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This performance is a microcosm, or encapsulation of the
o0ld time dance event ethos: "everyone who wanted" could
dance; it lasted a very long time; it required all the
dancers' involvement; and, got everyone very hot.
The basic movements remain much the same as those
described earlier. The dance begins with facing couple
figures and continues with a longways figure and variation
of "thread the needle". The "basket" figure, however, was
recalled as the climax of the dance. It is described as
follows:
Another sequence . . . was for everyone to form a
circle, so that every woman was between two men.
Everyone would then hold hands behind the next
person's back so the circle was locked . . . [and]
then side step to the music. The object of this
was for every man to swing the girl next to him off
her feet. The circle would go around faster, until
the set finally ended when someone lost hold and a
few girls went flying through the air.

What was described earlier as vigorous, "manly behavior"

has overwhelmed the dancers' cooperation and effectively

ended the dance. This behavior went so far that

even when the couples were dancing singly the men

tried to swing the girls up in the air. When the
men were rather drunk they used to drop the girls
regularly. My mother said she usually went home

with several cuts and bruises.l

Instead of the subjection of the individual to the

imperatives of the dance movements, with status awarded those

who could "keep good time," the dancers seem here to

12Both descriptions are from MUNFLA, Ms., 79-714/p.

11.
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prominent part of the entertainment, but was performed by
Paddy Dooley, known for his ability as a dancer, after
sufficient coaxing from "the boys," both at Raymond's house
and later at Brennan's. It was recognized as an appropriate
performance genre in that situation.l5

Some informal social gatherings self-consciously
emphasize the older performance traditions. Many of the
social gatherings that I participated in were influenced
by this attitude because of my expressed interest in these
forms. Others were reported to me. I know of one instance
during my stay when Gerald was invited to a house party
specifically as a musician because some of the host's
relatives were visiting from the States and wanted to hear
the old music. - He seemed to imply this was a common
occurrence.16

Similarly, an informant from Conception Harbour
commented that the "Yanks," meaning Newfoundlanders who
emigrated to the United States, return every summer and
always want to do the Lancers. In that community a garden
party and parish dances are held during the summer months

which cater to that group and at which the Lancers is danced.t’

15MUNFLA, Ms., 81-271/pp. 196-97; Tape, 81-271/

C5194. .

16\uUNFLA, Ms., 81-271/p. 258.

17yuNFLA, Ms., 80-118/p. 31.
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The older forms of music and dance have become
identified with a conception of Newfoundland cultural
identity, particularly important to those who have left. The
"Caribou Reel," for example, is reported as often danced by
Newfoundlanders in mainland Canada. It is performed in long-
ways formation, as follows:

Each couple in turn, starting from the top will
dance "free style" (a figure or step of their
choice) down the middle from top to bottom of

the set as those on the side clap hands and move
up to maintain position.l1l8

This is really just a couple dance in a group formation.
There are no join togethexr or axchange partner figures.
It is a couple performance merely reminiscent of an older
form with which the dancers may still identify, though
they can no.longer perform it.

A similar response may be seen in the phenomenon
of "Newfy" clubs and music in Toronto, which support such
performers as Michael T. Wall, "The Singing Newfoundlander,"
Harry Hibbs, and many others. The influence of mass media
stereotyping, university courses in Newfoundland culture,
visiting collectors, and returned emigrants, has contributed
to a local awareness and conception of "Newfoundland culture"
which is becoming increasingly identified as a separate
category of behavior with its own appropriate occasions for

expression.

l8[Everett], p. 130.
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New Dances at 0l1ld Events

The community festivals, when they are observed at
all, no longer provide occasion for dancing the group dances.
The garden party, for example, once such an important event,
has declined until only one was held in the Plate Cove
region, in King's Cove, in 1979. Although a relative of
Larry Barker's arranged for him and Gerald to play instead
of hiring a band, it seems the square dancing was not very
successful.22 v

Mrs. Keough noted that when bands became popular for

dancing, "they changed everything," and explained that

right now they don't have any garden parties be-

cause the majority of the younger people, they

like the bands. And it's no good to the older

people and plus it's guite a lot of money . . .

