remarks come from at least
Petrova.

There is nothing original here.

ZORN 1890 ODESSA

Our source for Zorn is his German manual of 1887 and its later English translation. There was also a
Russian translation which appeared in 1890. Zorn taught dance in the city of Odessa. Zorn follows
Cellarius except that the order of his steps is different. He did recommend that the term Pas de
Basque be replaced by Pas Courant as this is a better description of its running nature.

YATSKOVSKI 1891 KOSTROMA

We were happy to obtain the only manual entirely devoted to the Mazur-Mazurka in the Russian
language. ** But then we were disappointed when upon examination it proves to be an almost

¥ V. F. Yatkovski, B. ®. SInxoscums, 100 ®uryps Masyku, (Kostroma: 1891).
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complete copy of Mestenhauser's 1880 edition of 100 Figure Sequences for the Mazur! There may
even be echoes of Lipinski Mazur manual of 1878.

Yatskovski’s title translates as “100 Figures for the Mazurka” and is practically all
Mestenhauser. Do you remember that Mestenhauser mentioned that his book was copied? At least
this is a back-handed compliment to Mestenhauser in his life-time. The place of its publication,
Kostroma, is not too far from Moscow, so maybe, we can think of it as being in the purview of
Moscow and was satisfying a dance need of the area around Moscow. Other than this it throws no
new light on the Mazur-Mazurka.

GAVLIKOVSKI 1889 SAINT PETERSBURG

This author’s name comes up in source references of Russian manuals. We have not obtained this
manual. Most likely it is just copies of the manual of the dance teacher of Paris, Gawlikowski, a known
dance teacher of his time. His manual was just Cellarius.

STUKOLKIN 1894 SAINT PETERSBURG

This is not one of Stukolkin’s re-prints but a separate pamphlet of sixteen small pages.*® It is a
collection of five figure-sequences for the Mazurka in Quadrille form. But why did Stukolkin write
this? Let him speak to us:

“Bpimryckas Bb CBEr'b HOBBIM caJlOHHBIA TaHelb «Kagpuinb-Masypkay,
CUNTaI0 HEOOXOAMMBIMB BBISICHUTH MIPUYHMHBL, TOOYIUBIINS MEHS MOTIONHUTH KpaiHe
. . 34
OeITHBIN U yCTapenblil penepTyapb OalbHBIXD TAHIEBD.”

Just what induced me to write this new salon Dance “Quadrille-Mazurka”?

“Becemsmasicss myONWKa Hamia COBEPIIEHHO OXjajnena, Kakb Kb
(paHIly3CKON KaJpwiH, TaKb U Kb APYTUMb, MEIKUMb TaHIAMb U €CIU Bb IICIIbIH
BeYepPh MPOTAHIYIOTh OJHY-IBE KAJAPHIN, TO KAKBTO HEOXOTHO, 0e3b BCIKOU
3a00TBI O NpaBUJIbHOMD BBIIIOJITHCHUN Q)Hrpr n OO0JKHaro CO6JIIOI{CHI/I$I TaKTOBBb
MY3BIKH, TIpeBpaliasi TAKUMb 00pa3oMb 3TOTh MPEJIECTHBIN TaHeIb, CYIIEeCTBYOLIUI
MOYTH JIBECTH JIETh, BO YTO-TO HEy3HaBaeMoe. [IpHUMHY 3TOTO yHaaka U OXJIaK
JICHUSI, KOHEYHO, HAJ0 HEKaTh Bb TOMb, UYTO KaJpWIb YyCTapelia Becensmiascs
myOJIMKa UIETh Yero-To HoBaro.”

Our public Society has become rather cold to both the French Quadrille and
other fine, small, little dances. Even if during an entire evening they dance one or two
quadrilles, however somewhat unwillingly, neither having any care to do the figures
correctly nor [dancing] in time to the music, thus a charming Dance which lasted for
two hundred years has been transformed beyond recognition. The reason for this
decay and coolness is that the quadrille has become old and the public is looking for
something new.

