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were fairly close to square dancing as it had been performed
traditionally in rural communities around the United States.

In brief, the Finding List delivers a very concise and
thoroughly cross-referenced arrangement of 108 different
square dance figures, known by 160 separate titles and
representing 273 entries. As is the nature of folk
material, many figures are known by multiple titles. Thus,
one value of Sanders’ list is that, like Francis J. Child’'s
canon of popular ballads, it can help us in talking about
this variegated material.

Sanders’ index offers a good starting point for
classifying figures and families of figures distributed
throughout one or more regions. The conventions that I will
adopt here are to refer, first of all, to each of the 108
figures as a figure or type and, secondly, to each of the
entries as an item or variant. In several cases, Sanders
groups figures together under a common title with roman
numerals demarcating different types. There are ten such
family groups listed: five families with two types each,
three with three each, one with four, and one with five.

The Finding List proves to be of more value than a
simple reference. First of all, since citations are given
for print or manuscript sources for each variant, it is
possible to gauge the relative popularity of various
figures. Over half of the 108 figures, or fifty-six, occur
in only one source, while fewer than a quarter, twenty-five,

are found in four or more. Only four figures turn up in
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close to half of Sanders’ twenty-two separate sources, the
most frequently found being "Right Hands Across" with twelve
occurrences, followed by "Bird in a Cage I" and "Lady around
the Lady I," each with ten citations, and "Make the Basket
I" with nine. Of these four, the first three are visiting
couple figures, while the last is a big circle figure danced
by all couples simultaneously.

The second useful bit of data Sanders provides for
each type pertains to its regional distribution beyond the
Southeast. He divides the country into five broad square
dance culture areas, which he admits would allow for further
subdivision. Besides the Southeast, he names the East, for
New England; the North Central, running from Pennsylvania to
Indiana; the West, covering from Iowa to Colorado and
beyond; and the Southwest, taking in Texas, Oklahoma and
more. The exact makeup of these regions is left vague, but
I would guess that the states Sanders names are those for
which he had source materials. The Southeast is, of course,
more clearly defined in this article; it comprises Kentucky,
Virginia, North Carolina, Tennessee, Alabama, and
Mississippi.

Sixty-five of the index’s 108 figures are found only
in the Southeast. As can be seen from Table 2, twenty-six
of the figures found in more than one region (or sixty
percent of the remainder) occur in all five regions or in
four of the five. The landscape presented here of

traditional square dancing suggests that while the
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Table 2

Regional Distribution of Figures from Sanders’ Finding List

Figures found in... ll Number Per cent *
Southeast only 65 60%
2 or 3 regions 17 16%
4 or 5 regions 26 24%
East 21 -
North Central 34 -
West 33 -
Southwest 31 -

* percent of total sample of 108

Southeastern repertoire is unique to a great extent, it also
overlaps with all the other regional repertories. Do note,
however, that a sizeable percentage of the figures unique to
the Southeast—a total of forty-two out of sixty-five—are
types for which Sanders supplies only one citation. So a
good portion of this Southeastern singularity might be the
uniqueness of local variation rather than of regional
tradition.

Obviously all 108 figures in the Finding List come
from the Southeast. Yet Sanders gives us no indication as
to how many types are to be found in his source materials
for other regions but not for the Southeast. To redress
this imbalance, I began to assemble my own index of figures
from materials representing the entire continental United
States. Most of the forty-eight sources from which I drew
were contemporary with the material Sanders consulted (see

12

Appendix A). Even the half dozen post-war sources I

included, extending into the 1950s, reflected older,
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localized traditions as they existed had before the boom
times of the post-war square dance craze.