Bands only play for a couple of hours eh, and it's

not worth your money, 'cause that's two hundred

and fifty, three hundred dollars.23

Other festivals have changed similarly. While in

the o0ld days there were probably several large dance event
gatherings during the Christmas and winter season, according
to Mrs. Keough, "they have the clubs and it's different now."
She described the New Year's Balls as held in the clubs
nowadays as follows:

Well, you know, they have a band there . . . Some-
times you have to get your ticket, you know, about

22MUNFLA, Ms., 81-271/p. 92.

23\UNFLA, Ms., 81-271/pp. 87-88.
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swinging and finger cracking and the dance is
over.

This comment disparagingly catalogues the important choreo-
graphic changes from the older group form. The new dances
are shorter in duration, they are primarily mixed sex
couple interactions, movements are more sexually explicit,
with more freedom generally in the use of the body and
limbs. The modern dances are not suited to expression of
the social relations and integrative goals to which the

.-

festival events addressed themselves.

0ld Dances at New Events

The group dances are found today in radically
different social settings than those in which they acquired
their characteristic forms. Contemporary performances of the
group dances are most common at self-consciously "cultural"
events. Such events range in formality from the house
parties for visiting relatives, noted earlier, to such
events as the dance workshop described in Chapter II, folk
festivals, and media events. This cultural "revival," to
use the term commonly applied to these expressions, may be
expressed in other, naturally occurrinc events, as, for
example, at Leith Quinton's wedding. Most commonly, however,
dance performances of this type occur at special events con-
secrated to promoting and publicizing the ideals of the

cultural "revival."

26 UNFLA, Ms., 75-10/pp. 60-61
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The organization of the dance performances within
these new events is very different from that within the
dance events of the past. These dances are most often
stage performances for an audience. While performing the
dancers must interact with one another, but the primary
focus of their performance is external and directed toward
a non—-dancing audience. The dances are performed by a small
group of interested and skilled dancers. At the older
dance events, in contrast, all participanti'were potential
dancers and their performances were internally focused.

Some of the dynamics at work in the process by
which the cultural revival movement recruits performers and
the impact it may have at a local level may be seen in the
experience of the Red Cliff Dancers, as told to me by
Mrs. Keough.

Her involvement with the group began with the event
which first brought them together as performers. This was

the taping of a CBC ;.and and Se: program conceived by the

producer Dave Quinton, Leith's brother and Gerald's nephew.
The program was made in December of 1976 and entitled "A
'"Time' in Red Cliff." As Therese told it:

My brother and a couple from here [Plate Cove] was
supposed to go down. They were asked to go down and
then some of the boys backed out. I was on the way
going to a bingo game when the phone rang. This was
Gerald Quinton's wife. They wanted another few from
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up around here and when the others backed out, from
up here, she said, "Well, I'll find somebody." So
she phoned me. She said, "How would you like to
come down," she said, "and go on Land and Sea."

I said, "Okay, have somebody come up for myself and
my brother," I said, "and we won't be long," I said,
"going down." [Someone] came up here in the wvan,
the CBC van and we went down. And the CBC crowd
were out and we had a grand time that time. We

had a wonderful time.

Significantly, the program was conceived outside the
community and brought to fruition through the efforts of
Gerald and his wife, Hilda, both of whom served as
intermediaries within the community. They were able to
draw upon knowledge of the local people to assemble a
willing crowd of participants. That Gerald's family
should play this role is no surprise. Merchant families
have always been in an intermediary position in the out-
port communities.

Therese's description of the program itself is
also interesting, as it identifies and focuses on several
signifiers of the "old times' .

