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found most useful in my work and stablish how those ' hods underline

subsequent chapters.
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my constructed self as schc -, folklorist and dance ethnographer. These
examples illustrate the complexities of traditional and vert :ular ince in
contemporary society. The social and cultural contexts for these case studies are
laid out in the next chapter, which focuses on Irishness as a marker of

Newfoundland identity.
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¢ [ ncein Newfoundland

Although Dance Up is not the same as traditional Newfoundland set
dance, the history of set dance and its re-contextualization is important in
understanding Kearley's motivations and purpose in creating and producing her
event. The genesis of Dance Up, and its chief inspiration, is drawn from what is
the most well known and considered by many to be the 2st traditional form of
dancing in the province.

While there is a « th of research on and analys of dance in
Newfoundland in general, : dance is the exception. As outlined in Chapter
Two, almost all of the ac  {emic writing on Newfoundland dance has focused on
set dance. That includes student papers on Newfoundland set dance in addition
to articles that deal with the  cial life of Newfoundianders, particularly in the
outport community setting, of which dancing was a part. mentioned in Chapter
Two, the key work on set dance in Newfoundland is that of Colin Quigley, whose
1981 Master's thesis, “Folk Dance and Dance Events in Rural Newfoundland”,

and subsequent 1985 book, o the Floor: Folk Dance in Ne inc'--1, are

considered central works on this subject.

What makes Quigley study so compelling is his contextualization of set
dance. When focusing on a )Hecific dance genre, there is often tt  danger of
simply describing the dan.  rather than situating it in its historical or social
context. The strength of Quigley’'s work (especially the book, which was written

more for a general audience than the thesis) is that he n  only paints a picture of
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These are people who want to come out for an entertaining time. Most
lingo | give out is the vernacular names of the figures, and the alternate
names I've collected from other communities.”® So 1at's the lingo | give
out, because it's not a lecture series, it's entertainment, wi e they pay to
be the tertainers. (2001)
As part of the teaching of the dances, Kearley assumes a character, which she
attributes to her the rical tt ning and natural inclinations towards acting, and is
the embodiment of what G 1an's dramaturgical apprc :h referred to as an
interactionist method (Scl  fer et al 15) of social interaction (see Figure 5.4).
Rather than simply instructing dancers verbally, Kearley immerse herself in the
middle of the dancers, using!  persona as a means of demonstrating as well as
kinesthetically inter ting with the dancers in order to concretely illustrate a

figure. She teaches with dram: c, creative, hands-on )proach.

** For example. "through the woc ", “hand over hand". "chain’, and "grand ¢ n” are the same
move, with variants in  ninology ornginating from different communities.
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consist almost exclusively of grasping and letting go of « ‘s’ hands, either
above the head, out in front, or close to or  another (see Figure 5.7). Figures
dictate whether dancers’ hands are clasped together or not; otherwise, arms tend
to hang loosely at the dancer's side, or may clap along to the music. Because of
the relatively simple natu  of kinesthetic requirements (in direct contrast to the
step dance styles | examine in the next chapter), dancers are able to foct on
the intricacies of the figures and floor pi 2rns. The arm choreography enhances
the social nature of the dan.  form. Set dance is a dance form that requires
continual interaction with ni  rous partners, which is an inherent aspect of the
socialization of Newfounc 1 set dance. Because of this movement quality,
physically linking with one's partner is tt  essential embodiment of the social

nature of set dancing.
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putting them on the stage, to paraphrase Posen, Kearley has shifted the context
to suit the dances’ primary functional change from social event to heritage event.
Kearley has developed new formalized elements of set incing, through her
creation of the Dance Up rent, that also reflect changes brought on by the new
context.