Though the Tyler index needs much more polishing
before it could be published as an update to Sanders’
Finding List, it still represents a prodigious bulk of
potentially informative data, comprising 807 items arranged
into 246 figure types. Let me now bring the analysis of
this material up to the same point at which we left Sanders’
findings. Just over half, or fifty-two percent, of the
figures I cataloged are found in only one source, while
twenty-one percent occur in four or more sources. Again,
the only types that appear in close to half the sources were
"Right Hands Across, " with twenty-three citations, and *Lady
Around the Lady I," with twenty. Seven other types were
found in at least one fourth of the sources. Five of these
are visiting couple figures—"Bird in the Cage I," "Wild
Goose Chase, " "Ladies Bow," "Figure Eight III," and "I’1l1l
Swing Yours"—all of which are included in Sanders’ Finding
List. The other two—"Cast Off Six I" (which Sanders calls
"Cutting off Three, Two, and One") and "Balance to the
Right'—are figures that make the most sense in a four couple
set. The latter, by the way, is not found in the Southeast,
according to Sanders’ data.

Table 3 shows the regional distribution, using the
five regions delineated by Sanders, for a sample of 246
separate figure types in the Tyler index. Two in five of

these figures do not occur in the Southeast. Clearly, each
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Table 3

Regional Distribution of Figures in Tyler’s Figure Index

Figures found in... l Percent *

one region only

2 or 3 regions

4 or 5 regions

Totals

Regional totals ] Number | Percent *
East 67 27%
North Central 90 36%
Southeast 149 61%

West 73 30%
Southwest 38%
Unique figures II Number | Percent **
East 39%
North Central 36 41%
Southeast 52 35%

West 18 25%
Southwest 32 34%

* percent of total sample of 246

** percent of regional total
of the regions has a healthy, distinctive repertoire of its
own. A full two-thirds of the sample are figures found in
only one region, though a large share of these are figures
found in only one source. The numbers suggest that there is
a greater overlap between the Southeastern and other
regional repertories than between those of any other two
regions. Lest anyone try to make the jump from here to a
hypothesized historical connection, let me point out that
Southeastern entries provide the greatest portion of the
data synthesized by Table 3.

The final important morsel of information included in

Sanders’ Finding List is the assignment of a formal
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Table 4

Clagsificatory Schemes for Square Dance Figures

Boyd and Dunlavy _LShaw

do si do group docey-do-type

divide the ring group split-the-ring type

- promenade the outside ring
type

lady or gentleman leading single visitor type

out alone group

- symmetrical type

right & left through group -

- intermingling type

miscellaneous irregular types

designator to each of the 108 figure types, thereby creating
a structural taxonomy. The superiority of Sanders’
classificatory scheme becomes quickly apparent when it is
compared with other attempts at formal organization. 1In 01d
Square Dances of America, for example, Neva L. Boyd and
Tessie M. Dunlavy divided the quadrilles or square dances
they collected in Iowa into five groups based upon one
salient feature of each figure (Boyd and Dunlavy 1932).
Lloyd Shaw adopted a similar plan for the material he
assembled for Cowboy Dances (Shaw 1947). Table 4 shows
their respective categories, as I have tried to align them
with each other. Both of these schemes, however, fail
ultimately to be of much use for the comparative study of
square dance traditions or repertories. Too many figures in
Boyd and Dunlavy could be assigned to more than one of their

groups. Shaw’s system is likewise haphazardly built. The
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docey-doe type, for instance, is defined by the existence of
a formulaic section that closes a figure. Rather than being
part of what distinguishes one figure from another, these
moves serve as a refrain that may be included or omitted
without changing the distinctive figure itself. 1In fact,
all the figures included in this group are of the visiting
couple structure; yet additional visiting couple figures are

tallied in other categories, because they lack the do-si-do

refrain.
Table 5
___J. Olcutt Sanders’ Formal Designators
Symbol " Formal Type: figure led by... Number | Percent*
ac all couples simultaneously 39 36%
ag all the gents simultaneously 2 2%
al all the ladies simultaneously 0 -
fc the first couple 7 6%
fc&opc first couple and opposite couple 2 2%
fc-c first couple adding a new couple 5 5%
each repetition
oc one couple or all odd-numbered 44 41%
couples
og one gent or all odd-numbered 1 1%
gents
ol one lady or all odd-numbered 5 5%
ladies
tc two couples leading to a third 2 2%

* percent of total sample of 108

What marks Sanders’ taxonomic efforts as superior is
that they are governed by a consistent principle: he

classifies figures according to which dancers in the set
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lead them. Table 5 is a quick summary of Sanders’ cate-
gories, along with the symbols he uses to designate them,
the number of figures, and the frequency with which they
occur in his Finding List. In terms of individual items or
variants, visiting couple figures (which he labels ‘oc’)
make up forty-five per cent of the total, while all couple
figures (ac) account for another thirty-seven per cent.