% . P. Stukolkin, Hoserii Canornsiit Taners: The New Salon Dance: Quadrille-Mazurka, (Saint Petersburg: 1894).
L. P. Stukolkin, HoBsiii . . ., pp., 3, 4, 5.
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“Ha Oamaxb W TaHIOBAJIBHBIXH BeUepaxb Teleph TOJIBKO W TaHIYIOTCS Ch
YIOBOJILCTBUEMbB H Ch MOJHOM 0X0TOI—ATO Valse a trois temps u masypka. ..l BoTb,
3TOTH MOCIEAHUHN, BCEbMU W3TIOOJICHHBIH TaHEllb, BECbMa PEIKO MOXKETH MPOUTH
OKWBJICHHO, POBHO M KpPacWBO, TaKb Kakb pa3HOOOpa3Hasl MMyOJMKa, YaCTHO IO
pa3CessHHOCTH, YacTHIO [0 HEMOHWMaHWI0 (GUTyph, XOJOBb W JBIKEHHH, Bb
OOJILIIMHETBE CIy4YaeBb MyTaeTh TH (UTYpPHl M CaMBI ONBITHBIA PaCTIOPSAUTEND
TEpsAETb BCSKIO BO3MOXKHOCTH NMPOBECTH Ma3ypKy POBHO, TNIQJAKO M OKHBIICHHO.
Mexny TeMb, TaHeIlb 3TOTH JIOOMMB BCEMH W CTOUTH OPKECTPY HIIM Tamepy NaTh
CUTHAITh, KAKb BCE OOIIECTBO H MEPEPHIBH TOPOIUTCS 3aHATH MecTa.”

Now at Balls and dancing evenings it is with pleasure and whole-hearted
willingness that only the valse a trios temps [three count Waltz] and the Mazurka are
danced. And now, even this last [Mazurka], which is favored by everyone is [also]
not done smoothly and nicely because various members of the public whether by
absentmindedness or due to not knowing the figures, makes a jumble of these figures
step that even an experienced dance leader or director cannot make the Mazurka go
smoothly. Meanwhile this Dance is loved by everybody and the orchestra or pianist
has only to give a signal for a Mazurka and the entire company is in a hurry to take
places for it.

This is a wonderful testimony to the excitement of the Mazurka, but of course, it has to be learned.

“IIpssiMoe xkemaHUe, TOMUMO OOHOBIICHUS perepTryapa OalbHBIXh TAHIICBb,
JaTh BO3MOXXHOCTh HCIIONHATH 3TOTh M3IIOOJNCHHBIA TaHelh 0e3b 3aypsiaHOU
MyTaHWIIbI, HABEJIO MEHS Ha UJICI0 COCTABUTH Mpeyiaraemyto «Kanpuinb-Masypkay.
[Ipu cocraBneHuM TaHIA S UMHIb Bb BUJIY CAEIAaTh €ro, BO-NIEPBBIXb, HE
OYCHb CIIOKHBIMb, & BO BTOPBIXb, YJAOOHBIMB Uil HCIOIHECHUS Bb JHOOOMB IO
KOJIMYIECTBY 0oOIIecTBe.”

So my desire, besides wanting a renewal of the [standard] repertoire of the
Ball Dances, is to make it possible to do this favorite Dance so that there is no
confusion, [all this] gave me the idea to present this “Quadrille-Mazurka.”

In making up the Dance, | have intended firstly, to make it easy, and
secondly, make it so that it can be done by any number of couples.

How did Stukolkin intend to do this? By making his basic starting point two couples. This can then
be done by small numbers of people and in multiplies of two couples. The steps he mentions are the
same as described by him in his previous manual. He gives his street address where, presumably
students of the Dance can go to be taught.

SHCHAVURSKIY 1895 ZHITOMIR

R. Z. Shchavurskiy was a dance teacher of the schools in the town of Zhitomir. Zhitomir is in the
former Polish Eastern lands and had a substantial Polish population. His manual, really a guidebook,
is only one of three specific Mazurka manuals in the Russian language; however, it is only a small
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booklet manual of figure-sequences with their French names for the figure actions. *He mentions
steps but without explanations.
Here are some of his remarks. Firstly, from his two prefaces:

This work of mine includes the detailed descriptions of twelve of the most
beautiful Mazurka figure-sequences which I have composed so that they may be used
by inexperienced leaders [of the Dance] and also for persons who wish to be well
familiar with the Mazurka. In the text there are all the French words which are
usually used in giving dance commands; in addition the general rules for Mazurka
dancing are included.

Shchavurskiy gives us an insight into a local dance problem and the genesis of his guidebook.

During my ten years of teaching, | could not recommend to my students a
book about the leading of the Mazurka Dance which they requested of me. | could
not find such book, firstly; which would include a popular approach to the leader’s
directing of the Dance and secondly; because, one could never know how many
dancers there would be. Meanwhile one could hardly find dance students who would
want to be subjected to the instructions of an inexperienced dance leader. This
induced me to write this guidebook. | hope that it will prove to be useful both for
leaders and dancers and give a clear conception of how the figures of the Mazurka
are to be done.

The Dance’s character:

“Ecnu Ma3ypKy BEAETb ONBITHBIA TAaHIOPB, TO OHA OXKHBISETH OOLIECTBO U
IPEACTaBIAETh NPHUIATHYIO KapTHHY, YTO, BUPOYEMb, Bb 3HAUUTEIBHOW CTEHEHH
3aBHCHUTH OTH CaMBIXh TAaHIYIONMXb, TaKb Kakb Ma3zypka, KpoOMe XOpOIIaro
JMPIKAPOBAHbS, TPEOYETh TAKXKE MHOTO TPAIIHH, IOBKOCTH H CAMOYBEPEHHOCTH.” *°

If Mazurka is led by an experienced dancer, then it enlivens the Social
Occasion and presents a pleasant picture, this however, to a significant degree, very
much depends upon the dancers, because in addition to good leading, the grace, skill
and self-assurance of [dancers] are required.