It was in the old hall in Red Cliff. The old FPU Hall,
the union hall. We had an old-fashioned stove and an
old tea kettle all blackened up, and used to have that
round chunks of wood like the old-fashioned. And had
the kettle on and the water boiling. And we had a
drop of whiskey and rum. We used to make a drop of
punch. We used to get the hot water and sugar and
make, you know, the old-fashioned. So then they
started singing songs. Then we start dancing. Then
we had to do the Kissing Dance.

The event self-consciously sought to evoke images of the

"old-fashioned" times, and all were aware of this purpose.






365

Her story continues:

In February of that year when we had to go in for

a workshop at the LSPU Hall [in St. John's]. That's

when we started the real thing. And we were in for

two days. Two days, two nights that time.
In subsequent years, she received phone calls to ask the
Red Cliff crowd, as they became known, to appear at folk
festivals each summer. I first met them at one of these
which was held in Bannerman Park, St. John's, during 1979.
Therese recalled that subsequently:

there was three or four, I don't know who they

were, strangers I know, but they asked us did

I want to come in and give five lessons on

the Square Dance. But you know you want time

for that.
In 1980, although Therese was anxious to participate,
the others decided not to attend the festival. Lloyd
Oldford was busy fishing, and Larry Barker and Gerald
Quinton had just spent a week in St. John's after attending
Leith Quinton's wedding. Such concerns have prevented
them from participating in several other folk festivals
to which they were invited.28

From this narrative it is apparent that the Red

Cliff Dancers were formed in response to stimuli largely
external to the communities they represent. 1In fact, they

don't exist as a group within the local context at all. The

individuals who became involved in performing do not interact

28This narrative from MUNFLA, Ms., 81-271/p. 112.
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much on an everyday level at home. This was probably the

major reason I was never able to get them together as a

group to dance during my field work in the Plate Cove

region.

The Red Cliff Dancers are typical of one type of

performing troupe. These adult groups often perform, with

little
social
in the

energy

or no rehearsal, dances which have not been an active
tradition for many years. They often make mistakes
performance of figures, but usually convey tremendous
and command of the style as individual dancers.

The second major class of performing troupe, the

youth groups, are taught and rehearsed by adult leaders.

They usually perform the figures accurately, but often seem

awkward and unskilled in their individual dance movements.

One student collector commented on the performance of a

group of children who were taught the Lancers in Conception

Harbour as follows:

Some of the natural movements and gestures employed

by

their ancestors are missing. . . . The children

seem to lack the refinement, poise and litheness
inherent in the steps of older dancers. They
execute the steps [i.e. the figures] very well but
do not seem to be "feeling"™ the music.

The traditional dance movement aesthetic seems to

be difficult to teach. Training of dancers was formerly

29MUNFLA, Ms., 80-118/p. 40.
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informal, based on observation, emulation, and practice
from a young age.30 Contemporary youthful performing
groups are taught instead through more formal methods.

As a result, the traditional dance style no longer seems to
be a natural extension of the children's movement
repertoire.

Intentional changes are occasionally made to the
dances by these groups, motivated by an appreciation for the
changed context of their performance. WhaE is satisfying
to a group of dancers performing the figures may not be
satisfying to an audience watching them perform. Wanda
Crocker, for example, leader of the jast End Boys and Girls
Club Dancers has shortened repetitions in the Lancers,
having each facing couple figure performed only once by
either the head or side couples.31

Kealiinohomoku explains such changes in terms of
the ritualistic stress reduction typical of traditional,
internally focused dances versus the theatrical excitation
required of those dances with an external focus:

When a traditional dance is borrowed, especially
when it is a non-audience dance, it must be abridged
and made theatrically effective to appeal to an
audience that does not have appropriate frames of

reference for the original context, and which will
not respond properly to endless repetition.

30Kealiinohomoku, "Theory and Methods," pp. 255-57,
distinguishes informal, formal, and technical training.