When the regional distribution data in Sanders’
Finding List is sorted according to his formal designators,
several features stand out. Visiting couple figure types
represent nearly half of the figures that occur in each
region, ranging from fifty-three per cent in the North
Central region to a low of forty per cent in the Southeast.
That the Southeast would have the lowest regional percentage
of visiting couple figures is surprising in the light of
Friedland’s etymological argument, mentioned earlier, for
the historical primacy of two couple interactions. However,
the Southeast has the strongest concentration of all-couple
figures, thirty-seven per cent as compared to a low of
twenty-one per cent in the North Central region, which
lowers the percentages for the ’oc’ category.

Again, the full nature of other regional repertories
is obscured by the Southeastern bias of Sanders’ Finding
List. 1In compiling the Tyler index, I quickly discovered
that Sanders’ system of classification was not adequate to
take in the wide range of forms that could be executed

within the constraints of the four couple set. As I began
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to compile data from other regions, I first expanded
Sanders’ system of formal designators by adding the category
‘he’ for figures led by opposing couples: that is, first by
the head two couples and then by the sides. Likewise, some
types needed to be classified as for opposing gents (hg) or
ladies (hl). I also subsumed his odd lady and odd gent
figures (a total of six) into new categories for first lady
(£1) and first gent (fg) figures.

Each of the these categories covers a wide variety of
movement shapes, ranging from simple interactions between
the lead dancers and others in the set to more complex
structures and compound forms. I discovered a contrary
state of affairs for three significant categories that are
marked by their remarkable formal constancy: (1) Sanders’
one or odd couple figures, for which I prefer the label
‘visiting couple’ (vc); (2) a special variety of head couple
figures that isolates opposing couples in the manner of the
original quadrilles, here labeled ‘heads and sides’ (hs);
and (3) purely big circle figures for all couples (bc),
which I have separated from figures which are led
simultaneously by the four couples of a square set.

Before presenting the results of my attempt at
classification, I should make two short observations about
how Sanders’ data adapts to this new scheme. Sanders’
class of accumulative figures has been absorbed in the Tyler
index by either the visiting couple (vc) or first couple

(fc) categories. More important, there are a handful of

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



147

figures in Sanders’ Finding List, several for all couples
and several from the first couple categories, that make
sense only in the context of four-couple square sets. These
I counted as all-couple (ac) or first-couple (fc) figures,
separating them from the balance of Sanders all-couple
category which I have relabeled ‘big circle’ figures (bc).

Table 6

Tyler‘’s Formal Designators & Regional Distribution

Type Il East I N.Central | Southeast I West Southwest Totals
21  14% 5 7% 9 10% 58 12%

2 1% 5 7% | 17  18% 44 9%

18 12% 19 26% | 15  16% 75 16%

8 5% 2 3% 110 11% 32 7%

10 7% 9 12% 6 6% 41 9%

17 13% 0 - 0 - 17 4%

72 48% 33  45% | 30  33% 190 40%

3 4% 3 3% 1 1% 0 -1s 6% 13 3%
67 100 | 88 100 149 100 73 100 {93 100 | 470 100

regional percentages in bold -

In terms of the overall numbers of variants, only
three categories make much of a mark: first lady and first
couple figures account for nine and sixteen per cent
respectively, while visiting couple figures make up forty
percent of the total items. In order to simplify the
picture in terms of figure types, I have here conflated the
data for the ‘all’ and ’'head’ categories—which inflates
their totals beyond their importance—regardless of whether
the figure is led by the men, the women, or couples as a
unit. The numbers for the ‘all’ categories (which together

amount to twelve percent of the total) break down into even
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thirds for these three possible permutations; while head
gent and head lady figures proved to be insignificant in
number. These results, broken down by region, are listed in
vet another illustration, Table 6.

