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NOTICE.

M=z. T. HILLGROVE, for the accommodation of his
pupils, and in compliance with the wishes of many
friends, has been induced to republish the following
collection of dances, instructive sketches, etc.

~ To promote a general interest in the profession, to
expedite the progress of pupils, that all may learn and
practise dances uniformly, so that those of different
academies may mingle in the same dances without
fear of mistake, and to obviate the difficulties arising
at many public assemblies, has been his object in
offering this publication at a price bringing it within
the reach of all.

In his own schools it has greatly assisted him,
reference thereto preventing the necessity of frequent
repetition of questions and answers; while from its
descriptions adult scholars have mainly learned the

1*
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various figures, many have been their acknowledgments
of appreciation of its simple merits. By reason of the
exhaustion of several editions of this work, the author
has thought proper to revise and improve the present
issue, having consulted all writers who have touched
on the subject of dancing, making such extracts as he
has deemed useful or instructive, having cleared them
of verbiage, and connected them in a manner agreeable
to the reader.

Especial attention hag been given to the inculca-
tion of gracefulness of position and elegance of contour
and attitude while dancing. Although these instruc-
tions will be of as much service to the master as to his
pupil, yet it has been intimated that a book explana-
tory of the art would injure the interests of professors
of dancing, by rendering their assistance unnecessary.
As well might it be charged that the publication of
musical books would preclude the necessity to a novice
of a professor’s instructions.

Many innovations on the true principles of dancing
might have been prevented, had there been a proper
authority to which to refer. In the absence of such
an authority, numerous deviations from a correet style
have marred the pleasing effect, beauty, and sociability
of the original dances in their purity. It seems, there-
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fore, to be neceseary that some one should assist the
art in purifying it from the errors and improprieties
which have gradually crept in ; and by showing dan-
cing in its true light, persuade all of its usefulness and
elegance, producing pleasure while tending to instruc-
tion ; and to lay down rules useful to the teacher, and
equally advantageous to the pupil, thus aiding spec-
tators to estimate the true value of the art.

The dances are arranged by numbers; some for
two or three, and others for four or more parts; so
that when a dance is called, it is necessary only to re-

. quest the musical band to play the number of parts
required, agreeable to the one chosen. Particular in-
structions are given for performing the different
dances, so that those who have never previously en-
gaged in them may be able to dance without the
asgistance of a master. It is not meant, however, that
one may learn, unaided by a teach;r, the rudiments
of the art, but that such as have a fair knowledge of
dancing, may readily acquire more intricate figures.

Mr. Hillgrove, making no pretensions to the rank
of author, has simply aimed to be clear and precise.
He has availed himself of all books from which he
might elicit any valuable information bearing on the
subject under consideration, a list of the authors of
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_which he would append, did he deem it necessary to
their fame or the reader’s profit. And yet so nearly
alike are the observations of many, that it would be
difficult to know to whom the chief credit is due.

The author has done as well as he could do—more
should not be expected. Such as it is, this little book,
he trusts, will be found of use not only to the tyro, but
to all who have ever been enamored of the dance.
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BY THOMAS HILLGROVE.,



PART FIRST.

DANCING, AND ITS HAPPY INFLUENCES.

Ix classing this elegant accomplishment with the
fine arts, we adopt the distinction made by the in-
genious author of a work entitled 7he Fine Arts re-
duced to a Principle. He divides the arts in general
into three kinds, with a view to their different ends.
The first, he observes, have for their object the neces-
sities of man, whom Nature seems to leave to himself
as soon as she has performed the office of ushering him
into the world. Exposed as he is to cold, hunger, and
& numberless train of ills, the remedies and preser-
vatives of which he stands in need, seem ordained to
be the price of his own labor and industry. This gave
rise to the Mechanical Arts.

The next have pleasure for their object. These
sprung wholly from the bosom of joy, and owe their
existence to sentiments produced by ease and afflu-
ence. They are called, by way of eminence, the Fine
Arts—such as Poetry, Painting, Sculpture, Music, and
Dancing,

]



14 HILLGROVE’S OOMPLETE GUIDE

The third kind are those which are subservient to
both usefulness and pleasure: Architecture, for exam-
ple, and Eloquence. Necessity first produced them,
and taste has given them the stamp of perfection.
They hold a sort of middle rank between the two
other kinds, and may be said to share their utility and
delight.

Dancing is, of all the fine arts, that which seems
peculiarly devoted to cheerfulness and joy. It is the
lively expression of these emotions by gestures and
attitudes. It seems to have nothing but pleasure in
view, yet, like music, its sweet accompaniment, it tends
to refine the manners; and to give health, activity, and
vigor, as well as graceful ease and elegance to the hu-
man frame. People are too apt to look upon Dancing
as merely a pleasant recreation, and seldom think of
any important end which it can answer. A few lines,
therefore, may not be misemployed in illustrating this
point.

Few persons are ignorant of the good effects of ex-
ercise in preserving or restoring health. But of all
active exercises, dancing is -undoubtedly to be pre-
ferred. The best medical writers seem only afraid
of recommending it with too much earnestness, lest
the pleasure it affords may often lead to excess. When
kept within the bounds of moderation, it gives salu-
tary play to the organs of life: every muscle is in
motion ; the lungs are expanded; the stomach is
strengthened ; obstructions are prevented or resolved ;
the circulation of the blood and the performance of all

- the neocessary secretions are most desirably facilitated.

Let us next consider its happy influence on the
mind. The usual cheerfulness of well-bred company,
the sprightly dispositions which draw young people
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together on festive occasions, and the charms of music,
give a spring to the spirits, and dispel vapors, melan-
choly, and every sickness of the heart. Thus we find
that this agreeable amusement contributes as much to
health, both of mind and body, as to outward grace,
well-bred demeanor, and to & becoming, yet modest
assurance, not only in public assemblies, but in the
circles of private intercourse.

The lovers of dancing, like those of music, are ever
fond of variety; and, indeed, to give a true zest and to
keep up the interest created by each, variety is and
ever will be essential.

As authors generally are disposed to entertain a
very elevated opinion of the subject on which they
discourse, our readers should not be surprised that we
regard the art of Dancing not only as an agreeable and
elegant pastime, but as one of the most efficient as well
as delightful means of civilization. 8o long as danc-
ing is cultivated, civilization progresses; but no soon-
er is the interdict issued against this elegant acoom-
plishment and social amusement, than the people who
had been refined and polished by its inspiration, re-
lapse into barbarism, or give place to others more
spirited than themselves.

In every period of life, the art of dancing facilitates
the acquisition of ease and elegance in personal deport-
ment, but especially when acquired in early life. They
who have learned to dance in childhood are ever dis-
tinguishable in manner from those who have not
learned. They enter a room and retire therefrom, or
pace an apartment, with ease and dignity of carriage.
Graceful movement has become a second nature by
early training and continued practice.

Nature alone will not teach good manners. Art is
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Nature's younger sister, and comes in to finish what
Nature begins. Each has her beauties, each her im-
perfections; and they correct each other. Guided
solely by Nature, we are awkward—by Art, we be-
come formal, cold, and deceitful.

Books alone are not sufficient to teach our art.
Personal instruction and discipline are indispensable,
A few lessons sometimes suffice for those gifted with a
delicate sensibility and quickness of apprehension.
But a living model, a severe and friendly criticism are
necessary to render books of etiquette available even
to those who are naturally elegant.

Dancing, says a recent author, has been employed
. by aul nations in all ages, to exhilarate the mind, and
to give expression to the consciousness of abounding
health, which there is no doubt it contributes to main-
tain. It has the advantage over most other exercises,
in being social. Being accompanied by music, both
the mental and muscular powers of all those engaged
in it are united in executing the same movements,
which are consequently effected without much exer-
tion of the will; so that it secures a large amount of
exercise with but trifling fatigue. It harmonizes with
the general plan of the organic movements of the
body ; and should be cultivated in every family as an
antidote to the effects of toil and weariness.

We need not enter into a defence of dancing. This
the wisest and best men have done, who, discrim-
inating between its use and abuse, have delivered it
from its isolated position as the only one of the liberal
arts which had been discountenanced, because, for-
sooth, it was sometimes carried to excess. Solomon,
the wise man, says that there are times for all good
things, and adds, that there 1s a time also to dance.
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The benefits of dancing are manifest, and as nu-
merous as they are indisputable. Movements in
measured time and graceful evolutions to the sound
of music are as natural as music itself; and are a
part, in fact, of the nature implanted by the All-wise
and Beneficent Architect of the universe.

N

THE TOILET.

The first consideration for a lady is simplicity of
attire, whether the material be cheap or costly—such
simplicity as produces the finest effect with the least
apparent labor, and the smallest number of articles.

The next is elegance of make and propriety of color.
Fashion generally will determine the former, but the
latter is to be left to individual taste.

In the selection of colors, a lady should consider
her figure and complexion. If she be slender and
sylph-like, white, or very light colors are supposed to
be suitable; but if inclined to embonpoint, such colors
should be avoided, as they apparently add to the bulk
of the wearer.

Pale colors, such as pink, salmon, light blue, maize,
delicate green, and white, are most in vogue among
blondes, as being thought to harmonize with their
complexions. Brilliant colors are generally selected
by brunettes for a similar reason.

Harmony of dress involves also the idea of contrast.
A pale girl looks more pale, and a brunette less dark,
contrasted with strong colors. But as the blonde and
brunette are both beautiful in themselves, when the
contour of the face and figure is good, a beautiful girl,
blonde or brunette, may adopt either style, or both

9
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alternately ; for a uniform style of dress finally assumes
the character of mannerism and formality, which is in-
compatible with the highest excellence in any of the
fine arts.

Ladies should remember that men look to the effect
of dress in settif® off the figure and countenance of a
lady, rather than to its cost. Few men form estimates
of the value of ladies’ dress. This is a subject for
female criticism. Beauty of person and clegance of
manners in woman will always command more admi-
ration from the other sex than costliness of clothing.

In having dresses made long, care should be taken
that they be not so long as to touch the ground, for in
that case they are likely to be torn before the evening
has half expired. It is almost impossible to dance, if
the dress sweep the floor, without such an accident,
except with a very careful and accomplished partner.

The head-dress should be in unison with the robe,
though ladies having a profusion of beautiful hair re-
quire little or no artificial ornament. A simple flower
is all that is necessary. To those who are less gifted
in this respect, wreaths are thought to be becoming.

Tall ladies should not wear anything across the
head, as it increases their apparent height. A chaplet
or drooping wreath would, therefore, be preferable.

White satin shoes are worn with light-colored
dresses, and black or bronze with dark ones. The
gloves should fit to a nicety.

Mourning—even half-mourning—has always a som-
bre appearance, and is, therefore, unbecoming in a
ball-room; but since decorating it with scarlet has
come into fashion, an air of cheerfulness has been im-
parted to its otherwise melancholy appearance.

A lady may wear a black dress with scarlet flowers
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and trimmings. Many ladies, whether in mourning
or not, wear black from preference, trimming it with
such colors as their taste suggests. A black satin dress
looks better when covered with net tarleton or crape;
the latter to be worn only when in mourning.

There is little variation in gentlemen’s ball attire,
it being generally black.

INTRODUCTIONS.

The practice of introducing persons to each other
in the ball-room has been ridiculed, on the ground of
the uselessness of making persons acquainted with each
other where it can be of no benefit to either party.
The proper rule is not to introduce one person to
another without knowing that it is agreeable to both.
Gentlemen are introduced to ladies, not ladies to gen-
tlemen ; in other cases, the younger to the elder.

Our custom of indiscriminate introductions has
often been made the subject of comment by foreigners,
who can discover no possible advantage in being made
acquainted with those in whose company they are
likely to be but a few minutes, in whom they take not
the slightest interest, and whom they never again may
recognize or even meet. Besides, each one wishes to
exercise his own judgment or taste in the selection of
acquaintances; and it is, therefore, clearly a breach of
politeness to introduce any one to your friend or asso-
ciate, before knowing that it will be agreeable to both
parties.

‘When an introduction to a lJady is solicited by a
gentleman, the consent of the lady to make his ac-
quaintance should be asked, that she may have an
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opportunity of decliping. This rule should be adopt-
ed also in an assembly room, it being understood,
however, that the introduction is for that evening
only, after which the acquaintance ceases.