31MUNFLA, Ms., 81-271/pp. 415-16.
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Redundancy, under these circumstances, 1s effective
only so long as it makes the message clear; it is

no longer a reinforcing device, because the message
is drastically changed. Focus may change from the
esoteric, specific, culture-based information bits
to more universallg cognitive, exoteric, generalized
information bits.3

Anya Royce has discussed what she calls the "sur-
vival potential of dances:," and observed that
dances with a greater number of what Kaeppler calls
allomorphokines (dance movements on the meaning
level that can be substituted for each other with
no change of meaning) coupled with less rigid
sequential ordering of units probably adapt better
to the stage than dances with fewer movements and
greater rigidity. Because of its flexibility and
hence potential for syncretic change, the former
kinds of dances probably also survive longer in
the local setting.33
Step dancing has been as frequently and success-
fully adapted for stage use as the group dances. Exter-
nally focused as a choreographic form to begin with, the
Step Dance already employs many theatrical effects. A
typical change made to increase its effectiveness on stage
is the use of taps. My informant Luke Gaulton, for example,

began using taps on his shoes to perform on stage for the

St. John's Folk Arts Council. As he said, "There's no

point in having someone dancing [when] . . . you see the
legs moving but don't get the beat". Groups of step dancers
32

Kealiinohomoku, "Theory and Methods," p. 108-09.

33Royce, Anthropology of Dance, p. 73.

34MUNFLA, Ms., 79-339/p. 29-30.
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often perform in unison, sometimes moving in choreographed
floor patterns, to increase visual impact. Both are adapt-
ations to suit the context of large audience presentations.
Such adaptations are possible because the step dance form

is more flexible than the group dances with their rigidly
prescribed movements which often seem interminable when done
on stage.

In the "local context," step dancing, as
noted earlier, has syncretically adapted mych more success-
fully than the group dances. The complexity of its stepping
has declined due to the decreased general interest, individ-
ual motivation and opportunities for dancers to perform, but
it has adopted the mixed-sex couple organization of dance
now preferred. Always practised, but not recognized as a
specific dance form, couple step dancing is now seen at
almost all dance events with any traditional music. The
traditional movement style has simply been ed to the new
structural norms.

I would characterize some other performing troupes
as revival groups. These are usually composed of young
adults who have self-consciously learned the traditional
dances. One such group in St. John's has adopted an attitude
which inhibits the adaptation of the dances for stage use.
For this troupe the dance form is almost sacrosanct. In

their view, to change the figures would defeat their purpose
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in performing, since the audience would no longer be seeing
a Newfoundland dance. The identity of the dance for them
lodges almost entirely in its prescribed sequence of
figures. They expect the long duration and redundancy of
the dance, and their immersion as dancers in its perform-
ance, to communicate to the audience. This attitude is

reminiscent of that noted in Chapter II where the dance was

seen to be paramount over the dancer.35

In Felix Hoerburger's terms, these stage perform-
ances are in their second existence as folk dances. He
notes the following as one distinguishing criter]

Folk dance in its second existence . . . 1s not
the property of the whole community any more, but
only of a few interested people.

This 1is certainly true of most contemporary performances

at the Newfoundland group dances. They have, as Hoeburger

suggests, become less of an "integral part of community life.
He observes further that

generally speaking, we find that folk dances have to
be taught to the dancers by special dance teachers
or dance leaders. But this type of intentional
teaching does not exist in the first existence of
the folk dance. Here folk dances are learned in a
natural, functional way. Everybody participates
from the very beginning of his life. Maybe, he has
been carried when a baby by his mother, while the
mother participated in the dance, and so has grown
up with the dancing community.

35Personal communication from Cathy Ferri August,
1981. This group has had many names, most recently the
Sheila's Brush Dancers.
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I have noted such in formal training of dancers through-
out Newfoundland.
Finally he comments that .
folk dance in its first existence is not fixed, is
not unchangeable in choreography or music. Steadi-
ness and continuity can only be found in the
general style, in some framework, in certain
formulas. Each new performance is only a kind of

improvisation within a specified framework, not a
definitive form.