The author does list steps:

“Pa OCHOBHBIXH Bb Ma3ypKe—UeThIpe, 8 UMEHHO:

1. Takb Ha3pIBacMoe Ha MazypouHoe (pas Si-sol).

2. Ila, umeromiee Bunp Ocra (pas marche).

3. ITa,—ronyuems (pas coup-de-talon).

4. Tla, Takb Ha3bpIBacMOE, XpoMoe (pas boiteux)
Brpocems, Bb HacTosIIIee BpeMs, Ma3ypKa Takb pa3paboTaHa, 4TO MOKHO CUYHTATH OKOJIO
JIBEHAJILATH 112, YIOTpeeOIIeMbIXb Bb MazypKe. JlaMbl JJOJDKHBI JIeaTh TOIBKO JIBa Ha: Pas
marche u pas boiteux,—a kaBasepbl, OOIBIICIO YaCTHIO, BBIIIC YKAa3aIMHbIs YeThIpe ma.”

The Mazurka has four main steps, namely:
1. The so-called Mazurka Step (pas si-sol)

% R. Z. Shchavurskiy, P. 3. LllaBypcknii, Masypka [pakrtmaeckuii Ypoks [ima Jupmkepors, Mazurka Practical Lessons For Directors,
(Zhitomir: 1895).
% R. E. Shchavurskiy, Masypxa [paxtudeckuii . . ., pp. 5, 6, 8.
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2. The step, looking like arun (pas marche)
3. The step—qgolyupets (pas coup-de-talon)
4. The step, so-called, limping  (pas boiteux)

However, at the present time, the Mazurka has developed so that it has twelve steps.
The Ladies has only to make two steps: pas marche and pas boiteux,—the Gentlemen,
mainly, the above mentioned four.

Then, follows his remarks about how to lead or direct a Mazurka and his entire figure-sequences. As
you can see from the above that on the strength of the mentioning of the “Pas de Sisol,”
Shchavurskiy probably knew Mestenhauser’s manuals—so why did not he just recommend
Mestenhauser’s manual to his students?: pride, professional jealousy, competition among dance
teachers? Cost would be important since Mestenhauser’s is a large book and Shchavurskiy’s is just a
pamphlet.

It is worthwhile for us to, today, to re-call some of the rules which Shchavurskiy gives for the
Ballroom for the Mazurka.

The Ladies have to be invited at the beginning of the dance event for the Mazurka.

To notify the assembled people that the Mazurka is to be the next Dance the orchestra
gives two signals with no more than five minutes between each signal. The Mazurka
actually begins two or three minutes after the second signal is sounded. At the same
time as the second signal the director-leader announces, “Messeurs, engages vos
dames,” (Gentlemen, invite your Ladies).

At the second orchestral signal all the Gentlemen go to the Lady they are to dance with.
Commands are to be given in a clear, loud voice but it is not respectful to shout.

If the person leading the Mazur is also dancing then this pair is considered to be the
first couple. If this person is not dancing he is to be ready to correct any confusion
which may arise and re-start the Mazurka.

One of the nice things that Shchavurskiy has done is to have interwoven the dance commands into
the body of his figure-sequences. And also to have provided us with additional evidence that
Mestenhauser’s book was know in his own time: the other evidence being Yatskovski in 1891.

CHALIF, 1895 ODESSA

This is a small manual * which describes only the figures of the French Quadrille and of the

Cotillion. The Mazurka was one of the dances which could be done with these figures. The author L.
G. Chalif states the he was a member of the Imperial Ballet of Warszawa and a Ballet teacher there.
And yet he had nothing to say about Polish dances!

Chalif give us a sample Social Ballroom Dance program. *® There are thirteen dances listed
as follows:

First Waltz

3 L.G. Chalif, JL.T. Xamuds, MckycetBo Beis Jlupikepoms, Instructions For Dance Directors, (Odessa: 1895).
% |.G. Chalif,, HUckycctO . . ., p. 14.
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French Quadrille
Polka
Waltz

Polka-Mazurka

(Intermission)

Polka
Waltz Mazur
Varsavian
Waltz
French Quadrille
Galop

(Intermission)

Cotillion and Mazurka
Polonaise

Note that there are three Mazur-Mazurka variants here with the main one being done at the end of
the Ball. Finishing which the less energetic Polonaise is a tasteful way to end the dancing although
opposite to the traditional way of ending a Polish Ball.