In private parties introductions are not considered
necessary. The having been invited by the host is a
voucher for respectability. Therefore if a lady meet a
gentleman who seems to be desirous of becoming ac-
quainted with her, there should be no hesitation on
her part in meeting his advances, without the cere-
mony of introduction. But at a public ball, before an

* introduction be given, the lady’s permission and that
of the gentleman accompanying her should be obtained.

HINTS TO DANCERS.

All should be as much at ease in the ball-room or
private party as if at home; no person can be pleased
in the consciousness of being awkward—the possession
of confidence, however, should be without effrontery,
which, next to affectation, is the most unpleasing fault
in either sex. Ease is to be admired, but carelessness
and negligence are contrary to good manners.
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Whoever is admitted to a company of ladies and
gentlemen, is supposed to be, for the time at least, on
an equality with all present, and should be treated with
equal respect.

‘When a gentleman accompanies a lady to a ball, he
should dance with her first, or offer to do so; and
should take care that she be provided with a partner
whenever she desires to dance.

At private parties ladies and gentlemen should not
dance exclusively with the same partners, if by so
doing they exclude others from desirable company.
We may, however, without impropriety ask a lady
to join us the second time in a dance. We should
treat all courteously; and, not manifesting preference
for any one in particular, be ready to dance with who-
ever may need a partner.

Never become involved in a dispute, if it be possi-
ble to avoid it. Give your opinions, but do not argue
them. Do not contradict, and, above all, never offend
by endeavoring to correct seeming inaccuracies of ex-
pression.

Never lose.control of temper, or openly notice a
alight. Never seem to be conscious of an affront, un-
less it be of an unmistakably gross character.

In company it is not required to defend friends, un-
less the conversation be personally addressed, and then
any statement known to be wrong may be corrected.

Do not give hints or innuendoes. Speak frankly or
not at all. Nothing charms more than candor when
united with good breeding. Do not speak in a loud
tone, indulge in boisterous laughter, nor tell long
storics. Be careful not to speak upon subjects of
which you are ill-informed. Never seem to under-
stand indelicate expressions, much less use them.
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Avoid slang phrases and pet words. Confess igno-
rance rather than pretend to know what you do not.
Use good English words and not fantastic phrases.
Call all things by their proper names; the vulgarity is
in avoiding them.

Never repeat in one company any scandal or per-
sonal history you have heard in another. Give your
own opinion, if you please; but do not repeat tlie
opinions of others.

Anxiety to accommodate and to make all happy, is
& distinguishing mark of a gentleman or lady.

If you have in any manner given offence, do not
hesitate to apologize. A gentleman on accidentally
touching you, or passing before you, will ask pardon
for the inconvenience he causes.

Never forget that ladies are to be first cared for, to
have the best seats, the places of distinction, and are
entitled in all cases to your courteous protection.

Do not cross a room in an anxious manner, or
force your way to a lady to merely receive a bow, as
by so doing you attract the attention of-the company
to her. If you are desirous of being noticed by any
particular persons, put yourself in their way as if by
accident, and do not let it be seen that you have sought
them out; unless, indeed, there be something very im-
portant to communicate.

‘When meeting friends in public, you salute them
the first time, and not every time of passing. :

In ascending a staircase with ladies, go at their
side or before them.

Great care should be given to prevent the appear-
ance of awkward bashfulness. Assume a modest con-
fidence and all will pass smoothly.

The most obvious mark of good breeding and good
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taste is a regard for the feelings of our companions,
True courtesy is founded on generosity, which studies
to promote the happiness and comfort of others. It is
more winning than grace or beauty, and creates s¢nti-
ments of love at first sight.

When conversing with your partner, let it be done
in a quiet tone, avoiding all affectation, frowning, quiz-
zing, or the slightest indication of ill-temper, and, par-
ticularly, criticising the dress or appearance of others.

While dancing, a lady should consider herself en-
gaged to her partner, and therefore not at liberty to
hold a flirtation, between the figures, with another
gentleman ; and should recollect that it is the gentle-
man’s part to lead her, and hers to follow his directions.

Pay strict attention to the dance, but not so marked
as to appear as if that attention were necessary to pre-
vent a mistake.

At a private ball or party, a lady should not mani-
fest preference for a particular partner, but should
dance with any gentleman who properly asks her
company.

At a public ball, if a gentleman, without a proper
introduction, ask a lady to dance, she should positive-
ly refuse.

When a gentleman, having been properly intro-
duced, requests the honor of dancing with a lady, she
should not refuse without explaining her reason for so
doing. -

On no account should a lady parade a ball-room
alone, nor should she enter it unaccompanied.
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DEPORTMENT IN THE BALL-ROOM.

On entering a ball-room, all thought of self should
be dismissed. The petty ambition of endeavoring to
create a sensation by either dress, loud talking, or un-
usual behavior, is to be condemned ; also the effort to
monopolize a certain part of the room during the even-
ing, or of forming exclusive circles when unanimity and
good feeling should prevail, are, to say the least, ex-
ceptionable.

A gentleman should not address a lady unless he
has been properly introduced. It is improper also for
two gentlemen to dance together when ladies are
present. .

It is improper to engage or re-engage a lady to
dance without the permission of her partner.

‘When a company is divided into different sets, per-
sons should not attempt to change their places without
permission from the Master of Ceremonies.

No persons engaged in a quadrille or other dance
that requires their assistance to complete the set,
should leave the room or sit down before the dance is
finished, unless on a very urgent occasion, and not
even then without previously informing the Master of
Ceremonies, that he may find substitutes.
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Such persons as may dislike any dance that is
called, instead of interrupting its performance or en-
deavoring to have it altered, should retire to their seats.

The customary honors of a bow and courtesy
should be given at the commencement and conclusion
of each dance. .

A lady or gentleman, unprovided with a partner,
wishing to dance, should apply to the Master of- Cere-
monies.

An introduction in the ball-room for the purpose
of dancing, does not entitle you to afterwards claim
- acquaintance with a partner. All intimacy should end
with the dance. It is proper, however, for the lady
to recognize the gentleman, if such be her wish; he,
of course, not failing to return the salutation.

If a lady be engaged when you request her to
dance, and you have ‘obtained her promise for the
succeeding dance, be sure to be in attendance at the
proper time, and thus avoid even the appearance of
neglect.

If you cannot waltz gracefully, do not attempt to
waltz at all. In this dance the gentleman is more
conspicuous than in any other. In waltzing, a gen-
tleman should exercise the utmost delicacy in touching
the waist of his partner.

If prudent, you will not enter a quadrille without
knowing the figure, and at least a few of the steps.

Dance quietly, from the hips downward. Do not
jump, caper, or sway your body.

In giving hands for- Ladies’ Chain, or any other
figures in the quadrille, you should accompany it with
an inclination of the head in the manner of a salu-
tation.

Avoid changing from one set to another; it may

8.
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i
serve your purpose for the time, but will not add to
your character for politeness.

When a gentleman accompanies a lady to a ball he
will at once proceed with her to the door of the ladies’
dressing-room, there leaving her; and then repair to
the gentlemen’s dressing-room. In the mean time, the
lady, after adjusting her toilet, will retire to the ladies’
sitting-room, or wait at the door of the dressing-room,
according as the apartments may be arranged. After
the gentleman has divested himself of hat, etc., and
placed the same in the care of the man having charge
of the hat-room, receiving therefor a check, and after
arranging his toilet, he will proceed to the ladies’ sit-
ting-room, or wait at the entrance to the ladies’ dress-
ing-room for the lady whom he accompanies, and with
her enter the ball-room.

The ladies’ dressing-room is a sacred precinct, into
which no gentleman should ever presume to look; to
enter it would be an outrage not to be overlooked or
forgiven,

At the commencement of a ball, it is customary for
the band to play a march, while the company make a
grand entrée and march round the room; at the con-
clusion of which, the company, or as many as conven-
ient, should be seated.

After the march and when the music for the prome-
nade has ceased, all of the dancers will take their places
on the floor at the sound of a cornet or some other
signal from the orchestra, or by the announcement of
the Master of Ceremonies. But no position should be
taken by any of the dancers until the signal to do so
has been given.

Sets should be formed with as little confusion as
possible. Running to obtain a position should be cax.-
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fully avoided, and sall should strictly refrain from vol-
unteering directions about the dance, unless by request
of the Master of Ceremonies. ' .

‘When forming for quadrilles, if by any oversight
you should accidentally occupy another couple’s place,
on being informed of the intrusion, you should imme-
diately apologize to the incommoded party, and secure
another position.

Contending for a position in quadrilles, at either
head or sides, indicates an irritable and quarrelsome
disposition altogether unsuited for an occasion where
all should meet with kindly feelings.

When a gentleman is waiting on a lady to a ball, he

. should invariably dance the first set with her; and
may afterwards introduce a friend, or exchange part-
ners, or dance again, as circumstances or inclination
may dictate. :

A gentleman having two ladies in charge may, in
the absence of friends, address & stranger, and offer
him a partner, asking his name previous to an intro-
duction, and mentioning that of the lady to him or not,
as he may think proper.

Persons unacquainted with the figures should not
attempt to dance, as they expose their own awkward-
ness and annoy all who may be dancing with them.

At the commencement of a quadrille, bow to your
partner, and then to the lady on the left. This is
sometimes omitted in private society.

‘When passing through a quadrille, let your arms
hang easily, and avoid any display of agility or knowl-
edge of steps.

‘When dancing with a lady to whom you are a
stranger, be cautious in your conversation, saying as
little as possible, without risking being considered
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unsociable. Be mild in your deportment, leading your
partner gently through the dance, and simply taking,
not rudely grasping, her hand. At the end of the
dance conduct your partner to her seat, and as she oc-
cupies it, politely bow and retire.

If a lady refuse to dance with you, bear the refusal
with becoming grace ; and if you perceive her after-
wards dancing with another, seem not to notice it, for
in these matters ladies are exempt from all explana-
tions.

In social intercourse, place all at ease in your pres-
ence, 80 far at least as depends on your own actions;
for in this you will exhibit a chief characteristic of
good breeding.

Avoid all cause of quarrel, and remember what is
due to your own dignity as well as to that of the com-
pany. Recollect, also, that deviations from propriety
may as frequently arise from ignorance or stupidity as
from design to annoy or insult. Trivial deviations
from correctness of deportment should be passed in
silence as unworthy of notice.

If you receive an indignity, or even a gross insult,
resent it not at the moment by sign, motion, or, if pos-
sible, by any expression of feature; but pay every at-
tention to all present, so as not to mar the pleasure of

the entertainment. If absolutely necessary, let an ad- -

justment be sought at a future time, as the ball-room
is not a proper place for the settlement of personal
difficulties.

In small matters ladies can punish offenders better
than their cavaliers. But shoull a gross breach of
propriety be perpetrated, a man of honor and a gentle-
man will readily know how promptly to carry into effect
whatever the circumstances of tlie case may require.
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Innovations of any kind should never be attempted
in a ball-room, such as introducing nqvel figures, or
interfering with the movements of the dancers.

Some persons absurdly seek notoriety by a display
of exclusiveness, or by making audible comments on the
dress, manners, style of dancing, etc., of those present;
which are gross violations of good breeding, and should
be instantly rebuked hy the Master of Ceremonies.

Gentlemen should provide themselves with gaiters,
pumps, or dancing shoes, which are more agreeable
than the boots that have been worn in the street. The
accumulation of dust, moreover, which is so unpleasant
in most public rooms, will be thus avoided.

Nothing is more indicative of vulgarity than the
habit of beating time with the feet or hands during the
performance of an orchestra. It should be borne in
mind that, however agreeable to one’s self, it is ex-
tremely annoying to the company.

Loud conversation, profanity, stamping the feet,
wfiting on the wall, smoking tobacco, spitting or
throwing anything on the floor, are strictly forbidden.

The practice of chewing tobacco and spitting on
the floor, is not only nauseous to ladies, but is injurious
to their dresses. They who possess self-respect, will
surely not be guilty of such conduct.

Good breeding has been very justly defined to be
the result of much good sense, some good nature. and
a little self-denial for the sake of others, and with a
view to obtain the same indulgence from them. It
cannot be attended to too soon or too much; it must
be acquired while young, or it is never quite easy.
Good breeding alone can prepossess people in our
favor at first sight; more time being necessary to dis-
cover greater talents, It is of greater value than
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beauty or unpolished talent, making a deeper impres-
sion than either. In fine, it is a passport to the best
society, where its possessor is unaffectedly welcomed
for his personal merits,

THE BALL-ROOM.