In the second existence there are fixed figures and
movements, which vary only slightly.

The freedom of form in Newfoundland dancing is
best exemplified by the many traditional variants of the
same structural form which have been recorded. Individual
dancers were familiar with a repertoire of figures or floor
pattern movement units, and the frameworks within which they
could be performed. Musical accompaniment was varied as
well within the confines of the traditional aesthetic norms.
When learned primarily for stage presentation, this flexi-
bility is lost and the dancers and musicians work to polish
a set routine to perfection.

Kealiinohomoku has distinguished two types of dance
events which often parallel Hoerburger's distinctions. She
describes the "contained" event as "an end in itself, no
matter how imbued it is with other functions; it needs a

limited number of skilled practitioners; it uses a specific

36The preceeding quotes are from Hoerburger, p. 31l.
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piece of time." "Extended" events contrast with these
characteristics. She elaborates as follows:
For the former [contained event] if the culture and
functions change drastically, the dance could be
lifted out as an entity and continue to exist as
an opus; but for the latter extended event if
the culture and functions changed drastically, the
dance would have to keep up with these changes or
die. . . . The former could survive as a museum piece
for the latter survival would necessitate its meta-
morphosis into a contained dance event while the
extended dance event became a memory.

In Newfoundland, changing "culture and functions"
have altered the old extended dance events to the point
where the dances once integral to them have disappeared
from that context. Simultaneously, these extended events
have also metamorphosed into new contained dance events
in which the older dances survive, albeit slightly changed
to suit their new environment.

Anva Royce has noted that some dances are

used explicitly as a symbol of identity on occasions

when more than one cultural group interacts or

when there is a desire to create a feeling of

group solidarity even in the absence of outsiders.
These she calls formal, in contrast to informal dances which
are used for recreation. Although step dancing has been
adapted to the stage frequently, it is the group dances

which seem to fulfill this role most often. Floor patterns

are more easily learned than the movement control necessary

37Kealiinohomoku, "Theory and Methods," p. 236-37.
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for good step dancing, making these dances more accessible
to the youth and revival groups most likely to perform
them. Royce has observed that

formal dances require more technical skill than the

average individual in the particular culture

possesses.
This has become true of the group dances as well as step
dancing. Although they were once informal, recreational
dances, knowledge of the group dances is now very limited.

Royce continues:

Because one wants the highest status possible for

one's own group, one generally chooses symbols

that will be accorded prestige by both outsiders

and members of one's own group.3§
This choice is conditioned, however, by the identity one
wishes to symbolize.

I attended a May 1981 meeting for leaders of 4H

Club youth groups from throughout Canada held in St. John's
at which this was strikingly demonstrated. One group, the
4H Club Dancers from Fox Harbour, Placentia Bay, performed
versions of the Square Dance, Lancers, and choreographed
group step dancing. They were introduced as demonstrating
their heritage of Newfoundland dancing. From the community
of Dunville, only a few miles away from Fcx Harbour, a
group of young teenaged girls called the Eager Beavers,

performed a disco dance routine to a Bee Gees' recording.

Two more different identities could not have been juxtaposed,

38Royce's discussion is in Royce, Anthropology

of Dance, p. 164.
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yet both used dance in the same way to express the per-
formers' conception of themselves to the visiting 4H Club
representatives.

The meaning of the group dances in these new con-
texts, their significance to the audience and performers,
even the subjective experience of dancing them is very
different from that discussed in connection with their
first existence. Nevertheless, they still symbolize by
similar means. The various spheres of "body in action,"”
"specific movement," "discoursive," and "whole performance"
through which the dancers once enacted their social relations,
cultural values, and the event's functions serve as a meta-
phor for that very experience in the new contexts. The
dance forms in their new contained event context stand for
the ethos of the older extended events of which they were
part. These folk dances have come to represent a cultural

ideal with which many Newfoundlanders wish to identify.