Do these raw numbers reveal anything about regional
square dance repertories? The formal distinctiveness of the
Southeastern tradition stands out clearly in the categories
most affected by the big circle formation, which is all but
unknown in other regions. Big circle figures, as distinct
from figures led by all couples or all of one gender in each
set, are found only in the Southeast. * A parallel trait
is a notable absence in the region of figures led by the
head couples, for such a designation is meaningless in the
big circle formation. Two other numbers reflect the formal
biases of the big set: the Southeast has, on the one hand,
the lowest percentage of first couple figures and, on the
other, the highest percentage of visiting couple figures.
Beyond this configuration of traits, no other major regional
differences are indicated.

The most telling statistics from Table Figure 10 are
the predominance in each region of visiting couple figures.
This class of figures, which was not a part of the classic
quadrille repertoire, makes up nearly a third of each
region’s sample, even in the Northeast. Wherever this
choreographic form came from—it most likely did not come
from the cotillion, and certainly not from the quadrille—it

is the great common denominator of all our regional square
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dance traditions, big circle and four-couple formations
alike. * But in fact, as a close check of Sanders’
sources and contemporary field reports show, in traditional
practice there were and are more formations used by square
dancers than just these two clear-cut categories. Some
Missourians, for example, dance in six-couple sets, and at
Flora in southern Indiana, certain visiting couple figures

call for five-couple sets (Farthree n.d.).

The final episodes in the conventional histories of
the square dance usually indicate that all this regional
diversity became amalgamated into a new homogenized
choreographic brew. In the yvears immediately after World
War II, a strong nation-wide network of square dancers and
callers developed, attracting a large urban following. The
1950s witnessed an explosion of innovation, as new figures
devised in one outpost were soon danced from coast to coast;
these, in turn, inspired new inventions from other creative
callers, producing the proto-existence of a new dance form.

By the 1960s, innovations were channeled through a
tightly regulated structure of authorities, and the whole
movement became highly organized and strictly standardized.
Callers now learned from officially sanctioned sources and
were certified according to an established set of
guidelines. No longer the representatives of localized
community traditions, they became agents of a formidable

agency that bestowed its benefits only upon those common
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folk who had been initiated through a graded series of
lessons. The result, known variously as ‘modern western’ or
‘club’ dancing by dancers on the outside, is thought of

simply as square dancing by those who are members of a club.

Many writers, including Damon, see the modern square
dance movement as the natural unfolding of square dance
history. This view eclipses the continuation of older,
community square dance traditions, one of which thrives in
Hoagland, Indiana. The modern western square dance is
reputedly the most popular dance form in the world, with
adherents all over the globe. Everywhere, perhaps, but not
in Hoagland.

Then, as happens so often, the pendulum swings, at
least for a segment of society. As the hippie movement
melded into a back-to-the-land drive among many city-bred,
college-educated young adults in the late sixties and early
seventies, the New England contra dance was rediscovered,
first by Easterners, and then by Midwesterners and others.
The contra’s attractions included the vitality of unfettered
tradition, the opportunity for callers and dancers to be
creative within the bounds of an informal consensus that may
be called a style, and the necessity of non-competitive
cooperation which shone as a beacon for those questing after
community from one Saturday night to the next. Yet as the
contra dance revival, which soon adopted the traditional

square dance as its natural ally, spread to small and
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medium-size cities in the Midwest, it was not able to gain
much of a foothold in Fort Wayne. While much of America was
being introduced to a second existence of traditional
European-American country dance forms, Hoaglanders and their
neighbors actively preserved their own version of these

forms in their first existence.
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Notes

1. Gertrude Kurath offers an interesting addition to
this list, enrichment.

2. Subsequent editions dropped ‘English’ from the
title.

3. [Emphasis added]; Playford remains the predominant
authority for those who recreate these dances for recreation
or performance.

4. Playford supplied a diagram with the positions
numbered only for these squares for eight.

5. John Playford (1623-c. 1687) produced seven
editions of The Dancing Master. He was succeeded by his son
Henry (1657-21706), who took it to its twelfth edition in
1703. John Young published the last six editions.

6. This number comes from a phone conversation with
C. Cyril Hendrickson, who has published reconstructions of
eighteenth century dances for modern country dancers
(Hendrickson 1989).