There is such a variety of ball-rooms, according to
the taste or fancy of designers, that we cannot mention
any particular form gs prevailing. But the oblong
square, length very little greater than the width, is the
most convenient and satisfactory to dancers. Its ad-
vantage is that two or three rows of quadrilles may be
formed, also a larger circle for the performance of
round dances, as circumstances require.

Good flooring for the ball-room is indispensable ;
when the floor is rough, it may be waxzed or covered
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with holland tightly stretched, a European custom,
adding greatly to the comfort of the company, and im-
proving the appearance of the floor.

Good music should be provided, for discord will
confuse the best dancers and mar the beauty and pleas-
ure of the entertainment.

The head of a ball-room is that end of it which is
farthest from the principal entrance or staircase ; this
is important to be known, as the ladies or couples at
that end always take the lead in a dance.

When ladies or gentlemen enter a private ball-
room, their first care should be to salute the host or
hostess. But on entering a public ball-room, the
gentleman merely conducts the lady to a seat.

Immediate attention should be paid to any request
made by the Master of Ceremonies, and all misunder-
standings respecting the dance should be referred to
hing, his decision being deemed final. Otherwise his
superintendence of the ball will be attended with great
inconvenience.

That the managers may be distinguished from the
rest of the company, a small badge should be worn by
them.

When a gentleman goes alone to a ball, he should
make application to the Master of Ceremonies or to
one of the managers, who will, if possible, without in-
fringing on formal rights and etiquette, introduce him
to a lady with whom to dance; and a gentleman thus
introduced should not be refused by the lady if she be
not already engaged, for her refusal would be a breach
of good manners: as the Master of Ceremonies is sup-
posed to be careful to introduce only gentlemen who
are unexceptionable. But a gentleman who is un-
qualified as a dancer should never seek an introduction.
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There are some young gentlemen so very fastidions
in a ball-room as to consider it a condescension on
their part to dance with ladies who may not be very
pretty or remarkably interesting. These young ex-
quisites rarely bring ladies with them, and are con-
stantly annoying their friends and the managers to be
introduced to the best dancers or the handsomest
young ladies in the room; and ara more frequently the
cause of trouble than any other class of dancers.

In all public assemblies, young ladies should be
careful in choosing associates. Occasionally they will
meet persons whose acquaintance it may be improper
for them to continue. A young lady is ever observed
by all eyes, and therefore cannot comport herself too
strictly nor choose her partners too carefully. It is
better to be deemed prudish than to be incautious and
indiscreet. In walking.up and down the room, the
lady should always be accompanied by a gentleman,
it being very improper for her to do so alone.

As ladies have not assumed the privilege of asking
gentlemen to dance, it is the duty of gentlemen to see
that their ladies do not long wait for partners. It is
one of the greatest breaches of good manners of which
a gentleman can be guilty in a ball-room, to stand
idling while his ladies are waiting to dance. He seems
to wish that his ladies should dance with none but his
own favorites.

A gentleman should not dance too frequently with
one lady, nor engage her for too many dances in ad-
vance, as it obliges her to dance more than may be
agreeable to her, or perhaps to forego the pleasure of
afterward dancing with a particular friend.

Whatever preference may be felt, none should be
shown in a public assembly, which ought to resemble

)
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a large family where universal urbanity and cheerful-
ness prevail. Perfect politeness conceals preferences
and makes itself generally agreeable. Favoritism is
suitable only for private life. Lovers are apt to forget
this in the ball-room, and make themselves disagree-
able, and sometimes particularly offensive, by their de-
votion to one another. The ball-room is not the proper
place for making love, but for general and agreeable
association.  Ladies, especially, ought to remember
this, a8 no lady, however beautiful, accomplished, dig-
nified, or opulent, can afford to lose the good opinion
of the society in which she moves. Moreover, beauty
without good manners speedily creates feelings very
different from those of love.

Avoid all unfriendly or ungenerons criticism, ridi-
cule, or satire, as such can never commend you to
those whom you address, and may be repeated to your
prejudice. Besides, such conversation is not in har.
mony with the spirit of the ball, which is, or ought to
be, an association of kind and generous hearts for
soothing rather than irritating the feelings.

Do not form an engagement during a dance, or
while the lady is engaged with another. Never
whisper to a lady, nor lounge on chairs or sofas while
the dance is proceeding.

‘While dancing, the performers should endeavor
to wear pleasant faces; and in presenting hands, a
slight inclination of the head is appropriate and be-
éoming.

After dancing, & gentleman should conduct his
partner to a seat, unless she otherwise desires—a lady
should not be unattended at any time in a public
assembly.

‘When a young lady declines dancing with a gentle-
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" man, it is her duty to give him a reason therefor. No
matter how frivolous the excuse may be, it is simply
an act of courtesy to offer it; while, on the other hand,
a gentleman ought not to compromise his dignity by
appearing to be even slightly offended when seeing the
lady who has rejected him dance with some one else;
but he would certainly be justified in not again solicit-
ing her as a partner during the evening.

Be not inclined to quarrel in a ball-room. Recol-
lect that many little deviations from striet propriety
may occur through thoughtlessness, and not from
any intention to annoy. Remember, also, that well-
bred women will not thank you for making them
conspicuons by officiousness in their defence, un-
less there be a serious violation of decorum. In
small matters, ladies are able to take care of them-
selves, and would prefer humbling the offender in their
own way. If, however, the honor of a woman be ques-
tioned, you should defend her. It is not permitted to
assail the chqracter of a lady, even if she merit cen-
sure.

A late writer says: If you wish to see the fashions
and manners of the times, to study men and character,
to be accustomed to receive flattery without regarding
it, to learn good breeding and politeness without affec-
tation, to see grace without wantonness, gayety with-
oat riot, air and dignity without haughtiness, and free-
dom without levity, you will find no place for these
observations more proper than the ball-room. The
spectator at a well-ordered ball sees, at one view, in a
number of elegant young women, every species of
female loveliness, and the perfection of personal pro-
portion. They are attired in all the gay habiliments
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of fashion and fancy; and their harmonious and grace-
ful movements unfold an ever varying charm.

PRIVATE BALLS AND PARTIES.

In order to render your friends satisfied with the
pleasure you offer them at a private ball or party, it is
essential that you know the tastes of your guests. It
would be a blunder to invite persons who may be at
variance with each other. It would indeed be unpar-
donable to bring them together, unless a way to recon-
ciliation were to be open. And even in such an event,
the presence of persons disagreeable to each other is

. likely to be disagreeable to every one else.

A lady, invited to an evening party, may request a
gentleman to accompany her, even though he may not
have received an invitation from the hostess.

At private assemblies, it should be the effort of all
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to render themselves agreeable to everybody present.
‘With this purpose in view, gentlemen should not show
marked preference to particular ladies, either by devo-
ting their undivided attentions to, or dancing exclu-
sively with, them. Too often the belle of the evening,
with no other charms than those of plhysical beauty,
monopolizes the regard of a circle of admirers, while
modest merit of less personal attraction is overlooked
or neglected.

A gentleman will never contend with a bevy of
beaux for the attention of a favorite belle. He will
select that lady among his acquaintances who seems
to lack the courtesies of the other sex; and will study
to be agreeable to her.

At a private party, a lady cannot with propriety
refuse the invitation of a gentleman to dance, unless
she have already accepted that of another; for besides
showing contempt for him whom she refuses to accom-
modate, she subjects the giver of the entertainment to
annoyance.

It is not considered proper to ask a married lady to
dance, when her husband is present, without having
previously ascertained whether it be agreeable to him.

Ladies who dance much, should be careful not to
boast before those who dance but seldom or not at all.
They should also, unobserved by others, recommend to
the less fortunate ladies, gentlemen of their acquaint-
ance. '

The master of the house should see that all the
ladies are invited to dance. He should take particular
notice of those who seem to be neglected. But he
must do this without attracting attention, in order not
to wound self-esteem. Gentlemen whom the Master
requests to dance with these ladies, should cheerfally
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accede to his wishes, and appear to be pleased while
dancing with persons thus recommended.

In private parties where dancing is the chief part
of the entertainment, it is not in conformity with the
rules of etiquette for a young lady to dance with one
gentleman repeatedly, to the exclusion of all others
who may solicit her hand, even though the favored
man be her suitor. However complimentary to the
lady to be the recipient of a gentleman’s undivided at-
tention, or however gratifying it may be for him to
manifest his devotion to the lady of his choice, such a
course is an exhibition of selfishness which ought not
to be displayed in an assembly of ladies and gentlemen
who have congregated for mutual enjoyment.

‘Where there are no programmes, engagements

‘should not be made until the dance is announced.
) When the dance is over, the gentleman conducts
his partner to her seat; and, unless he chooses to sit
beside her, bows and withdraws.

If there be a supper, the gentleman should conduct
to the supper-room his last partner, unless he have a
prior engagement, or is asked by the host to do other-
wise. In the latter case, he should provide his part-

"ner with a substitute, at the same time making a hand-
some apology.

‘When entering a private ball or party, the visitor
should invariably bow to the company. No well-bred
person would omit this courtesy in entering a drawing-
room; and although the entrance to a large assembly
may be unnoticed by all present, its observance is not
the less necessary. It is the thoughtless absence of

" good manners in large and mixed companies, where a
greater degree of studied politeness is indispensable,
that renders them sometimes so unpleasant.
4
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An introduction to a lady at a ball does not entitle
8 gentleman to afterwards claim her acquaintance.
He must not, therefore, bow to her if he meet her in
.. the street, unless she first recognize him. Abroad, the
gentleman is allowed to bow to the lady afterwards;
but this is contrary to American custom.

No gentleman should offer his services to conduct a
lady home, without being gcquainted with her, unless
he have been requested so to do by the host.

From a private ball retire quietly, anobserved. It
is not necessary even to say good-night, for when peo-
ple are seen to be leaving, it often breaks up the party.
An opportunity, however, may previously be sought
of intimating to the hostess your intention to retire,
which is more respectful.

To a public-ball, go a little before nine o'clock, as
that is the usual hour for commencing to dance. To a
private ball, the time of going depends on the invita-
tion. The appointed hour should be adhered to as
nearly as possible, as those who are punctual feel un-
comfortable until the other guests arrive. When you
enter at a late hour, you appear to be of great import-
ance in your own estimation.

THE SUPPER-ROOM.

Before entering the supper-room, it is necessary
for the managers to designate which end of the room
is to be for the head of the table, and then form the
company for a march. When ready, direct the first
couple how to procced. Dut if no particular arrange-
ments are made, the company will proceed to the
farther end of the room. While marching to the
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supper-room, each couple should keep their position
in the line, so that all may take their places at the
table in regular order.

If the company be large, there is often a reluctance
on the part of gentlemen taking the head of the table,
because of the onerous duty it sometimes imposes of
carving. This should be cheerfully performed by every
gentleman to the best of his knowledge.

Gloves should be removed at the supper-table.
8ervants in waiting are the only persons privileged to
wear them.

_If the supper be a private one, the lady of the house
sits at the head of the table, and the gentleman oppo-
site to her.

The places of honor for gentlemen are on each side
of the lady of the house, and for ladies on each side of
the gentleman.

The company should be so arranged that a gentle-
man will be beside each lady to assist her.

It is the duty of a gentleman to see that the ladies
near him are properly attended.

The best guide for persons unacquainted with the
usages of society is to pay attention to what others do,
the majority of whom know, or ought to know, what
is proper on such occasions.

Before rising from the supper-table, be assured that
the majority are prepared to leave. Should there be
insufficient room for presenting your arm to the lady,
let her precede you; conduct her to the ball-room or
ladies’ sitting-room, as she may prefer; and as soon &3
dancing is resumed, be prepared to take part with your
partner.



PART SECOND.

PRIVATE DANCING.

THERE is no occasion in which gracefulness is so im-
portant, or where the motion of the body and limbs is
80 conspicuous, as in dancing. We do not allude to
stage dancing, in which every attitude is or should be
the illustration of a passion; but to that of assembly-
rooms and private parties, where dancing is little more
than elegant walking or graceful sliding.