39MUNFLA, Ms., 81-271/pp. 405-14.



375

CONCLUSIONS

The interpretation of dance forms as expressions
of social relationships and cultural values is not a new
idea. This approach has even been applied occasionally
to folk dances of the British derived North American
tradition. Colonial dances in America, I noted, have
been interpreted as reflective of the participants' various
social identities.l The square dance has been said to
suggest the American fascination for process, and been
described as symbolic of the dancing "community of couples, "
as well as reflective of the social networks which bring
them together.2

These and most such interpretations are based on
analogies between impressionistic responses to the dance
forms and other types of social organization. Drawing on
the literature of non-verbal communication, I have illus-
trated specific means by which dance movement serves its
functions, embodies social relationships, and communicates
the cultural values which are enacted in the dance events; thus
demonstrating the connections between dance form and its

expressive functions in Newfoundland.

lRoyce, Anthropology of Dance, pp. 110-131.

2Louie W. Atterbery, "The Fiddle Tune: An American
Artifact," in Readings in American Folklore, ed. Jan Harold
Brunvand (New York: W.W. Norton, 1979), pp. 332-33;
Feintuch, pp. 64-65.
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Sexual and integrative expressions were found in
almost all aspects of the dance event context. The
organization of dance events, the behavior that was typical
at them, the use of food and drink, the music and its
associated rhymes, the participants' clothing, the dance
movements, and what informants said about the events --
all redundantly expressed aspects of the same dance
event ethos. In the context of different occasions
throughout the year, various networks of people employed
such events to enact, in a celebratory way, the socio-
cultural order of which they were part.

This dance culture changed significantly when
transportation improved and the Newfoundlanders' negative
attitudes towards their past encouraged the adoption of
dance and music which was identified with the mainstream
of North American culture. The character of the dance
events and the dances performed changed together.
Courtship in particular, always an important motivation
for dancing, was taken out of the context of community
affirmation, as young people could more easily travel out-
side their immediate regions to meet one another. They
created new events at which to dance the couple dances which
became popular. Within the context of events at which the
0ld community organization and values continued to be ex-

pressed, the older dance forms persisted longer.
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With the return of appreciation for the unique
cultural identity of Newfoundland, the older dances have
been adapted, within an altered social structure, as
symbols for the society they once served. In this new
use they have been changed yet once again, to better
communicate in their new settings.

While I agree with Hanna that "problems of wvalid
and reliable symbolic analysis loom large," the consistent
repetition of meanings discerr »>le in dance event behavior
is evidence for the applicability of my interpretations.
The dance movements, their associated verbal genres, and
customary behavior at dance events all reflect the same
social issues. A final wvalidation of such interpretations
comes from one's subjective experience. The corroboration
of my intuitions as a dancer, through conversations with
my informants and in the analysis of objectively gathered
information, has been the most satisfying result of this

study.

3Hanna, To Dance, pp. 240-241.
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APPENDIX A

NEWFOUNDLAND DANCE DATA GUIDE

The Dance Event

A.

Does the dance event have a name? For example,

time, garden party, bridge dance, ball, spree,

teenage dance, etc.

When might it be held? For example, a particular

date, during a certain season, occasioned by another

event (visiting schooners), more spontaneous

(describe) . s

Where would it take place? For example, a school,

parish hall, private home (kitchen, parlour), empty

house, bridge, special platform.

What were the preparations for the dance event?

For example, how announced, planned, etc.

What non-dance activities are associated with the

dance event?

1. If part of a larger event context, describe it.
For example, fund raising at a garden party,
parade at an Orangemen's time. How did

dancing fit in with these other activities?

2. Food. What was cooked, how, when and where
served?
3. Drink. What, where, when, by whom?

4., Fighting. Where, when, by whom?

5. Courting?

Who participated in the dance event?

l. How large a group?