But there is something else that is interesting about him. In 1915, a Louis Chalif, published a
dance book in New York bearing the imprint of the “Chalif School of Dance” of New York City.
Apparently this is the same person. Furthermore an original copy of Mestenhauser's 1901 Mazur
book was donated to the New York Public Library by this dance school! It was this very book which
contributed to the present author’s journey into the wonderful and beautiful adventure of the Mazur-
Mazurka.

RAEVSSKI 1896

F. Raevsski’s manual is modeled if not a plagiarized copy of Stukolkin’s 1885 manual. *° So we
shall not repeat previously cited items but there are some different things in Raevsski which are
worth mentioning one of which is right on the title-page. There he states that he was a dancer at the
provincial theaters of Russia. So maybe he can point out differences between the “provincial
Mazurka” and that of Saint Petersburg.

“Jlama Bcerja IOJKHA HAXOIUTHhCS Ha TEPIBOMB IUIAHE, a HE I033jH; KaBajiepb
JIOJDKEHb KaKb OBl JTF0O0BAThCS €0 W HACTHAXKAATHCS TPAIIMO3HOCTHIO €5 IBUKCHHH, a
40
BB TO )K€ BpeMsl 1TaBaTh BO3MOKHOCTH JTFO00BATHCS M IPYTHMB.”

The Lady must always be placed slightly ahead [of the Gentleman] and not be behind
him; the Gentleman is in admiration of her and enjoys the gracefulness of her
movements and at the same time presents her so that others may admire her.

% £ Raevsski, Jlupmxeps, Conductor: A Practical Guide For The Conducting Of Balls And Social Dances, (Saint Petersburg: 1896).
40 F. B. Raevsski, Jlupmkeps, . . . pp. 67, 68, 71.
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“Ila Ma3zypKHu JICTYC ITOKA3aThb Ha ACJIC, YCMb OIIUCATh UXDb;, . .

Steps of the Mazurka are more easily shown than can be written about; . . .

“Boo0ie, Mazypka OoJjbllle BHIMTPHIBAETh Bbh CBOCH NPENECTH, €CIM €€ TaHIYIOb
BOCHHBIE: KpacoTa MYHAMPOBB W IIMOPHI, KOTOPHIMH HEOOXOJMMO MO BPEMEHAMD
MO3BSIKUBATh, yBJICKATEJIbHO ACHCTBYIOTH Ha TAHLYIOIIMXb W 3puTeneid. MHorue
IOTAaTCKUEC JaXXE HAPOYHO JIOJABA3BIBAIOTH HINOPHI, 4TOOBLI OTUYETHBEE AKICHTUPOBATh
3TOTH BOCXUTHTEIBHBIA TaHElb, pa3yMeeTcs, He 3JI0YHOTpeOsisi MU U HE cTyya
0e3p Hyx1bl. He cBoeBpeMEHHBIN CTyKbh UMHU HENPUATHO ACHCTBYETH Ha CIyXb H,
KpOMe TOT0, COMBaeTh Ch TakTa.”

Generally, the Mazurka looks best [or is most impressive] when it is danced by
military men: the beautiful uniforms and spurs, which are necessarily clicked
together at times is fascinating to the dancers and spectators. Even civilian men will
arrange their spurs to give more distinction to the delightful Dance but of course,
without beating the heels together too much. The untimely clicking of spurs is
unpleasant to hear, and besides, [often] is done out-of-time to the music.

He then described a step-movement which we have named and classified as “Hotubiec Z Kreszany.”
Raevsski’s is the first mention of it.

. HO, TIOBTOPSIIO, M€ y Ka)Iaro, €CTh YYHUTEITH. OOJBIIICI0 YacThIO MOJIOJBIE
JIIOJM 3aMMCTBYIOTCS JAPYrb OTh Jpyra, Bb OCOOCMHOCTH Bb MPOBUHIIMH, U
M3YYal0Th BCE TAHIIBI TOYTH HATIISIHBIMB OBPa30oMb.”

.. .but, I repeat, not everyone has teachers: most often young men learn from each
other, especially in the provinces, and learn the dances by observing others.

TIKHOMIROV 1902

This is another manual by a professional dancer.*! It is not a thorough instruction book. It has the
feel of being a rush-job.

He states that the Pas Glissé, given in all of these manuals as the man’s step, is the easiest to
learn.
Like Raevsski’s manual it has illustrations of dancers in the Polish-Rural-Szlachta-Gentry dress for
the Mazurka, which was and is the stage-dress for Russian Operas and Ballets.

Here we present comparative drawings from both authors: they show the Holubiec Couple
Turn.