During the performance of these exercises, the body
should undulate 'in harmony with the motion of the
limbs; the shoulders should be thrown back, and a
free and unrestrained elasticity imparted to the whole
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frame. The arms, in the presentation of hands, should
sway naturally and gracefully; and every movement
- should be characterized by ease and freedom.

The best authors on this subject agree that private
dancing, with correct deportment, above all other ex-
ercises, i3 most conducive to the preservation of health,
especially in children; as they who are weak in limb
will, by this exercise, imperceptibly acquire new vigor;
and pupils that are healthy and strong may retain and
increase their strength. It contributes also in a very
great degree to the formation of the manners of chil-
dren, by imparting to them a graceful and becoming
address. Walking with propriety and ease gives a
moral confidence to the demeanor, with an elegance
of manners, which nature alone will not fully supply.

Although the system of private dancing neither re-
quires of those who practise it very extraordinary
abilities nor imposes intense application, yet they must
possess certain physical qualifications and ordinary ca-
pacity, in order to ensure success. Without any of
these qualifications, a person would appear awkward
and ridiculous. A knowledge of the theory of that
species of dancing which is practised in polite society,
and studied by well-bred and fashionable people, is
almost indispensable to an accomplished education.

4*
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The art of stepping with ease, of making a bow, of
introducing, and of carrying one’s-self in company, are
essential points, and such as ought to be rendered as
natural as possible. But that genteel air, and those
graceful manners and picturesque actions, which are
looked for from those who have learned to dance, are
not to be expected from all dancers, as many are either
unable or unwilling to practise these important effects.

To arrive at this desirable object, we shall endeavor
to clearly represent every position of which this species
of dancing is capable, while carefully adhering to the
dictates of taste and art. At the same time, it is well
to observe, that dancing and etiquette are inseparable;
they must go hand in hand to impart~pleasure and se-
cure a just moral result. '

Our own feeling is conveyed in the following quota-
tion: The hours that I pass in my lessons and classes
are to me the most agreeable. The essays of my pupils,
my continual observations on their efforts and their
progress; their exercises, which I never failed to share,
convinced me that in dancing, a professor must preach-
by example; and the success attained by the distin-
guished character of the different dancers, who kindly
recall to mind that they were formed under my own
eyes and direction, is surely enough to recompense-
for the assiduities and fatignes of instruction.

At present, the professor who has to teach dancers
for the parlor or ball-room, must find, if I may so speak, -
the greater part of his own capital. He must reckon
principally on his own tact and discernment to regu-
late the exercises of his pupils according to their capa--
bilities; to modify, if need be, the execution of such
dances as they require; and, in short, to substitute
natural principles and good taste for absurd traditions, -
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The cultivation of the natural graces, and a partio-
ular care to shun all affectation, cannot be too strongly
recommended to those who wish to make any progress
in this art. Certain it is that, even in children, the
motions and gestures paint nature; and their infantine
graces are not unworthy the remarks of an artist, who
will be sure to find excellence in no way more obtain-
able than by a rational study of nature, where sho is
the purest.

All the movements and expressions should be con-.
formable and in harmony with one another; the steps
regular and properly varied, with a graceful suppleness
in the limbs; and, above all, with that propriety, ease,
and delicacy, which characterize the masterly dancer.
Every step or motion that is not natural, or has any-
thing of stiffness, constraint, or affectation, is instinct-
ively perceived by the spectator. The body must con-
stantly preserve its proper position, without the least
contortion, well adjusted to the steps; while the mo-
tion of the arms must be agreeable to that of the legs,
and the head be in concert with the whole.

It would be an error to suppose that the new
dances, despite their apparent facility of acquirement,
can in the least dispense with those preliminary exer-
cises which give ease to the body; for these exercises
are a necessary preparation for the steps and attitudes,
and have at all times formed the foundation of every
description of dance.

Unfortunately, the study of the dance has of late
years been neglected. Notwithstanding its antiquity,
this art, so eminently rational, has been considered as
a trifling superfluity, which might with impunity be
excluded from a finished education. The consequence
of this neglect of the dance has been, and continues to
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be, that in our classes, the most ungraceful forms daily
present themselves ; legs and arms of a despairing rigid-
ity, which are to be taught steps and positions, the
execution of which requires so much ease and grace.

Fortunately for pupils, however, instruction in the
dance has had its share of modern progress, and has
liberated itself from the antiquated systems so long
pursued, which followed the methods of ancient profes-
sors. The teacher now seeks to accommodate the
preparatory exercises to the disposition of his pupil,
and to the taste of the times. We need not here enter
into particulars; but there are a great number of steps
and other exercises fitted to give suppleness and ease
to the limbs of pupils, and which may be varied so as
to avoid weariness.

In concluding what relates to the preliminary exer-
cises, and to fix, if possible, the duties of the modern
professor of the dance, it should be observed, that we
no longer pretend to the regulation of even the slight-
est movements of our pupils in the ordinary actions
of life. Formerly, the dancing master undertook to
teach his pupils how to sit, to cross a room, descend
from a carriage, use the fan, ete.; all which doubtlessly
contributed to make dancing seem ridiculous, and to be
considered as a trivial art, which was cultivated at the
expense of good taste and common sense.

In teaching, the master should consult Nature in all
things, seconding and developing her by the resources
of his art, Nature alone being his guide. A pupil who
knows how to execute, with a certain degree of perfect-
ness, those modern dances which we do not hesitate to
call natural dances, will of himself know how to grace-
fully present himself; the master need not trouble
himself with the detmls
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Study cannot be dispensed with. The true lovers
of the dance are aware of the necessity of submitting
to the study and practice of certain preliminary exer-
cises, before attempting the execution of steps and
figures. .

We shall now enter upon the demonstration of
each of these dances, asking indulgence for all short-
comings in the explanations. Dancing is not easily
explained by words: it requires rather the perception
of the eyes. We shall endeavor, however, to describe
the style and peculiarity of each dance as nearly as
possible, referring the reader to a professor of dancing
for the details of a variety of steps. But nearly all
of the dances may be performed by graceful walking.

RUDIMENTS OF DANCING.

Before beginning an exercise, it is absolutely neces-
sary that the pupil should attend to position, in order
to derive the full benefit from the following lessons.
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From a proper view of the mechanism of standing,
it will be seen that so many and powerful muscles are
exerted in the act, that fatigne necessarily results after
a certain time. It is not such a simple matter as it
appears to be; and the expenditure of nervous energy
being in proportion to the number and power of the
muscles employed, it is evident that an erect position
can be preserved without exhaustion for only a limited
period. ’

The rationale of the positign of the feet which is
directed to be generally adopted, is as follows: The
larger the base of support, the firmer and more solid
will be the position. The universal principle in mech-
anism applies here—the greater the extent of surface
occupied by the base of any body, the less probability
is there, when in motion, of the vertical line from the
centre of gravity falling beyond the base, and the less
danger of the equilibrium being lost. The following
is, therefore, a good position for standing:

The shoulders square, one being raised not more
than the other, and kept well back. The chest brought
forward, the heels joined together, the toes turned out
equally at right angles, the knees straight, the arms
hanging in their pendent position with the thumb and
forefinger side of hand turned towards the front, the
elbow brought slightly forward. The weight of the
body should principally bear upon the fore part of the
feet. The head must be erect and the eyes looking
forward, and the body have -an erect and firm appear-
ance, but without constraint.

If this position be accurately observed, it will be
found that the ear, shoulder, haunch, knee, and ankle,
are all in a line. By this means, the spine will be
stretohed, the head be well drawn up, the chin kept
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in, the haunches raised, and the chest thrown forward.
This will allow of standing longer witliout fatigue than
in any other position.

Here let it be noted as a fundamental rule that, al-
though strength of position is desirable, an easy grace-
fulness must not be sacrificed. Indeed, the awkward
and constrained position fails as much in point of
strength as of ease; the organization of the frame is
best consulted when a natural position is adopted, and
it is then that it is best prepared for action. The arms,
too, must not hang as if merely temporary appendages;
they should have a free and unconstrained appearance.
The position here described will, with moderate atten-
tion, seoure this end.

The above directions should be observed by pupils
in preparing for easy and elegant walking.

POSITIONS IN DANCING.

In all these positions the body must be kept quite
erect, the chest advanced, the shoulders thrown back,
the limbs straight, and the arms in their natural
position. The natural position of the arms is rather
in front of the body, with the palms of the hands
turned towards the legs. Ladies have the forefinger
and thumb occupied in holding out the dress, the
other fingers to be neatly grouped together; or else
the dress may be held between the fore and second
fingers, and the handkerchief between the thumb and
forefinger.

The following plates and descriptions will illustrate
the five positions in dancing.
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FIRST POSITION,

A The first position in dancing is effected by
! Jjoining the heels together and turning the
toes back so as to form a right angle.

. o The second position is formed by mov-

2 \ ing the foot sideways from the first posi-
tion to about the distance of its own length from the
heel of the other foot. Of the foot thus placed, the
heel must be raised and the instep bent as much as
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possible, 8o as to allow the toes alone to rest on the
ground, the other foot retaining its first position.

THIRD POBITION.

3 % The third position is performed by drawing
/ the foot (say the right) from the second posi-
tion to about the middle of the left, the feet being
joined or kept close to each other, so that the heel of
one foot is brought to the hollow of the other ; in this
‘position. the feet are half-crossed.

FOURTH POSITION.
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\ The fourth position is performed by mov-

ing the foot forward about its own length

(that is, between the two heels, which are

on the same line); and one fuoot must be directly oppo-

site to the other, and the foot in front resting on the
toes alone, the heel being off the ground.

FIFTH POSITION.

\ For the fifth pesition, bring the foot back -

/ from the fourth position, and place the heel of

one foot to the toes of the other, the feet

being together and completely crossed, forming a
right angle.

In all these positions, the foot upon which the body
principally rests retains its primitive position, being
turned outward. They should first be practised with
the right foot, and then with the left.
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THE BOW AND COURTESY.

The bow and courtesy may be classed among the
most important rudiments of juvenile education; a
proper knowledge of them being indispensable, as
they are in use in every-day life and in all classes of
society. Being fully persuaded that the pupils will
therefore be induced to practise and to pay proper at-
tention to these necessary acquirements, we give the
following descriptions of the manner.in which they
should be executed.

THE BOW.

This is the proper salutation for a gentleman before
commencing to dance; and also when entering or
leaving & room, or receiving his friends.

The bow to be executed in four movements, as fol-
lows:
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AN

Fig. C. Fig. A, B. Fig. D.
POBITION BEFORE AND  TUE PREPARATION, THE BOW.
AFTER THE BOW. .

To begin, the pupil should be standing in the first
or fundamental position (fig. A). To execute the bow
properly, the following rules must be observed :

First—The pupil will place the left foot sideways
to about the distance of one length of the foot, (fig. B).
Count one. .

Then draw the right foot close to the left, in the
first position (fig. C). Count two.

In the last moment of this movement, the bow be-
gins, and the upper part of the body bends gently
forward, without twisting the shoulders; the knees
stretched, the arms slightly bent and hanging down in
front ; the hands a little curved; the eyes directed first
straight forward, and then, during the bow, down-
wards (fig. D). Count three.

‘When the bow is completed, the upper part of the
body is raised, and the eyes are again directed forward
(fig. ). Count four.
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The bow can also be made by reversing the feet.

For quadrilles—the bow is generally made in the
third position, the other directions being the same as
above. :
First, place the left foot sideways one length of tho
foot (count one). Then draw the right foot in front,
so that the heel of the right touches in the hollow of
the left (count two). Incline the hezd and body a
little forward to make the bow (count three). ‘During
the rising of the body, the forward foot is brought
back into the first position (count four).

N. B.—The bow may be made as above without
moving the feet from the first position.

THE OOURTESY.

The courtesy is the proper salutation for a lady
before commencing to dance, and when entering or
leaving a room, or receiving her friends.

The courtesy to be executed in four movements, as
follows:

Fig . F E Fig. E. '
THE PEEPARATION. ' BEFORE AND AFTER THE -
COURTESY. .-

b*
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To commence, the pupil should be standing in the
first position (fig. E). Here we would suggest that a
lady have her hands occupied in holding her dress, as
described in the first position : and also when dancing.