2. How related to one another? For example,
place of residence, family, age, sex, church,

or fraternal organization, etc.
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3. Were there special roles associated with the
dance? For example, floor manager, musician,
caller.

4. Were there different roles for different
groups? For example, women cook and serve
supper, men prepare and offer drinks.

5. Participants clothing. For example,

"dressed up," or special accoutrements such as
tap shoes, or a uniform.

Were there expected activities which followed the

dance? For example, courting, sinéing, story-

telling.

Was the dance a topic of conversation afterwards?

What was said about it, in what context?

Dances

Does the dance have a name? For example, Square

Dance, Lancers, American Eight, Step Dance, Tap

Dance, Double.

How is it organized? For example, group, couples,

individuals.

How many dance at one time?

What is its geometry? For example, square, line,

two lines, circle, pairs of couples, separate

couples, indivuduals on one spot. If there is a

sequence of geometric forms, describe these.

1. Do these patterns have names? For example,
form-a-line, thread-the-needle, cutting,

spinning.
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The individual dancer's movement.

1. Posture. For example, upright, single unit
torso, body axis held.

2. Body parts. For example, feet and legs move,
arms remain at sides.

3. Locomotion. For example, walking, running,
with occasional "step" elaborations.

4. Steps.

a. Do the dancers have names for their movements,
such as single or double steps?

b. How are these steps distinguished? For
example, rhythm, visual effect.

5. Are there distinctions in the typical dance
movements of different groups? For example,
men move more vigorously than women.

How are dances learned? For example, formally

taught, or by observation and private imitation

until movements are mastered.

Dance Accompaniment

A.

What instruments are used? For example, accordion,
fiddle, harmonica, vocal music.

Are certain tunes better suited for some dances

than others? If so, why?

Are there terms to describe general distinctions
among tunes? For example, singles, doubles, triples.
If so, what distinguishes them?

What tunes are most common?

Are there words associated with the tunes? For
example, rhymes, such as, "Chase Me Charlie

If so, who sings them, where and when?
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Informant Commentary

A. How is dancing characterized by informants?
For example, strenuous, exhilarating, long duration,
loud.

B. What characterizes good dancing? For example,
"lightness" on one's feet, "tidy" movements.

C. Are there stories of exceptional dancers and dancing
feats? For example, dancing on a plate, or
balancing a glass of water on one's head while

dancing.

P
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APPENDIX B

SAMPLE DANCE EVENT DATA FORM

IUNFLA 77-155, Ferryland, Aquaforte, 1900-'40, Collector: male, under 25 years. Informants: 2 males, 60, 69 years.

Jance

. Dances
ivents

Where, when What (non-dance) Who

Held before Christmas

and in early summer,

in a house (community

had no public hall in the
early years), a small fee
was paid to the hosting
family,

Semi-annual
balls

Women bake and cook,
men bring "shine."
Belle and Beau
chosen, meal at
11:00 p.m.

60 or more people,
a community event,
not private.
Musician hired.

American Eight, Square
Dance, Lancers, Step
Dance, Waltz, Polka,
Belle and Beau dance
special waltz with hosts.

House time, A private party, held in Owners may provide food No hired musician. Square dancing and

or spree a house. and drink. Folk songs Eights, but not always
and talking as well as finished as musicians
dance, might not want to play

that long.

Held after a spree or on a
warm night when young people
gather outdoors. Bridge

is wood, good for dancing.
Usually after dark.

Mostly young
peonle.

Squares and Eights
unusual, boys may
practice steps.
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Jristmas

House visiting by men
during Christmas season.
Dancing might happen

if there was music in
the house, especially
at the last stop.

Drinking, singing,
often later in the
evening.

Primarily men.

Step dancing, usually
just the men. If wives
were present, Lancers
might be done.

Step dancing by women
more common among the
Roman Catholics in
Ferryland, than the
Anglicans in Aquaforte.