7. An earlier Griffiths’ collection, published in
Providence in 1788, is the oldest extant dance book
published in America. Another compilation by Griffiths was
advertised in New Haven two years earlier, but no surviving
copy of this work has been located.

8. According to Damon, this sequence of changes was
first published in Philadelphia in 1801; I am unsure,
however, if this ’'first’ refers only to America.

9. The word ’‘set’ has a variety of meanings in
relation to social dance. It can convey either a spatial
sense (a formation), a temporal sense (a framed sequence),
or a musical sense (a composition or arrangement).

10. Even though the Quadrille replaced the cotillion
on both sides of the Atlantic, "the term ’‘cotillion’ was
used longer in North America, to the dismay of more
enlightened English travellers" (Damon 1955, 9n).

11. The dance caller--originally a fiddler who
vocally prompted the dancers as to what figure was coming
next--was another American invention, and one that was more
at home at dances held by the common folk (see Damon 1957,
25-26, 39-42).
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12. 1In fact, I started by adapting thirteen sources
from Sanders’ index into a computerized database.

13. The truth of this statement is conditioned by the
fact that most of the sources for this index were intended
as instructional materials. Elsewhere, Sanders noted that
the big circle formation was not entirely unknown in Texas
(Sanders 1951, 23). Early hillbilly recordings show that it
was common in the Ozarks. Also, there are contemporary
reports of such formations in Missouri and southern Indiana,
but the big circle is the only type of traditional square
dance known today in parts of the southern highlands.

1l4. In a fit of wild speculation, I pondered a
possible historical link between the Scottish reel and
visiting couple figures, but there is no documentary
evidence to back up this claim. Still, reels are mentioned
in sketchy accounts of early rural dance, and I was privy to
an unsubstantiated verbal report that square dancers in
Virginia identify as reels those visiting couple figures
where one couple dances between and around the other.

The Highland foursome reel (for two couples) is a
simply structured dance that alternates sections of setting
steps with a traveling figure of eight. In Scotland, the
dancers began the reel most often in a straight line, but in
informal social dance settings, some began the dance from a
small two-couple square formation. As a final tidbit for
consideration, I submit this quote on variations of the
four-hand reel from an essay on Scottish dancing in Canada:

Most of the various forms of four-handed

Reel danced in Cape Breton Island have close

affinities with the old West Highland circular

Reel . . . they consist of setting steps danced

on the spot alternated with a simple circling

figure, the setting steps being performed with

the dancers either in a straight line or in a

square formation. I also met one form of the

four-handed Reel in which the dancers swung each

other instead of setting and in which the

travelling figure was performed by the diagonal

pairs changing places. . . . Up to about 1939,

the Scottish Foursome Reel, with its ’‘figure 8,°

was known only to those people on Cape Breton

Island who had travelled outside the island, and

I could find no evidence that it was ever danced

at the ordinary dances among the descendants of

the o0ld Scottish settlers (Rhodes 1964, 270).
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CHAPTER 4

SHAPE AND STRUCTURE OF THE HOAGLAND SQUARE DANCE

From the time of the earliest European settlements, at
least some residents of northern Indiana were avid dancers
who more or less kept up with the latest fashions. Henry
Hay, a British agent from Detroit, spent the winter of 1790
in Miamitown at the headwaters of the Maumee River, and
there recorded in his diary eight occasions in the span of a
month when he attended dances at the homes of French and
American traders. At various times, Hay, who played the
flute, joined fiddler John Kinzie (a Scotsman reputed to be
the "father" of Chicago) and an anonymous French fiddler in
playing for mass as well as for dancing. His diary provides
little information about the kinds of dances performed,
except to mention the minuet, "a smart Gigg," and the Dance
Ronby. As an example of the latter genre, Hay described a
"rather Bawdy" novelty dance in which dancers got down on
knees and elbows, and then on "your head & your bombe"
(Quaife 1955, 27-28ff).