First.—To begin the courtesy, the pupil will slide
the right foot sideways to about the distance of one
length of the foot in second position (fig. F). Count one.

Fig. H. : Fig. G.
THE COURTESY. THE POSITION BEFORE BEND-
ING TO COURTESY.

Second.—Throw the weight of the body on the
right foot, and slide the left foot to the rear of the
right foot in fourth position, the heel of the left foot
being raised and the toes resting on the ground, the
body being erect and all the weight on the right foot
(fig. G). Count two.

Third.—Sink back, bending both knees, and trans-
fer the weight of the body from the right to the left
foot, and raise the heel of the right foot from the floor,
to complete the courtesy; the toes of the right foot
still remaining on the floor in fourth position fig. H).
Count-three.
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Fourth.—Then throw the weight of the body for-
ward again on the right foot, bringing the left foot
close to the right in the first position (fig. E). Count
four.

This can be executed by reversing the feet. The
courtesy may also be made with only two motions, as
described in the second and third movements, leaving
out the other two.

We are very well satisfied that with these direc-
tions all will be able to make their salutations with
proper gracefulness. But as practice is the surest way
to proficiency, we emjoin upon pupils that attention
which will render grace habitual.

In whatever company placed, we generally look
very earnestly at those who are about to dance; and
when any present themselves with a good grace, we
naturally are prepossessed in their favor, although they
may not be superior dancers ; showing how serviceable
is the knowing how to make a handsome bow and
courtesy.

The difference between the courtesy on entering a
room and the bow of recognition when passing a friend
in the street or ball-room, should be borne in mind, as
many ladies appear affected by courtesying while walk-
ing in the street; whereas the bend of the knees pe-
culiar to the courtesy should be used only when sta-
tionary, as when an introduction i8 made, or in the
moment of opening a door or leaving a room. The
bow should be made when in motion, and is generally
more easy and patural on entering a room than the
courtesy, as the pause necessary for the latter may
subject a lady to come in contact with those follow-

i;ng her.



56 HILLGROVE'S COMPLETE GUIDE

THE PASSING BOW.

This bow is the proper salutation for both sexes,
when passing each other in the street or in public
places, and is performed without halting. It is &
proper salutation also on entering a parlor or ball-
room, v
In making a passing bow, you must turn your body
a little toward the person you are about to salute, and
slide forward that foot which is next to him to about
the fourth position, without stopping, the weight of
the body resting on that leg which is furthest from the
person you are saluting; slightly bend that knee, at
the same time incline the head and body forward to
make the bow. For example: If a friend pass on
your left side, the bow should be made while the
weight of the body is thrown on the right leg, and the
left is in the act of stepping forward. If the friend
pass on the right side, then the bow is to be made
while the weight of the body is thrown on the left leg,
and the right is stepping forward.

If the salute is to be paid on the left side, it must
be made with the left foot passing to front; and if on
the right side, with the right foot passing to the front.
It is necessary also to observe that when bending the
body, you are not to incline the head so much as to
hide the face, thereby causing the person to doubt
whether it be him whom you intend to salute;
therefore, before you begin the bow, you should
look modestly in the face of the person, which
is what we call directing your bow before you
make it.

Salutations in the street are to be distinguished.
from those made in the drawing-room. For example:
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those given in the street may be made more carelessly
than those in the parlor or when meeting a particular
friend. Therefore, if a gentleman meet a person to

- whom he desires to show the greater respect, when
making his bow he should touch his hat or even remove
it from his head ; and the whole observance should be
marked with more care and regard than on other oc-
casions.

THE BALUTATION,

To remove the hat, the pupil will raise that hand
which is farthest from the person he is to salute; and
the arm will then be in opposition to the foot and leg
placed forward to make the bow. For example: when
passing a person, and the left foot is to move forward,
the right hand should be used to raise the hat.
But if the bow is to be made with the right foot for-
ward, then the hat should be removed with the left
hand.

This salute may be given also in the following man-
ner: While making the bow, one arm is raised and
the hand brought near to the ehest, or may be pressed
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easily against it, while the other hangs down as
befora.

THE SALUTATION.

THE POSITIONS FOR STAGE DANCING.

The following are the positions as practised by
pupils for stage or fancy dancing :
7 First Position.—Place the heels to-
DT gother, and throw the toes back so as to
form a straight line.
—p o Second.—Move the right foot side-
2 ways about a length of the foot distant
from the heel of the right foot to the heel of the left,
the feet being in a straight line.
Third—The heel of the right foot is
< 3 prought forward into the hollow of the left,
parallel and close together.
Fourth.—Move the right foot forward
ﬁ? about its own length, keeping the toe back
- and the heel forward as far as possible.
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Fifth,—Bring the heel of the right foot to

. <D the toes of the left, so that the two feet are

side by side, the heel of one foot being directly
opposite to the toes of the other.

EXERCISES FOR THE FEET AND LEGS.
Bending in Position.

Inflections or bends, when correctly executed, are
" of immense service, giving pliability to the limbs, and
particularly to the hips and knees.

In bending, the knees must be turned outward, and
rather backward, the heels kept on the ground, and
the body quite erect. This also imparts flexibility to
the instep.

At first, the knees require to be only slightly bent;
and the pupil may, until considerable proficiency shall
have been made, be supported by both hands, then
with each alternately, against some fixed object.

This exercise may be gone through in each of the
positions. To be sure that the exercise is performed
with the body erect, the pupil may stand close to the
wall and bend, keeping the head and spine to the wall
and the heels on the ground while it is performed.
‘When the bends can be performed in the different posi-
tions without any support, the pupil may conclude each
exercise by rising on the toes, which strengthens the
ankles.

Battements.

Battements require great perseverance and study
before they can be performed without discomposing
the proper state of the body and arms. They consist
in raising one foot in the air, while the support of the
body is dependent on the other.
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In all of the above positions, the pupils, instead of
being so often told to turn their toes out, should be
directed to turn their knees out, which will give the
right direction to the feet. Attention should be given
also to the manner of sinking and rising, to a graceful
management of the arms, to the inflections of the neck
and head, and particularly to the manner of giving the
hand; in fine, to every movement should be imparted
an air of natural gracefulness.

The position, opposition, and carriage of the arms
are, perhaps, the most difficult things in dancing, and
therefore demand particular attention. Noverre says,
that the opposition or contrast of the arms to the feet
is a most natural movement, and at_the same time the
least attended to. Observe people walking : when the
right foot is forward, the left arm naturally moves for-
ward also, and is thus in opposition to it. By follow-
ing this natural movement, skilful dancers acquire the
true manner of carrying their arms, and forming with
them a constant opposition to the feet. Thus, when
the left arm is behind, the left leg should be forward.

These instructions should be more particularly ob-
served by pupils who are learning fancy dances.



PART THIRD.

THE QUADRILLE.

Tms favorite dance is not only the most social, but
is the most universally approved of all the fashionable
dances, because of its admitting of conversation, and a
more frequeunt exchange of partners, than any other
dance. Among all the various dances that have been
introduced, the Quadrille holds a high position. Itisa
most fashionable dance and adapted to all classes. The
old, the young, the robust, and the slender—all may
mingle in its easy and pleasant evolutions with equal
satisfaction.

6
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Some persons, however, appear to dislike this dance,
and exhibit extremely bad taste in meeting their friends
and intimate acquaintances with averted faces, assuming
pompous airs, which seem to say that they reluctantly
condescend to dance at all. Although the majority
have an aversion to such airs, there are too many of
this rude but pretending class, who are never satisfied
unless spinning round the room in a polka, or flying
off in a redowa, to the annoyance of all present. Many
times have friends remarked, in speaking of this objec-
tionable conduct, that instead of acting the part of
ladies and gentlemen, and conforming to the modest
customs of a quadrille, people of this class are too
apt to flatter themselves that tliey possess some supe-
rior outward attraction or a superabundance of ac-
complishments, and, therefore, demand great atten-
tion. It has been observed, also, that the best
dancers always dance in & quiet, easy style, avoid-
ing all show or affectation; while those persons who
are violent in their motions are either poor dancers
or persons destitute of refinement.

The peculiar feature of quadrille dancing is sim-
plicity. The dancers should glide through the various
figures in & waving, graceful manner. This requires a
correct ear and attention to the music. It would be
very unbecoming for a lady to carelessly go through
the dance, regardless of time, and equally indifferent as
to the impression to be made on others.

At the present time a great difference prevails in
the manner of dancing quadrilles. While some are
willing to conform to the proper mode in which they
should dance, others again, from an excessive fondness
for waltzing, convert all the figures of the balance or
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promenade into those of a waltz, thereby destroying
thelr varfety and pleasing character.

The figures for a set of quadrilles consist of five
parts or numbers, and the music is always composed
of eight bars to a part, each bar correspondlng to two
steps in the time.

Of late, the style has become so sxmple, that
nothing more than a graceful walk, with a correct
musical step and a thorough knowledge of the figure,
is deemed requisite for taking part in any of the fash-
iouable quadrilles.

Before commencing to dance, the company should
be informed which is the head of the room, as the
head couple invariably commence the figure.

In the family circle, or in small parties, before com-
mencing the quadrille, it is proper to designate which
place is to be for the first couple, that there may be a
rule for the others.

Quadrilles are formed of eight persons, four gentle-
men and four ladies, divided into first, second, third,
and fourth couples, called heads and sides. The first
and second couples form the head couples, and stand
opposite to each other; the third and fourth couples
form the sides, standing at right angles with the first
two couples.

In forming for Quadnlles, the ladies are on the
right of the gentlemen; the first couple toward the
head of the room—the second couple opposite the first
—the third couple on the right hand of the first couple
—the fourth couple opposite the third.

All quadrilles are formed in the same manner.
Thus—
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1
O X ‘
><| IO
«© -
o b3
X O
2

Position of the dancers before the figure commences, -
O, a lady—2X, a gentleman.

As soon as the dancers are properly arranged, the
musicians commence with the first part.

At the commencement of a Quadrille, each gentle-
man should bow to his partner, and his lady should cour-
tesy ; then bow to the lady on the left, commencing with
the music, which occupies eight bars. In private soci-
ety, this is sometimes omitted, but should be strictly
observed at public balls, as a matter of courtesy that
we all owe to each other.

In dancing Quadrilles, after the first part is over,
there are always eight bars of music played before the
commencement of each figure.

In the present style of walking through the figures,
all the movements should consist of either four or eight
steps. ’

With these simple descriptions, we shall now pro-
ceed to explain the figures of the first set, which is
commonly called a plain Quadrille, and is really the
only popular set that has ever been introduced; and
is so universally approved that it has never been su-
perseded as a general dance, although having had many -
rivals,
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In all the following descriptions the words which are
printed in SyarL CariTaLs are those called by the mu-
sicians, or the director of ceremonies, and should be
strictly observed; as the different figures, wherever
they occur, are always danced in the same manner, un-
less otherwise specified.

The amount of music attached to the prompter’s
call is the same as that given in describing the figures.

THE QUADRILLE.

~

Description of the first set, or plain Quadnlle, as
now danced in New York.

FIRST FIGURE.
Musio—Four parts.
RiGHT AND Lgrr, . . . . Mausic 8 bars.

The first and second couple join hands and
dance forward toward each other four steps (Fig. 1),
6#
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Fig 1. :

then cross to opposite places, each lady passing between
the opposite couple (Fig. 2).

Fig. 2

The gentlemen ‘then present their Teft_hands to the
left hands of their partners, turning them half round
(Fig. 8),

and then turn théniselves, so that each couple may
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face the opposits cotple; Liaving only exchanged places
(Fig. 4—four bars).

Fig 4

This is repeated, both couples returning to their own
places in the same manner. (Four bars.)

BALANCE, . . . . . . . Mausic8 bars.

and slide seven steps across the set—passing to the
right of the opposite couple (count eight—four bars),
and then return in the same manner to plaoes (Four
bars.)

Lapms’ Omary, . . . . . Music 8 bars.
The first and second ladies cross to opposite places,
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giving the right hands as they pass each other, and tho
left hands to the opposite gentlemen (Fig. 6).

Fig. 6.

Both gentlemen turn the ladies round with the left
hand (Fig. 7),

Fie. 7.

and then turn themselves, and face the opposite couple
(Fig. 8—four bars)

Fig. &
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after which the ladies return to their own places, each
lady giving her right hand to the right hand of the
opposite lady as they pass each other, giving the left
hand to the left hand of her partner, and turn to place.
(Four bars.)