While Kearley does invent tradition, according to Hobsbawm and Ranger,
the question is, why? When there are so many square dances tr  already exist
in the canon, why bother to create new ones, particularly if that may be to the
detriment of your place in  ather small arts community? Bendix argues that:

Appeal to a touristic idience constitutes only a surface rationale for

inventing traditions. Economic motivations are or  part of the story,

perhaps an important rhetorical argument in the process « creating
display events. But wished-for economic benefits do not sufficiently

explain why such e its are continued for decac  or even centuries. A

close examination of 1e motivations and choices of originators,

performers, and auc 1ces of new, traditionalized displays points instead
towards an affi  ition of local and national cultural identity in the face of

seasonal mass foreign invasion. (“Tourism” 132)

Reflecting Bendix's argume¢ s, Kearley does not state that she creates new
dances solely for the ber it of | ticipants. In fact, she realizes that this may
alienate more “hard core” are dancing enthusiasts, leaving her with a smaller

base from which to attract participants. According to Ke ley, she creates new
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| observed the returning of previously worn shoes, and parents helping
their children on with their next p  -. Yvonne and Jeff mo' 1 through the packs of
parents and children, helping to find sizes, and greetingtl 1 w~comers. For
some of the brand new ¢ cers, this was the first time they put a pair of tap
shoes on their feet (see Figure 6.3). One style of shoe, n le from patent leather
and fastened with  black ribbon tied into  bow, was ple sing to some of the
younger girls, who seemed  interested in looking at their new shoes as hearing
the sound. Asther w~dan s tried out their shoes, they were delighted ith the
sound that they made. ¢ >h, many of the children (beginner and advanced)
were running, jumping, and ping all over the room in anticipation of what was
to come. Some of the exper iced dancers already be¢ 1 showing younger

siblings and friends some of the basic steps.
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small differences were observed between the variant | learned in my own dance
class, and the variant now  ight to the St. Pat’s group. The dance is usually
performed to the tune of “Turkey in the Straw,” following an apparent convention
that Irish-Newfoundland step dances are often named after their :companying
tune. | watched as the dif tl¢ ders showed their charges the dance. Rather
than formalized classroom instruction by a certified teac , the normin nce
schools, here, dances are | 3sed along through more it irmal oral and
kinesthetic transmission. T leader showed the new dancers tt eps and
talked them through each 0 guiding and correcting where necessary (see
Figure 6.4). | was struck o0 |l by the enthusiasm and  ience shown by the
group leaders (who were in their early to mid- teens), es; ally with some very

young and some uncoordinated children.
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Thus the dancers are aware of the lineage of the group, and the pride that comes
from carrying on a tradition such as this. The Steiners take great pains, then, to
allow not only for the flourishing of the dance form, but also for the children to
form an identity as a St. Pat's Dancer, and its corresponding heritage, as well as
with Irish-Newfoundland step dancing, and the cultures thatitis 1to (see

Figure 6.9).

259















itself in Newfoundland and Labrador has endured a significant contextual shift in
order to remain relevant as both cultural piece and performance nre and it
continues to evolve in context an function today, while a ering to the
Newfoundland collective identity. T final chap - of this dissertation links the
case studies through the concept of Irishness as it relates to dance. It provides
some conclusions Hout the dance forms as a whole, identifies further areas for
study, and offers the reader some food for thought regarding how dance in St.
John's, Newfoundland and La ador, reflects and addres ; the larger

philosophical questions of ithenticity, heritage and revival.
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Ar »ndix B: Notation Scores

Set Dance: Striptl  Willow
Set Dance: Six-Handed Re
Irish-Newfoundland tep D « : Double Batter

Irish-Newfoundlar Step [ N cb it Durkin
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N w~foundland Set Danc

Strip the Willow
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N vfoundland Set Dance

€ <«-Handed Reel
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Irish-..evn ‘ounc¢ and Si p Dance

Doub! Batter
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Step Dance 1
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Irish-| wfoundland Step D¢ ce

Meir hant Durkin
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M :hant Durkin
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Merchant's Durkin
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‘hant  Durkin
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Merchant's Durkin
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