In 1814 at the same location, as told in memoirs
written fifty-five years after the fact, dancing was part of
a 4th of July celebration at the American fort named for

General Anthony Wayne. A violinist and flutist supplied the
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music, accompanied by the command’s fife and drum corps. In
the words of a Mrs. Suttenfield:

But three of the gentlemen could dance. There

were but three ladies present. A French Four

passed off very well for an hour (Griswold

1917, 228).
We can only speculate whether the seasoned dancers augmented
their numbers with those unschooled in terpsichorean arts-—
perhaps even with enlisted men and serving women—in order to
execute a cotillion. Conversely, they may have performed
English or French country dances with just three couples.

The former possibility appears feasible when viewed
next to Charles Hoffman’s account of a visit to Chicago in
1834. A New Yorker (and later the editor of Knickerbocker
Magazine), Hoffman marvelled at the "complete medley of all
ranks, ages, professions, trades, and occupations" that
attended a public ball in one of the settlement’s few frame
buildings. The orchestra consisted of an African-American
fiddler, a military drummer and a presumably white "citizen"
who played flute and triangle. ! Dancing helped engender a
cohesive society from what had been an assembly of
strangers, all recent migrants from around the country:

Here you might see a veteran officer in full

uniform balancing to a tradesman’s daughter

still in her short frock and trousers, while

there the golden aiguillettee of a handsome

surgeon flapped in unison with the glass beads

upon a scrawny neck of fifty. In one quarter,

the high-placed buttons of a linsey-woolsey coat

would be dos & dos to the elegantly turned

shoulders of a delicate-looking Southern girl;

and in another, a pair of Cinderella-like

slippers would chassez cross with a brace of
thick-soled broghans . . .
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The occasion, open to all respectable citizens, stood out to
the Eastern visitor because it was not limited to a select
company. The dancing itself apparently was not noticeably
different from that to which the author was accustomed back
East, though his account provides only a few common
choreographic terms (Hoffman 1882, 15-18).

Brouillett’s A Collection of Cotillions, Scotch Reels,
& C. offers a fuller picture of the kinds of dances that had
at least been introduced to the more urban settlements of
the 0ld Northwest. Published in the same year that Hoffman
visited Chicago, the collection (as discussed in the last
chapter) contains five quadrilles of four changes each, two
reels, twelve country dances, and five additional figures of
four-couple sets tacked on at the end. We can not be
certain that M. Brouillet was able to impart his entire
published repertoire to his pupils in Logansport, but it is
likely that the last five figures—one of which is in the
form of a visiting couple figure—were new dances composed
for his classes in Indiana.

Delineations of pioneer dancing as offered in state
and county histories are, on the other hand, uniformly
marginal in the area of choreographic description. Most
references merely list and often confuse the four-hand reel,
the jig, the Virginia reel, the hoedown, and the square
dance. In reconstructing a typical pioneer wedding, Heath
Bowman cites the "the hoedown and the square sets which John

Clayton and his wife remembered from the South" (Bowman
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1941, 36). The latter term suggests the two-couple subset
of the Southeastern big circle tradition, but Bowman
provides no additional clues. 1In a similar description,
Logan Esarey attributes to these square sets the sequential
structure of the quadrille or of contemporary square dances.
He also projects back to the 1820s and ‘30s the title of
three fiddle tunes which were common traditional tunes at
the time he wrote:

The sleepy o0ld fiddler’s arm was made of iron

and he could reel off "The Arkansas Traveler, "

"Old Dan Tucker," or "Cotton Eye Jo" for hour

after hour. The dancing consisted of the square

dance, three figures to the set, with a Virginia

Reel, a "jig" or a "hoedown" when some ecstatic

couple wished to show their artistic execution

of the "side step," "back step," "single" or

"double shuffle," "heel and toe" or other fancy

foot maneuvers (Esarey 1915, 431).

The first two tunes named by Esarey originated in the 1840s
in the black-face minstrel theater. His terms for various
hoedown or jig steps probably also derive from the popular
stage, as clog dancing was an important element of the
minstrel show, though these terms may have also come from
traditional parlance.