BavrancE—the same as before (Fig. 9)—8 bars.

Fig. 9.

Or otherwise half promenade, both couples passing to
the right round to opposite places, the ladies turning
on the outside of their partners, and finish, facing the
opposite couple. (Four bars.)

And then, half right and left to places, each ludy
passing between the opposite couple, giving her left
hand to th:e left hand of her partner, and turn to place.
(Four bars.)

§=5™ This figure is repeated twice—first by the head
couples and then by the sides.

SECOND FIGURE.
Musio—Three parts.
Forwarp Two, . . . . . Music 16 bars.
The first and second couples join hands and advance
four steps, and back the same. (Fig. 10—four bars.)
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Fig. 10.

Forﬁjﬁrd again, and cross str;ighf over to opposite
places—each lady passing between the opposite couple
(Fig. 11),

and finish, the ladies facing each her own partner (four
bars). Then chgssez across (. e., the dancers should
walk forward and pass) each other four steps, and
back the same, the gentlemen passing on the outside
of the ladies. (Fig. 12—four bars.) -

Fig. 12,



TO- THE ART OF DAKCING. n

After which they recross to place, each lady passing
between the opposite couple, and the gentlemen out- .
side (four bars). .

BiLaNcE—the same as the first figure—8 bars.
’ Fig. 1.

{=5™ This figure is repeated four times—twice by
the head couples and twice by the side couples.

THIRD FIGURE.
Musio— Four parts.
Riear HAND Across, . . . . . 8 bars.
The first and second couples cross to opposite places,
each lady passing between the opposite couple, pre-
senting the right hand to the opposite partoer as they
pass each other. (Fig. 14—four bars.)

i ea
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Face about, and return in the same manner, taking
the opposite partner by the left hand, which is re-
tained (Fig. 15),

the ladies passing between the gentlemen, Lolding fast
with the left hands, and turning half round so as to
give the right hands to partners (Fig. 16).

Fig. 16. ’

Here the ladies have to pass the right arm over the
Jeft, in order to join right hands with their own part-
ners, forming a circle in the middle of the set (four
bars).

N. B.—The gentlemen do not cross their arms,

Barance, . . . . . . . . . 4bars
The four dancers then balance in a circle by taking
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.

one step forward and one back (count four), which
is repeated twice. (Fig. 16—four bars.)

Harr PRoMENADE, . . . . . . 4 bars

Both couples passing to the right round to opposite
places (Fig. 17),

-
Fig. 17.

the ladies turning on the outside of their partners, and
finish facing the opposite couple. (Fig. 18—four bars.)

Fig. 18,

Lapies Forwarn, . . . . . . 4 bars.

~  The two ladies forward toward each other four
steps, and back the same; the geutlemen remain in
. their places (four bars).

GENTLEMEN Forwarp, . .. . . 4bars.
The twczz gentlemen then forward and back, the
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same as the ladies (and the ladies &tand stxll in theu-
places—four bars), :

Forwarp-Fovr,. . « .+ %« 4 bars,
Both couples ‘take then- ‘partners by the hand
(Fig. 19), .

Fig. 19.

and forwsrd toward each other four steps, and back
the same (four bars).

Harr Rigar axp LEPT, . . . . . 4bars. _

Both coaples cross over and return to places, each
lady passing between the opposite couple (Fig. 20),

Fig. 20.

and give their left hands to the left hands of their part-
ners, and turn to place. (Fig. 21—four bars.)
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Fig. 21,

§=¥~ This figure is repeated four times—twice by
the head couples, and twice by the sides.

FOURTH FIGURE.
Mosic—Four parts.
Forwarp Fovr, . . . . . . . 8 bars.

...The first and second couples each take their part-
ners by the hand, and advance forward four steps, and
back the same. (Fig. 22—fuur bars.)

Fig. 22

Forward again, and the first lady leaves her partner
and presents her left hand, taking the left hand of the
opposite gentleman, who receives the left hand of the
first lady, and, at the same time, with his right hand
takes the right hand of his own partner, and retires to
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place with both ladies—the first gentleman returning
alone. (Four bars.)

Forwarp Tmreg, . . . . . . 8 bars.

The second gentleman then forwards with the two
ladies four steps towards the opposite gentleman, who
remains in his place, and back the same. (Fig. 23—
four bars.) -

Fig. 23.

Forward again, with the two ladies, while the first
gentleman advances and receives them, and retarns
with the two ladies to place—and the second gentle-
man then retires alone (four bars).

Forwarp Toreg, . . . . . . 8bars

The first gentleman and the two ladies then forward
and back. (Fig. 24—four bars.)
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Forward again, and turn both ladies quite round,
~ while the second gentleman advances and meets the
three in the centre, and the four furm a circle joining
hands (four bars). :

Fovr Haxps maALF Rouxp, . . . 4 bars.

The four dancers join hands, turning half round to
the left (Fig. 24), and retire backwards to opposne
places. (Fig. 25—four bars.)

Fig. 25.

Havrr Rienr axp LeFr, ... . . 8 bars.

Both couples return to their own places, the ladies
passing through the centre, the gentlemen outside
(Fig. 26),

Fig. 26,

and give their left hands to the left hands of their part-
ners, and turn to place, (Fig. 27).
re
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v Fig ot

[~ This figure is repeated four times—twice by
the head couples and twice by the side couples—the
first, second, third and fourth ladies each taking the
lead alternately

FIFTH FIGURE.
‘Musio—Four parts.
ArL ProMENADE* . . . . . . 8 bars

Each couple face their own partners, joining both
hands, with the right hand uppermost, (Fig. 28)

- Fig. 28,

And all promenade, with a slide.or-izallop step, passing
to the right in a circle round to their own places, being

* N. B.—In place of the cbove Promenade, the figure called
Ladies’ Chain is sometimes danced in its stead -Seo description in

£
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careful not to extend beyond the limits of their own
set (eight bars).

Forwarp Two, . . . . . . . 16bars

This is danced the same as the second figuro—see
description.

" - Barance.—The same as the first and second
figures, . . . . . . . . . 8bars.

This figure is repeated four times—twice by the
head couples, and twice by the sxdes—after which
they g

Arr CHASSEZ, . . . . . -.-.-. 8bars
The chassez is always called to terminate a qua-
drille, and is performed as follows:
Each couple facing their own partners. Thus (Fig.
29.) : .
o " Fig. 99,

And chassez across each other four steps, the gentle-
men passing to the outside of the ladies and back the
same, finishing with a bow and courtesy. The gentle-
man then offers his hand or arm to his lady, and con-
ducts her to her seat, which is the proper termination
to each set of quadrilles. :
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HANDS ALL ROUXND.
Mrsic—One part—8 bars.

In this figure, the four couples all join hands, form-
ing a circle, and passing round to the left, unt.l all re-
gain their original places.

N. B.—This figure is frequently mtroduced in place
of * All Promenade,” and requires the same amount of
music, which is eight bars.

RIGHT AND LEFT ALL ROUND.

Music—Two parts, or 16 bars.

In this figure, the gentlemen pass round to the
right, while the ladies are passing round to the left, in
an opposite direction. It is generally the last figure in
a quadrille, and is performed in the following manner:

Each gentleman faces his partner, taking her right
hand, and passing her on the outside; presents the left
hand to the next lady on the right, pas:ing her on the
inside, giving the right hand to the next lady, the left
hand to the next, and so on passing his own partner,
giving the right and left hand alternately until all have
regained their original places, and turned their partners
entirely round. (16 bars.)

A FINAL FIGURE.
The last figure in a quadrille is sometimes danced

- a8 follows:
Mustic—Four parts.

Forwarp Two—Same as first set, . 16 bars.
RienT AND LErr aALL Rouxp, . . 16 bars.
Bee description,
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All repeated four times, twice by the head couples
ard twice by the sides; and then,

ArL Cnassgz—to finish, . . . . . . 8bars

N. B.—The leader may, for the first time in this
figure, call “ All Promenade,” or *Ladies’ Chain,” in
order to fill out the music; or else first call “ Right -
and Left all Round,” (commencing with the music),
acd then “ Forward Two.” .

BASKET FIGURE.

This figure is generally danced in place of the sec-
ond or last figure in the quadrille.

Music—Life let us Cherish—Six parts.
Forwarp Two—Same as the first set, 16 bars.
BaLaxcE—Same as the first set,. . 8 bars.
Lapies o ToE CENTRE, . . . . 8 bars.

The four ladies forward to the centre and back
(four bars), forward again and stop—join hands—and

_ stand close together in the centre. (Four bars).

GextLEMEN, Hanps RouND on the outside, 8 bars.

The four gentlemen join hands on the outside of
the ladies, and dance round to the left (four bars) and
then back again, finishing on the left of their partners
(four bars.) Here the music should pause, while the
gentlemen raise their hands, holding fast, and the
ladies, keeping hold of their hands, stoop, pass back-
wards, and rise on the outside of the gentlemen’s arms,
forming a Basket or Wreath, each lady being careful
to keep on the right of her own partner.

ALL BALANCE, . . . . - . . . 8bars
Here they all balance (or set) in a circle, holding
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hands (four bars); then separate, and turn their part-
ners to places, turning to the right. (Four bars.)

§3F~ This figure is repeated four times—twice by

_the head couples commencing the figure, and the ladies

join hands in the centre. The third and fourth times,
the side couples commence the figure, then the gentle-
men join hands in the centre and the ladies outside.

N. B.—Previous. to this figure, where the ladics
advance to the centre, the musicians may call any of
the quadrille figures that do not requiro more than
three parts, or 24 bars of music. The above figures,
however, are those most generally danced.

THE CHEAT AND JIG.
These two figures are generally danced together,
in place of the last two fizures ia the quadrille.

THE CHEAT, or COQUETTE.
Mgsio 1x Two-Four TrME—Four parts.

First CourLE BaLaNgE To THE RienT, . . 8 bars.

The first couple join hands and forward to the
couple on the right and back (four steps each way—
four bars), forward again, release hauds, and turn
the persons before them—giving both hands to the
opposite person—(four bars).

Bavaxce 1o toE Next CorpLe, . . * 8 bars.

The fitst couple then balance to the next couple on
the right (four bars), and turn the same as before.
(Four bars.)

Baraxce 1o THE NEXT CoUPLE, . . 8 bars,
. The first couple then pass on to the nest couple,
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balance, and turn in the same manner as before.
(Elgbt bars.) : 1

- Baraxce To ParTyERs, . . . . . 8bars.

- The first couple then balance to their own partners,
and turn to place. (Eight bars).

This figureis repeated by each couple in turn, as.
follows : .

" The next (or third) couple then bdlance to the
right, and when the third couple have balanced to
and turned with the first couple on their right,
they balance to the other two couples in their turn—
after which they take their places, balance, and turn
partners, in the same manner as the first couple.
" (82 bars). ‘

The second couple then ‘balance to the right, and
perform in tho same manner as the other couples,
(82 bars).

The fourth couple then balance to the right, and
repeat same as abové. (32 bars).

This figure derives its name from the privilege
allowed, after balancing, to either turnthe opp:site
person or not; and thus a lady may extend her hands
to a gentleman, and when he attempts to take them,
may suddenly withdraw, and turn by herself or turn
any other person in the set (and thus cheat the first),
without violating any rules of the dance. But either
gentleman or lady has the same privilege of refusing,
or not, at pleasure, and hence the title of Cheat.

THE JIG.
Musio 1¥ CommoN TiME.
Haxos ALt Rouxo—Tke four couples all join hands
in a circle and dance round to the left, until all regain
their own places. (8 bars).
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- Lavies Barance to THE Rigar—The four ladies -
leave their partners, and each one balances to the next
gentleman on the right, and turns with Loth hands;
the gentlemen all remaining in their places. (8 bars).

Bavaxce To TnE Next—Each of the four ladies
passes on to the next gentleman, balance and turn as
before. (8 bars).

Baraxce To THE NExT—Pass on to the next gen-
tleman, balance and turn as above. (8 bars).

Baraxce To ParTNERs—Then pass each to her own
partner, balance and turn to places. (8 bars).

Haxps aLL Rounp *—The same as above. (8 bars).