“L A. D. Tikhomirov, A. JI. Tuxomuposs, Camoyntib Mousixs Bansasixs Tanuess, The Self-Study Book For The Modern Ball
Dances, (Moscow: 1902).
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RAEVSSKI 1896 TIKHOMIROV 1902
OTTO 1902 MOSCOW

A. K. Otto’s manual of 1902 **is perhaps a defining moment, in the history of Russian dance
manuals, in its description of the basic step, since it is not the Pas de Basque. We here present Otto’s
description in his original order. He first started with the following drawing of the open couple
position for the Mazur-Mazurka. (Notice that the man is carrying his hat in his left hand. This
prevents him from showing, that is to say, prevents him from easily leading the Lady.)

The steps of the Mazurka have to be done lightly, beautifully and gracefully. The Gentleman in the

Mazurka has to be adroit and lively. The Lady should be flirtatious and should not be passive at any
time.

“2 A, K. Otto, Camoywurens HoBenmnxs bansabixs Taness, Teach Yourself The Newest Dances, (Moscow: 1902). All the citations
and translations are from pages 87-92.
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The first step for both the Gentleman and Lady is the same; with the only difference being
that the Lady starts her right foot, but the Gentleman with his left foot. [This means that from the
starting couple position both start with their “outside foot.”] This description is for the Gentleman
starting with his left foot.

“Ilpn cuere pa3b NPUNOAHATH JIEBYID HOTY HEMHOTO OTb HOJY BIEPEIAb,
OJHOBPEMEHHO IPU IOAHATHH JIEBOM HOTU BIEPEAb BBICKAIb3bIBATh NPABOIl HOTOH
CTaBUTH JIEBYI0 HOTY Ha HOI'h, TaKb 4YTO TpaBas Hora OyJeTh BIEpeaH, a JieBas
ocranercs no3anu. [Ipu cuere nBa — maysa; MpH cyeTe TPU — IOCTABUTH JIEBYIO

Hory Briepexs. ”

1) On count one slightly lift the left foot a little off the floor placing it, by sliding it
forward, and at the same time that the left foot is slid forwards the right foot is
also slid forwards, so that with the sliding of the right foot forward place [now]
the left on the floor, so that the right foot will be forward of the left foot which is
to the rear of the right foot.

2) On count two there is a pause;

3) On count three place the left foot in front.

The next measure has opposite footwork: both the Gentleman and Lady do this step.

We have already examined and discussed this pause on count two in other works of ours.
See the complete thoughts of ours under the title of the “Basic Running Mazur Step” or under “Some
Important Historical Variations” or anywhere the Pas de Basque in mentioned in the Mazur or
Mazurka.

“Jlos mambl TpeOyeTces TOBKO MPEeBOe Tla Ma3ypKH, a I KaBayiepa 0oJbIe, T. €. [19Th
» 44
na.

For the Lady it is only necessary to do the first step of the Mazurka, but the Gentleman more
are required, that is, five steps.

In all of these steps there is a “pause” on count two. In both Londynski and Otto the steps are the
same: only the figures are different.

Now where have we had this variation before? We remember that it has a long lineage in the in the
remarks and manuals of Saint de Leon, Htasko, and Staczynski: these all before 1847. But an even
more interesting discovery, first to be brought to the attention of the world now, is that this
description is the same as that of the Polish author, Botestaw Londynski who has the same
description as does Otto.

However, the first edition of Londynski’s book is 1905—after that of Otto. Could the Polish
author have copied the Russian manual? Perhaps he did, but there was not any need to, since the
same descriptions are contained in the earlier works of both the Polish authors Rochacki and
Mestenhauser. In his 1921 edition, Londynski states on the title-page that he has conducted
interviews at the finest dance schools about the dances. This implies that we have a contemporary
window into the dance practices of the inter-war years, in at least Warszawa.

43 A. K. Orro, p.88.
4 A. K. Orro, Camoyurens . . . , p. 88.
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What Londynski does have is a nice illustration which gives a hint of how this step should or
may be done. Here is the illustration.*

This can be interpreted as being the first part of count one, except that it starts with the man’s right
foot, or “inside foot,” which is the way that most Polish dancers do start.

This illustration was not given by Londynski to show us a step but to show us the proper
couple position: just as Otto did. The Gentleman no longer seems to carry his hat with him, but this
is not true, since in another drawing in Londynski, he is holding his hat!