Such illustrations customarily emphasize the rusticity
of the pioneer social life. To this end, many of these slim
accounts mention the puncheon floor of the settlers’ log
cabins as well-suited for dancing. For example, a late
nineteenth century chronicler wrote of the youth of Adams
and Wells counties that if they "did not ‘trip the light

fantastic toe’ under a professor of the Terpsichorean art or

expert French dancing-master, they had many a good 'hoe
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down’ on puncheon floors and were not annoyed by bad
whiskey." The author borrowed these words directly and
without credit from Sanford C. Cox’s Recollections of the
Early Settlement of the Wabash Valley, published in 1860,
which related events from around Lafayette (Biographical and
Historical Record 1887, 223; Cox 1972, 20).

Other historical sketches stress the intellectual and
behavioral distance of the pioneers from contemporary urban
manners and customs. Writing in 1907, Col. Cockrum claimed
that the pioneering young "did not understand the fancy
dancing of this day but the figures were four handed reels
and what they called square sets" (Cockrum 1907, 186).
Reporting on life in early Cass County, Dr. Powell portrayed
the fiddler as calling out the figures of the dance "in
uncouth buffoonery" (Powell 1913, 52). For the good doctor,
proper dancing meant having memorized the figures of country
dances and quadrilles; but this would be practical only if
all the dancers knew the exact same version of a dance, and
that was likely only if a dancing master had plied his trade
locally.

Besides M. Brouillett, only one other nineteenth-
century dancing master left behind a published record of his
work in Indiana. In the preface to his Fifty Years in the
Ballroom: A Collection of Original Dance Music, B.B. Custer
of Richmond wrote of "having taught in Indiana over 64,000
people to dance." Appearing in 1889, Custer’s collection

contains a preponderance of music for couple dances: 1i.e.,
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waltzes, schottisches, and a few polkas. Included in the
forty-two pieces are only seven quadrilles, six of which are
identified as ’‘lancers.’ Earlier in his career, Custer
probably taught a greater share of quadrilles. A most
interesting aspect of this collection is that nearly half of
the pieces are dedicated to dancing clubs in east central
Indiana towns (and several in Ohio), including Richmond,
Connersville, North Manchester, Rushville, Portland,
Anderson, Logansport, Hagerstown, Newcastle, Winchester,
Raleigh, Camden, Lewisville, and Shelbyville (Custer 1889).

Dancing was an important activity in the social life
of nineteenth-century Hoosiers, yet there were those who did
not approve. As Ted Gronert’s narrative of Montgomery
County shows, citizens from a Calvinistic background put
forth substantial opposition to dancing. The young people,
however, could get around prohibitions against dancing by
performing the figures as "play parties," or singing games
without instrumental accompaniment. "There might," wrote
Gronert, "even be an opportunity to play and dance the
Virginia reel if the elders of the house could be persuaded
that a square dance was not a dance" (Gronert 1958, 36).

Disapproval of dancing sometimes had more to do with a
conservative streak that looked askance at innovation. New
and fashionable dances were introduced in the nineteenth
century, but were not always readily accepted by dancing
Hoosiers. The schottische and polka were mid-century

imports that made their way to the cotillions and balls held
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in Crawfordsville, where they were met with some suspicion;
vet "despite the critics’ concern, interest in alien dances
continued" (Gronert 1958, 36).

A mix of these couple dances and country dances more
than likely made up the program at "a grand military ball,
one of the memorable social events of the period," that was
given in the mid-1840s to mark the opening of the Hedekin
House, a Fort Wayne hotel, "with the Silver Greys, a crack
Detroit military organization, in attendance" (Griswold
1917, 342). Evidence from other Indiana locations suggests
that the lancers, a militaristic version of the quadrille,
would also likely have been performed on this occasion.

In her memoirs, Sarah Pratt of Logansport remembered
the lancers as "a rather stately figure used often in the
opening of the ’'ball.’" Yet because so few dancing masters
plied their trade in Indiana,

many of the youth of the era went to their first

dance without having been taught a step. With

beating hearts and flushed cheeks the girls

stood up in a cotillion with an experienced

partner, who would put them through: ‘Now

Sashay--look behind that you don’t bump into

somebody~--Now a low bow to me-- Now give me your

right hand and go around turn about’ (Pratt

1928, 159).