GENTLEMEN BaLaxce 1o THE Ricar—The gentle-
men then all balance to the right, and turn the same-
as above, the ladies all remaining in their places. (8
bars).

Baraxce To tEE NEXT—And turn the same as
above. (8 bars).

BarancE To ToE NExT—And turn s above. (8

bars).
Baraxce To ParTxErs—And turn to place. (8
bars).

Hanxps aLL Rovxp t—The same as above. (8 bars).
ALL Coassgz—Same as the first set. (8 bars).

THE MARCH FIGURE.

The march figure is generally danced in place of
the third and fourth figures of the quadrille, and is

*'Sometimes they * All Promenade round,” instead of hands all

round.
4 Sometimes the figure of right and left all round is introduced for
the Iast time, and occupies sixteen bars of mnusic, See description,

page §0.
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commenced with one strain of music (or eight bars) as
follows:
Fiest CovrLe ProMENADE Rouxp and form
foramarch, . . . . . . . . 8bars.
~ Thus, the first couple join hands, and promenade
entirely round insido the set (Fig. 80),

Fig. 30.

finishing in their original places, but with their faces
turned to the outside of the quadrille, in a contrary
way from first position. Then the third couple ad-
vance and take their position behind the first couple.
The fourth couple behind the third. The second
couple remain in their own places. All facing one
way, toward the head of the room. Thus, Fig. 81:

Fig. 81.

FORM FOR THR MARCIL -
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After this the music ceases, and the managers
arrange the 'sets in proper lines—each lady taking
the arm of- her partner—and the march then follows.

THE MARCH.

The music for the March must be played until the
marching has ceased, and the dancers have all sepa-
rated from each other, as follows:

Lapies To TAE R:GHT AND GENTLEMEN TO TEE
Lerr—AiL Forwarp—Maron.—All march forward
to the head of the room, the couples separating there—
ladies turning to the right and gentlemen to the left—
and march separately to the lower end of the room,
where they meet their partners and join arms again,
and march up between the lines until the first couple
arrives at the head of the room, where they stop, or
march again, This may be repeated two or three
times, as the managers may direct. After the march
is finished, the column separates, forming in two lines
facing each other, the gentlemen standing directly op-
posite to their partners. Thus:

The march music then stops, and is followed by a
Jig, which is played until the head couples again arrive
at the head of the room, .
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THE JIG.

Tor CourLe BaLaNnocE—Commencing with
themusie, . . . . . . . . 4 bars

Thus—the top couple will forward four steps, and
turn half round (four bars) and then polka or prome-
nade down the middle, taking their positions below
the last couple.

As soon as the first conple commences to prome-
nade down the middle, the next couple begins to bal-
ance and turn ; and when the second couple has gone
down the middle, the next couple commences, and so
on for all the rest.

As fast as they leave from the top, the entire lines
move up, so that every couple starts from the same
place, and takes position below the previous couple,
until the first couple have arrived at the head again.

The music then stops, and commences again for the
dancers to_resume the Quadrille, which requires one
part of eight bars.

ALrL Forwarp axp Back.—The two lines then all
forward and back, taking four steps each way (four
bars)—forward again, and turn partners to places
(four bars).

Here all persons should be careful to recollect who
were dancing in the set with them, and invariably
take the same head or side that they occupxed pre-
yious to the promenade.

" FINALE.
Music—Four Parts.

- Four Lapies Forwarp to the centre and back, 4 bars.
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Four GeNTLEMEN ForwarD and back, 4 bars.
AvrL BaranoE To ParTNERS—and turn, 8 bars.

Thus—all face partners, Fig. 83, and walk forward
four steps, and then back four steps, the gentlemen pass-
ing to the outside of the ladies each time (four bars).
Then turn partners to the right, with both hands,
completely round in places (four bars).

Rigar AND LeFT aLL Rotxp, . . 16 bars.

(See description, page 80.) .

§{3F" This figure may be repeated twice or four
times—and then

ALL CBASSEZ, . . . . « . . 8bhars.

PARTICULAR NOTICE.

In the march guadrille, sometimes the jig is danced
before the march. In this case, after forming for the
march, the gentlemen and ladies will all face each
other and fall back, forming two lines, the gentlemen
on one side, and the ladies on the other, with a space
between them to admit of a couple passing down the
centre. Thus— ) :
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Fig. 84

Then the jig will follow as above described.

Sometimes it will be well to have the march last,
especially when supper is ready, or it is desired to
clear the room at the closing of a ball,—or more par-
ticularly to prevent confusion in a crowded room,
which sometimes renders it difficult for dancers to find
their proper places after the march. In this case, we
would advise the managers of a ball or party to in-
struct the prompter to terminate this dance at the end
of the march, by calling *all chassez;” then the dan-
cers will all forward and back, and salute partners
with a bow and courtesy (eight bars).

.

GAVOT.
Musio —Seven Parts.

Lapies’ Crarn—same as the first set, . . . 8 bars,
Sipes Four—The first and second couples forward
to the couples on the right, and back, as follows: The
first and fourth, and second and third couples join
hands, and all forward toward each other, and back,
forming two parallel lines—(Fig. 35).
-
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Fig. 85.

For
both ha
and the 1uuies Ieluaiiing 1 WGl UWL Iaued Uppuosve
their partners. (8 bars.)

First Laoy Forwarp Twick—The two lines re-
main still, while the first lady forward towards her
partner (who stands opposite to her) and back; for-
ward again and back to place. (8 bars.)

First GENTLEMAN ForwArp Twice—(being oppo-
site to his partner).—The first gentleman forward
towards his partner, and back; forwax'd again, and
back to place. (8 bars.)

Riear HaNDp Across—The first lady and oppomte
gentleman cross to opposite places, passing each other
on the right hand, and returning in the same manner,
passing each other on the left, and back into places,
eight steps each way. (8 bars.)

Forwarp Two—The first lady and opposite gen-
tleman forward towards each -other, and back to
places. (4 bars.)

Dos-a-Dos—Which means to run forward and
pass round the opposite person, back to back, without
turning, and back again to places. (4 bars.):

AL Forwarp AND Back (sides four).—Forward
again, and turn partners to places. (8 bars.)

Id
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=" This figure is repeated four times—the first
and second times the two head couples lead to the
right, which brings the first and second ladies on the
ends of the line; the third and fourth times the side
couples lead to the right, reversing the position of the
figure, and bringing the third and fourth ladies on the
outside of the li:e.

Thus the first, second, third and fourth couples
take the lead alternately, as above described; and
each couple, as they take the lead, are invariably on
the outside of the line.

MINUET.

Musio—Four Parts.

Forwarp Fotr—The first and second couples for-
wardapdback, . . . . . . . . . . . 4bams

Fig. 36.

. Forwarp AcAIN, and turn_the opposite partners
with both hands, and back again to places, . 4 bars.
Sipes Four—The same as the Gavot, . . 8 bars.
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Fia. 317

See description, page 89.
Lapies’ Cnaix Arn—1lhus: the first and third, the

* .second and fourth couples face each other, and in this

pos:tion the ladies all chain, the same as in the first
set. (8 bars.)

ArL Forwarp AND Bacx (sides four)—Forward
again, and turn partners to places. (8 bars.)

{5~ All repeated four times—the first and second
times the head couples lead to the right, and the third
and fourth times the side couples take the lead, reversing
the figure. .

THOE STAR FIGURE.

Mustc—Four Parts.

Forr Lapiezs Forwarp to the centre and back.
(4 bars.) :

Four GeNTLEMEN Forwarp, and back. (4 bars.)

Focr Lapies Cross Rient Ilanps in the centre,
go round and back. (8 bars.)

Thus, the four ladies cross right hands in the cen-
tre, and go half round, turning to the left (Fig. 88, four
bars.)
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Fig. 88,

Change hands and turn back to the right, hold fast
with the left hand and give the right hand to partners
(Fig. 89—four bars.)

Fig. 89.

ALL‘BALANOE, « o« v« +« « .+ . 8bhars.

All balance in the form of a cross or star (Fig. 89,
four bars), and then turn partners with the right hands
to places (Fig. 40—four bars.)

Fige. 40,
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"AiL PRoMENADE, . ."0 . . . . 8hars

Fig. 41,

Each couple passing round to the right with a slide
or galop step until all regain their places.

{55 This figure is repeated four times—the first
and second times the ladies take the lead and go
round in the centre,—the third and fourth times the
gentlemen take the lead the same as above, or eclse
take the lead alternately, first ladies, and then gentle-
men, and then * All Chassez” to finish. (Eight bars.) -

BALANCE TO THE RIGHT.

4 Ji6. )
Musio—The White Cockade.—Three parts.
First CourLE BaLANCE TO THE RiGHT, 4 bars.
Thus, the first couple join hands and forward to the
couple on the right (four bars.)
Four Haxps Rovnp,. . . . . . 4bars
The four join hands in a circle, and then four hands
round, turning to the left, and swing entirely round to
places (four bars.)
Barance 1o THE LEFT—The first oouple then
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balance to the couple on the left the same as be-
fore. (4 bars.)

Four Haxps Rouvxp—The same as before, and swing
to places. (4 bars.)

Ilaxps ALt Rotxp—All join hands, and dance
round to the left in a circle, until all regain their
places. (8 bars.) )

g=5™ This figure is danced by the first, second,
third, and fourth couples, each alterpately taking the
lead, and is generally the last figure in the quadrille,
finishing with All Chassez. (8 bars.)

MOULINET.

The moulinet figure is performea by four or more
persons presenting their right hands to each other in
the form of a cross or star, and then turning half
round ; with the hands joined in the centre (Fig. 42—
four bars.)

Fig. 42.

And then reverse by crossing the left hands and turn-
ing back again (four bars.)

Sometimes this figure is performed by the dancers
passing all the way round to places, reversing in the
same manner.
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ALLEMAND.

This figure is performed by each gentleman turn-
ing the next lady on lLis right, with his right hand,
and then turning Lis own partner with his left Laud
(Eight bars.)

Thus, the four gen‘lemen march to the right four
steps, ard the ladies to the left (forming a square
figure) and turn the corner partners with the right
hands once round (Fig. 48—four bars.)

Flgz. 43

-

Then march back to places and turn partners with
the left hands (Fig. 44—four bars.)

Fig. 4.
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HOLUBIEC,
OR TURN PARTNERS.

This figure is performed as follows: The gentle-
man and lady cross their right arms (the arms cross-
" ing at the elbows), and place their right hands on the
back part of their partner’s waist, and then turn.
(Eight bars.)

¢~ Reverse in the same manner by changing
arms.

DO0S-A-DOS.

Which means to run forward and pass round the
opposite person, back to back, without turning, and
back again to places. (Eight bars). -

THE WALTZ QUADRILLE.

The music for this dance is composed of a Set of
Waltzes, but the figures are generally danced the same
as the first set, or Plain Quadrille; the only difference
is that they all waltz round at the end of each figure.



PART FOURTH.

THE LANCERS’ QUADRILLES,

A$ THEY ARE NOW DANCED IN NEW YORK.

FIRST FIGURE.
Musi0—Three Parts.

Heap Courres Forwarp and back, taking four
steps each way, the gentleman holding the lady’s left
hand with his right. (Fig. 45—4 bars.)
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Fig. 45.

Forwarp AcaIN axp TurN the opposite partners
with both hands and return to places. (4 bars.)

Cross Over—The first couple join hands and cross
over to opposite places, passing between the second
couple; while the second couple cross over on the out-
side of the first (or leading) couple, and exchange
places with them. (Fig. 46—4 bars.)

Fig. 46.

i
)

’ D)
, x2

O, means a lady—X, for a gentleman.

COross back again, and return to places; here the
firat couple separate and cross over on the outside of
the second couple, and the second couple join hands
and pass between them, (Fig. 46—4 bars.)

Barance 10 Corners—Thus, the four ladies for-
ward to the gentlemen on the right, and the four gen-
tlemen forward to the ladies on the left (Fig. 47),

3

waon71 A~
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Fig. 47,

each taking four steps forward and four steps back, and
then turn with both hands to place. (8 bars.)

{=F™ The second couple then take the lead, and the
third and fourth couples follow in succession.

SECOND FIGURE.
Musio—Three Parts.
Hzap CourLes Forwarp and back, each gentleman
holding the lady’s left hand with his right (Fig. 48).
3

-

Fig. 48.