PETROV 1903 MOSCOW

Petrov mentions Stukolkin’s remarks about the Mazurka. He also states that is not add for the
general public but he does give limited instructions for the Ballroom version. “°

Petrov seems to give us two variations of the Pas Glissé—there are several; however, his
descriptions are not clear enough for us to definitely distinguish between them. We have completely
described them in our own work. */

He reopens the “Probezhka-Debate” all over again by identifying it with the Pas de Basque
with the accenting cut-out on count three and as a “heel-beating-cutting-out” exercise [my quotation
marks and interpretation] presented here:

“HpeanaratoTs elie y4uTh HPOBEKKY TaKUMb O0pa3oMb: yIapuTh MpaBoOn

HOTOH, cuWTas pa3b, W TOTYACH YyNAPUTHh JIEBOM HOTOH Takb, UYTOBHI yJaphl

9 b b 48
CIIBOMJIMCD, CUUTAs /1Ba; IOTOMb yAAPUTh NIPABOil, HO MEIUIEHHO, CUUTas TPH; . . .~

“* Boleslaw Londynski, Tance Salonowe, (Warszawa: J. Fiszera, 1921), p. 84. Londynski wrote under the pseudonym, M.
Rosciszewski.

4 N. P. Petrov, OnbiTel MeTomuKu OGyuenus Taniams B VueOHbixs 3anuamb, Experiences Of The Method Of Dance Teaching In
Educational Institutions, (Moscow: 1903).

“" See our, The Elegant Polish Running-Sliding Dance: Mazur-Mazurka.

“8 N. P. Petrov, Ompits! . . . , pp. 191.
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Sometimes it is proposed to be learned as follows: to click-heels with the
right foot, counting one and at once to click the left foot so that the clicking are
doubled, counting two; then to click once more with the right foot, but slowly,
counting three; . . .

This is just the same as Stukolkin.

KHRZHANOSKII 1903 RIGA

The capital city of Latvia is Riga. The Mazurka section in this small manual “° is only two pages long

and is of no consequence except that indicates that the Dance existed in the sphere of Russian influence.
IVANOV 1908

This book, as with most of the manuals from the 1900s, gives more space to the newest of the couple
dances, than of figure dances like the Mazurka. *° This one has the distinction of having on the cover a
“cake-walking” couple. It has short descriptions similar to Petrova (1883).

BORATKOVA 1953 MOSCOW

It was only with the demise of the Russian Imperial World and the ending of World War Il that a
Social Ballroom dance manual published in the Soviet Union finally recognized what the Polish
Basic Running Step was and is today. >*

While still using the term “Mazurka” the first step tells us everything, “Jlerkuii 6er,” which
means a, “Light run”— the Pas de Basque has vanished. Even though we have known the true nature
of this movement from personal experimentation, practicing with teachers and study of the Polish
manuals in particular, we present the Russian description for the record.

Here is described one measure.

“H3 3arakTa TpaBYI HOTY CJErKa OTAETHEh OT ITOJIa M BHEIBECTH Brepen (Hora
BBITIPSIMJICHA B KOJICHE, HOCOK OTYIIEH BHU3).”

At the [count “and” before count one lightly raise the right foot off the floor [near the
floor] a little in front of the left foot (right leg is straight at the knee, with the toes
lowered).

“Ha cuet «pa3» Cuenath HeOOJBION 1Iar BIEpe ] MPaBoi HOTOMH, clierka mpucenas Ha
Hell. JIeByro HOTY uepes MEPBYIO MO3ULHUIO MPOBECT BIIEPE/, B YUETBEPTYIO MO3UIIUIO
(HOTa BEIIIPSIMIICHA B KOJICHE, HOCOK OMYIIEH BHU3).” %

49 B. Khrzhanoskii, b. Xpsxanosckaro, Hopbitmmit Camoyuntens Tanness, The Newest Teach Yourself Book Of Dances, (Riga:
1903).

%0 . lvanov, 1. Usanoss, Hossitmmit Camoyunrens Bansubixs Tanmess, The Newest Teach Yourself Book Of The Ball Dances, (n.
k.; 1908).

5! . Boratkova, JI. BopatkoBa, Tauusr,“Mazurka,” (Moscow: 1953).
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“Ha cuet «aBa» — HeOOJBILION IIaT BIEpea JIeBOi HOron.”
“Ha cuer «Tpw» HEOONBIION IIar BIepea MpaBoil Horoil. JIeBylo HOTy cierka

OTAETUTH OT I0JIa ¥ IPOBECTU Yepe3 MEPBYIO MO3ULIUIO BIEpe.”

On count one take a small right step forward, lower your weight, as in sitting,
somewhat on that right leg. At the same time, bring the left leg forward, ahead of the
right foot in fourth position (left leg straight, toes downward).

On count two — step forward onto the left foot.

On count three take a small forward onto the right foot. The left foot lightly comes
off the floor [near the floor] slightly place ahead of the left foot.

Then one repeats with the other feet, etc. The step is to be done lightly.

We include the illustration from this book which shows the dancers in the contemporary dress of the
time.

%2 . Boratkova, Tanugsl, “Mazurka,”. . . pp. 158.
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CONCLUSION

Let us take a look at what was happening in Poland from the dates of publication of
Mestenhauser's manuals: 1878-1901. This also covers the bulk of our Russian sources, for all
practical purposes, which are from 1871 to 1902. They were all, apparently, from their own
pages, teaching the Pas de Basque.