Pratt’s anecdotal account, though it takes many
confusing twists and turns, suggests that in Indiana,
schooled dancing and traditional dancing existed in near
proximity. While most Hoosiers did not learn the jette coup

jette, as taught by French dancing masters in Cincinnati and

Louisville, they did master the waltz, schottische, polka,
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and varsouvienne (Pratt 1928, 20). Some learned the more
urbane galop and the Boston Dip. Square dancing, con-
versely, was done by everyone, especially at smaller, more
informal events. Several local Logansport men who had
attended a fancy ball on a visit to New Orleans decried that
Hoosiers relied on someone to call out the figures. Pratt,
nevertheless, was convinced that the caller was a vital
feature of dancing in Indiana:

Frank Olinger had as much fun as any Frenchman

did. 1In his little room, Frank danced and

called. He took up a modest collection to pay

the fiddler, who played "Turkey in the Straw, "

"Money Musk, " and "Fisher'’s Hornpipe" (Pratt

1928, 162).

Throughout her report of social life in the years
around the Civil War, Pratt provides many snippets of lyrics
and song titles, but she gives only one square dance call:
"Swing your Maw and then your Paw and then the Gent from
Arkansaw." A visiting couple figure well known in the early
twentieth century, this figure apparently—if Pratt’s casual
memoirs are credible in such detail-was part of the Hoosier
dance repertoire in the mid-1800s.

Thus twentieth-century traditional square dance
conserved a measure of Hoosier social dance from the
nineteenth century. However, the chroniclers surveyed here

were on the whole more interested in representing a spirit

of sociability than in advancing choreographic accuracy.
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Ground Plans

From the late nineteenth century up to World War
II-which, in the interests of economy, I will refer to as
the golden age of the traditional square dance—-the dance in
Hoagland and the rest of northern Indiana was decidedly a
first existence form, but its exact makeup is difficult to
determine. I have had almost no success obtaining any
primary source materials that relate directly to the Indiana
dance scene before World War II.

The farthest reach back into the past that I attained
through interviews was a story related in 1976 by my
maternal grandmother, Clara Franke, who was then nearly
eighty-seven years old:

Mom would used to tell, it tickles me. She used

to tell about when she was a little school girl.

And the kids played. Well, they must have been

dancing down there. Well, that road; all those

old people were from Germany. And I guess in

Germany, they danced. And I guess she, I don’t

know where those kids saw that they danced. And

she said that Uncle Duff Dauer . . . he was

older than she was....And they used to play they

was dancing. And he’d call. He’d call "Teleman

left," he’d say; then "all a prom, all a pomay."

‘All promenade’ you know, "all a pomay." She

used to tell that. It would always tickle me so

(Franke 1976).

The real core of this retold memorate is not so much the
childish imitation of adult speech, but that a German-
speaking, though perhaps bilingual child fumbled over
specialized speech from one realm of social life where the
English language held sway. Extrapolating the choreographic

data from this narrative, it is apparent that this community

of German immigrant farmers knew how to "allemande left" and
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"all promenade" in the 1870s, even though they may not have
learned in Germany, as Mrs. Franke suggests. These two
movement motifs were prevalent in proper nineteenth-century
quadrilles and have persisted in traditional square dancing

in the twentieth-century.

Square Dance and Quadrille

My fieldwork turned up few specific about choreography
before World War II. Older residents of the Hoagland area,
when queried, responded that the dances themselves were in
fact pretty much the same today as they had always been.
Again, Clara Franke provided the most telling hint of
change, this time by comparing the dances she knew from
before World War I with those she watched at her grand-
daughter’s wedding reception in the mid-1960s:

CF: Well, you was at her first wedding, wasn’t you.
Well, that was up at the Hayloft. Well, that’s
the way that we danced. Just like they do.

PT: You think the square dances there were pretty
much the same as the quadrilles you did?

CF: Yea, uh-huh. Yea, they’re the same order. Oh,

maybe a little bit; there were some that were

different you know, but not enough so it would

be noticeable (Franke 1976).

What is different, but not noticeably so, to someone who
only danced as a youth, and who went to dance events through
her long adult life primarily for the socializing, is a very
grey area.

Yet all is not hopeless, for the Tyler index

(introduced in Chapter 3) covers representative early

twentieth-century square dance figures from neighboring
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