During this time what was Mestenhauser teaching and what was Poland dancing in
the Mazur-Mazurka? Mestenhauser gave two variations of the running-type step: “pa Marsze
mocne” and “pa Marsze suwany.” Both are subsumed under the general title “Pas Marche.”

The first is, after the initial leap forward on count one, followed by two stamps done
in place. This is done by men as a rhythmical ornament. (This can be done by male spectators
who thereby are adding to the spirit of the dance.)

The second variant, the “pa Marsze suwany” is of particular interest to us as it deals
with the puzzle of the Basic Step as we try to answer the question what was and is the Basic
Mazur-Mazurka Step and how should it be done? We shall give here a short description of it
for a single measure. It starts with the weight on the left foot.

Count 1 make a low leap forward onto the right foot,
Count 2 push the left foot directly forward,
Count 3 drag the right foot directly forward,

What is more than equally important was how it was used. We cite Mestenhauser:

“Pa marsze suwane, jest jedno z uzyteczniejszych pa mazurowych, czy to w tanczeniu
linjami prostemi naprzod, czy tez w tanczeniu obrotow tak krzyzowych, jak i
kotowych wielce jest przydatne, oprocz tego, w tanczeniu tylem inne pa si¢ nie nadajq,
jak tylko pa marsze suwane.”

Pa marsze suwane, mozna takze tanczyé posuwisto z mato widocznemi
.. S . ;. . . 9 53
podskokami, jak w solo, szczegolniej damy z korzysciq mogq takowe uzywaé.”

Pa marsze suwane, is one of the most useful Mazur steps, whether done going directly
in a straight line forward, or in couple turns or in crossing-figures, also in large
circles it is suitable, [and] besides this, since the other steps cannot be easily done
backwards, as well as the Pa marsze suwane can be done.

The Pa marsze suwane, can also be danced sliding-glidingly with little leaps
which are not noticeable, as in a solo; particularly Ladies, may with advantage, do it
this way.

Since Poland was part of the Russian Empire it was common for Russian officials, soldiers,
business men, etc. to travel to Poland during those years—but, apparently not her dance
teachers—otherwise, we would have seen this description of this Running Step in the
Russian manuals—or would we?

Maybe it was an Aristocratic basis against the Polish Mazur-Mazurka? But the Polish
Aristocracy was just as exclusive and haughty as the Russian Aristocracy. Could it have been

a pure Nationalistic basis? We doubt that since many Poles, dancers included, went to Russia.

%% Mestenhauser, . ..1887 , pp. 26-27.

30
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Recall that Zorn stated that the Pas de Basque was the step of the Aristocracy and that
the sliding Pas Glissé was the step of the middle-class. How can this be proven or disproved?
Were not the last Tsar and his family the Aristocrats of the first order of the Russian Empire?

We shall now offer Historical visual-video evidence to disprove it.

1912 THE MOTION PICTURE FILM OF THE GRAND DUCHESSES DANCING
THE MAZURKA

How we wish that we could have a filmed record of people dancing the Social Ballroom Form of
the Polish Mazur or Mazurka with details of what the steps were and how the step movements
were done. (Figures are not any kind of problem.) This would be a dancers or dance scholars dream!

But we do have a film record! Fortunately the last Tsar was a photography enthusiast.
Besides still photography there exists motion picture film of his family circle—in particular, of his
daughters dancing the Mazurka! What a potentially exciting discovery this! Let us turn now to those
still photographs which allow us to see the steps used. **

The probable date of film is July 22, 1912.

On July 23, 1912 a name-day celebration was held on the Tsar’s private yacht, the Standard in honor
of his daughter Marie. The Tsar’s mother, also a Marie, was there with her youngest daughter, Olga
Alexandrovna. She was an aunt to Tsar’s daughter, the Grand Duchess Olga. The Grand Duchess
Olga was then 17 years old and her aunt 24 years old. This is important because there are actually
more than four couples dancing at one time or another in this short film sequence. From the still
photographs below, which have been excerpted from the film, it certainly looks like the girls were
arranged according to their heights and therefore their ages. Starting from the left we have Anastasia,
Marie, Tatiana, and most probably Grand Duchess Olga on the left, with the large sun-hat or that
may be the Olga Alexandrovna.

% The film is from and used here with the permission of the Herman Axelbank Film Collection of the Hoover Institution on War,
Revolution And Peace of Stanford University, California. For our analysis of the complete film see our, Supplements To The Russian
Mazur-Mazurka Sources.
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THERE IS NO DOUBT ABOUT WHICH DANCE IT IS—THIS IS THE MAZURKA.
As you can see this figure-action is the general promenading of couples.
All the series of photographic stills which are to follow are in their correct real-time sequence.
Let us now try to examine the steps used. There is only one which is clearly discernible—the basic

running step. We see it displayed by Anastasia, Marie and Tatiana on the left side of the stills
numbered 1 through 11.

1




RUSSIAN MAZUR-MAZURKA DANCE MANUALS

33



RUSSIAN MAZUR-MAZURKA DANCE MANUALS

34



RUSSIAN MAZUR-MAZURKA DANCE MANUALS

35



RUSSIAN MAZUR-MAZURKA DANCE MANUALS

36



RUSSIAN MAZUR-MAZURKA DANCE MANUALS

So what step is this? It is the Bieg or the Basic Running step as described by a long line of Polish
dance teachers starting with Htasko, Staczynski (remember his Pas Simple?), Mestenhauser, etc. But

even earlier than the Poles was Michel Saint Léon’s 1830 description.
We repeat—it is not the Pas de Basque.

What does this prove: that the Social Ballroom world, like life itself, is complicated? It would be
simple-minded to say that outside of Poland the Pas de Basque was the forward “Basic Running
Step” and that inside Poland, among Poles, that it was a Simple running forward step instead of the

Pas de Basque.

What can we say then?

1.

2.

That they both existed but that the Pas de Basque disappeared in
Poland by the mid-19th century.

That the Pas de Basque also disappeared in Russia by about 1910
since we know that the Tsar’s daughters and niece were dancing the
Simple Run by 1912.

That both the stream of Polish and Russian Dance manuals support 1
& 2 above.

Retuning to the idea of a Class-bound analysis we could surmise that
at the beginning of the 19th century the Aristocracy favored the more
Ballet school-taught “fussy” Pas de Basque as opposed to the manner
of learning or dancing the Mazur among the lower Nobilities. This
also applies to the Hotubiec Couple Turn, for which they substitute
Tour sur Place and its different way of doing it. This shows the
influence of Ballet masters. (Perhaps we should think of the Minuet
being replaced not only by the Polonaise but also by this form of the
Mazurka.)
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5. Since the Russian sources, practically all following Cellarius, give the
first step as Pas Glisse, this as the effect of over-shadowing the Pas de
Basque for the men. In addition most state (as does Mestenhauser also)
the Pas de Basque is the women’s step as is also the Pas Chasse. How
did this come about? Is this Cellarius’ influence? He wrote of this step,
“This step is called the Mazurka step, because it is the most usual and
is unceasingly repeated, either alone or in combination with other
steps.” He was correct according to what he personally saw. What he
saw was dancing done by experienced, practiced dancers from Poland
and not beginning dancers. (There is a secondary question. Just where
did he did he see the Polish Dancers? Probably, at the Hotel Lambert
in Paris.) Seeing the Pas Glissé so often led him to list it first in his
manual, but as we have stated elsewhere, this is one of the ornamental
step movements of the men and is not the Basic Running Step
movement, either in its simple form or as the Pas de Basque. The
manuals of Cellarius and his imitators should have started first with
the Basic Running Step.

6. As stated elsewhere all evidence via the Polish manuals of the 20th
century (excluding Mestenhauser’s 19th century reprints) and Htasko
(1847) start teaching the Mazurka Mazur with the Basic Running Step.
Polish Dance schools of yesterday and today do exactly the same—
naturally, since the pedagogically sound method is to go from the easy
to the difficult. After the Basic Running Step, comes the “fancy”
difficult step movements, such as heel-clicking, sliding, etc.

Now it may be that the Russian authors or-dance masters did not teach the way they
wrote. They probable did teach the simple or Pas de Basque first; however, we cannot really
say from their remarks.

The ultimate judgment upon what is right or wrong or good or bad about these step
movements is made from the standpoint of beauty as you are dancing it right now. Is it as
beautiful as it can be? Can it, can you improve upon it?
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IT IS OUR PERSONAL CONTENTION DERIVED FROM
EXPERIMENTATION AND EXPERIENCE THAT THE PAS SIMPLE OR
BASIC RUNNING STEP IS OF GREATER PLEASURE AND BEAUTY THAN
THAT OF THE PAS DE BASQUE AS DESCRIBED BY CELLARIUS AND
SHOULD WANT TO BE DANCED BY ALL MAZUR-MAZURKA DANCERS
IN THE CENTURIES TO COME WHEREEVER WE FIND OURSELVES IN

THE UNIVERSE.

HAVING STATED THIS | FULLY REALIZE THAT WHEN CHANGES ARE
MADE TO THE PAS DE BASQUE IT CAN BE PLEASURABLE AND
BEAUTIFUL — BUT, THEN THESE ARE CHANGES IN THE ORIGINAL

PAS DE BASQUE AND THUS IS NOT THE SAME.
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