Forward again, and the gentlemen leave the ladies
in the centre of the quadrille, facing partners, and
salute with a bow and courtesy; the gentlemen retire
alone, (Fig. 49—4 bars.)



TO THE ART OF- DANOINC, 101

Fig. 49.

Omassez Across (to the right snd left). Both
couples commence,each with the right foot, and slide
four steps sideways to the right (count four). Thus—

1
X

HO "o
v 0
“xo--

0, a lady—X, a gentleman.

then commence with the left foot and slide four steps
back again to the left and finish, facing partners (count
four more). (Fig. 49—4 bars.)

Tury ParrNers 1o Prace—The head couples turn
their own partners with both hands to place, and finish
facing the opposite couple. (Fig. 50—4 bars.)

Fig. 50.
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Sme CourrLes Divipe, AND ALL ForwaRD in two
lines. The side couples separate from their partners
and join hands with the head couples forming two
lines, four in a line, as follows : —The third gentleman
and fourth lady join with the first couple, and the
third lady and fourth gentleman join with the second
couple. Thus

40 X4
1X 092
10 Xe,
8 X os

, 0, a lady—X, a gentleman,

‘When so placed, the dancers all forward and back,
taking four steps each way. (4 bars.)

ForwaARD AGAIN AND TURN partners to places, all
turning to the right with both hands. (4 bars.)

155" Repeated four times, twice by the head cou-
ples and twice by the sides.

When forming the two lines for the third and
fourth times, the head couples divide and join with the
side couples, reversing the figure. )

THIRD FIGURE.
Musto—Two Parts. -

Heap CourLes Forwarp and back, four steps each
way. (Fig. 51—4 bars.)
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Fig. 51.

Forwarp AND SarLuTE—The head couples forward
again four steps, and stop in the centre to galute the
opposite couple—here the musicians must pause
while the dancers bow and courtesy—and then they
retire back into-places. (4 bars.)

Four Lapies Cross Riear Hanps—HaLr Rouxnp
1N THE CeNTRE—Thus: the four ladies advance, each
one giving her right hand to the opposite lady, and
then the four ladies, turning to the left, go half round
in the centre (Fig. 52).

Fig. 52,

While the four gentlemen at the same time go
half round, passing to the right on the outside of the
ladies in a contrary direction to them. (4 bars))

All face about and return back again in the same
manner—Thus : the four ladies cross left hands, turn-
ing half round to the right, while the gentlemen march
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round to the left. Here they meet partners—each one
giving the right hand to the right hand of their own
partners (Fig. 53),

Fig 53.

and at the same time, without stopping, the four -
ladies release hands in the centre, and turn their part-
ners half round to places. (Fig. 54—4 bara.) *

Fie. 5

5™ Repeated four times—twice by the head
couples and twice by the sides.

FOURTH FIGURE.
Musto—Three Parts.

Hzap Courres Leap To THE RiGHT, AND SALUTE—
Thus: the two head couples join hands with their
partners and walk up to the couple on the right.
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The first couple face the third couple, and the sec-
ond couple face the fourth couple. Thus—

X o X o
8 1 2 4
o X - © X

0, alady; X, a gentleman.

And all bow and courtesy. (4 bars.)

Lzap ro tHE LeEFT—The head couples then turn
round to the couples on the left, and salute again with
a bow and courtesy. (4 bars.)

CHassez Across (all elght)—-Here the four couples
chassez across, the ladies passing in front of their
partaers, sliding to the left sideways four steps; then
take one step forward and one step back. The gentle-
men dancing to the right in the same manner. Thus
(4 bars): : '

.
N . .
. ’
. .
. .

A

o X o

o) X ‘o X

Tuex ParrNers To Praoes—Each couple turning
their partners completely round to their own places.
(4 bars.)

RieaT AND LEPT—The head couples cross over to
opposite places, the ladies passing through the centre,
and the gentlemen on the outside; the gentlemen
then present their left hands to the left hands of their
partners, and turn them half round (count eight);
then recross in the same way and turn partners to
places (count eight more—8 bars).

-~
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135" Repeated four times—twice by-the head cou-
ples, and twice by the sides.

FIFTH FIGURE.

Mysio—Six Parts.

Riear AND LEFT ALL Rounp—This figare com-
.mences with the music, and the dancers should all
stop when they meet their partners, to bow and courte-
8y to each other, commencing as follows: ‘Each gen-
tleman faces his partner, and takes her right hand,
and passing her on the outside, presents his left hand
to the next lady on the right, then his right hand to
the next lady, and so on, alternately, until all regain
their places. (16 bars.) .

First OourLE ProMENADE Rounp—inside the set
(Fig. 65)— ,

Fig. 55.

and return to their own places, finishing with their
faces turned outside the quadrille.

Then the couple on the right advance behind the
top couple, and the couple on the left advance behind
the other two couples—the bottom couple remain in
their place as they were—the' whole forming two
lines, the gentlemen on one side and the ladies on the
other. (Fig. 56—8 bars.)

[N r
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Fig. 6.

Arr Crassez Across—The ladies passing in front
of their partners, slide four steps sideways to the left—
the gentlemen do the same, passing to the right across
the room four steps (count four). Thus:

T4
°

X X
1 3

c---Om
....o“
....o&

wX- ...

X
4

Then take one step forward and one step back again to
fill out the music (all moving together—count four).
Recross in the same ‘manner, the ladies to the right,
and the gentlemen to the left four steps sideways—the
gentlemen passing behind their partners—and then
all take one step forward and one step back again to
fill out the music as before. (Fig. 56—8 bars.)

Marce Rounp—The ladies turning to the right
and the gentlemen ‘to the left,- march round within
the space of the quadrille ; all meeting their partners
at the bottom of the set, pass up in the centre to their
former places, all the ladies following the top lady,
and the gentlemen the same—following the top gen-
tleman—and then fall back in two lines, the gentle-
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men on one side, and the ladies on the other, faciny
each other. (Fig. 57—8 bars.)

Fig. 87.

ArL Forwarp—The four ladies join hands, and the
four gentlemen likewise, forming two lines; and then
all forward and back, taking four steps each way; -
forward again and turn partners to places, (8 bars.)

=5 All repeated four times—the first, second,
third, and fourth couples each taking the lead alter-
nately—and then

Right and left all round a fifth time. (16 bars.)

And all chassez to finish. (8 bars.)

THE CALEDONIAN QUADRILLES,

A8 THEY ARE NOW DANCED IN NEW YORK

FIRST FIGURE.
Musio—Four Parts,

Heap Courpres Cross Riemr Hanps (round and
back). Thus—The first and second couples cross right -
hands and go round to the left (count eight steps—
‘Fig. 58),
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Fig. 5.

and then reverse by changing bands and return to
places (count eight more—8 bars).

Barance To ParrNers—The first and second couples
balance (or set) to partners (Fig. 59—4 bars), and then

Fig. 59.

turn partners in places with both hands. .(4 bars.)

Lapes’ Opain—The first and second ladies cross
over to opposite places, giving their right hands to
each other as they pass, and their left hands to the
opposite gentlemen (Fig. 60).

Fig. 60.
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- The gentlemen then turn the ladies half round with
the left hand (Fig. 61).

After which the ladies return in the same manner and
turn partners to place. (8 bars.)

Harr ProMENADE—Both couples passing to the
right, round to opposite places (Fig. 62),

Fig. 62.

the ladies turning on the outside of their pafjtgers, and
finisd, facing the opposite couple (Fig. 63—4 bars).
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Harr RieaT ANDp LEFT—Both couples cross over,
the ladies passing through the centre (Fig. 64),

Fig. 64.

and then turn partners to places. (Fig. 65—4 bars.)

Fig. 65.

™ Repeated by the side couples.

N
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SECOND FIGURE.
Musto—Three Parts.

First GENTLEMAN Forwarp TwicE—The first gen-
tleman forward and back twice, taking four steps each
way (the rest stand still—8 bars).

Lapies Barance 1o THE RieAT—The four ladies
leave their partners and balance to the gentlemen on
the right, each taking four steps forward and four back

Fig. 66
(Fig. 66), Fig. 6.

and then turn with both hands, each lady takipg the
next lady’s place, and remaining with the next gentle-
man. (8 bars.)

ALL ProMENADE—Each with a new partner, prom-
enade round (Fig. 67),

Fig. 61.

passing to the right in a circle all the way round to
the same place whence they started. (8 bars.)
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¥ This figure is repeated four times—the first,
second, third, and fourth gentlemen each commencing
the figure alternately, and all will regain their places.

THIRD FIGURE.
Musio—Four Parts.

Heap Courres Forwarp and back, taking four
steps each way (Fig. 68—4 bars).

Fig. 68.

FORWARD AGAIN AND TURN the opposite partners
with both hands, and return to places. (4 bars.)

Cross Over—The first and second couples cross to
opposite places, the first couple joining hands, and passing
between the second couple (count eight steps, Fig. 69).

Fig. 69.

0, o lady—X, a gentleman.
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Returning, the second couple join hands and pass be-
tween the first couple to places (count eight more—8
bars).

BaranceE To Corners—Thus: the four ladies face
to the right, and the gentlemen - face to the left

. 10) )

™.

and all forward and back (taking four steps each way)
and turn at corners, with both hands, once round and
back to places. (8 bars.)

ArL Forwarp to the centre (joining hands in a
circle) and back, forward again and turn partners to
places. (8 bars.)

== This figure is danced four times, twice by the
head conples, and twice by the sides.

FOURTH FIGURE.
Musto—Four Parts.
Two Lapies Forwarp Axp Stop*—The first and
second ladies forward to the centre and stop there,
facing each other. (2 bars.) '

* The following figure is sometimes danced in place of the above,
and is much more easily performed. Thus - the head couples join
hands and forward four and back. (4 bars.)

And then turn partoers with both hands in places. (4 bars)
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~ . .
Two GeNTLEMEN Forwarp—The first and second
gentlemen then forward and join their partners. (Fig.

" 71—2 bars.) -

2
1

TurN PARTNERS TO PLaoEs—Here both couples face
their partners and turn with both hands back into
places. (Fig. 72—4 bars.) .

Fig. 72.

Lapies To THE Riear—The fouyp ladies forward
four steps to the gentlemen on the right (Fig. 78),

Fig. 78.
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and turn with both hands, each lady taking the next
lady’s place and stopping there. (4 bars.)

GENTLEMEN TO THE LEFT—Thus: The four gentle-
men forward to the ladies on their left (Fig. 73) and
turn with both hands, each one taking the next gen-
tleman’s place and stopping there. (4 bars.)

Labies To TaE RicuT and turn, the same as before.
(4 bars.)

GENTLEMEN To THE LEFT—To0 their own partners,
and turn as above. Here each couple meet their own
partners, but on the side opposite to where they belong.
(4 bars.)

ALrL ProMENADE—Passing to the right all the way
round to the same place from which they started.

§3¥™ This figure is repeated four times, and all will
regain their original places.

FIFTH FIGURE.
Musio—Six Parts.
First CourLe ProMenaDE Rouxp, inside the set
(Fig. 74), and regrn to their own places. (8 bars.)

Fig. 14.

.

-y
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Four Lapies Forwarb—to the centre and back. (4
bars.)

Four GENTLEMEN ForwARD—t0 the centre and back.
(4 bars.) .

Barance To ParTNERs—All face partners (Fig. 75),

. Fig. 15

and walk forward four steps and four steps back again,
and then turn partners in places. (8 bars.)

ALL RieeT AND LEFPT, HALF RoUND—Each couple
when meeting their partners will stop and salute with
a bow and courtesy (same as the Lancers—8 bars.)

ProMENADE T0 PLACEs—ALl promenade half round
(Fig. 74), and then turn partners with the right hands
once round in places (Fig. 76—8 bars).

Fig. 76,

ArL Cnassez Across, aANp TurN AT CoRNERS—

Thus: All face partners (Fig. 77),
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Fig. 7.

and the four gentlemen march to the right four steps,
and the ladies to the left (forming a square figure), and
then turn the corner partners with the right hands
once round (Fig. 78—4 bars).

Fig. 3.

Then march back to places, and turn partners with the
left hands half round in places (Fig. 79—4 bars),

Fig. 79.
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{5 This figure is repeated four times, each or the
four couples commencing the figure alternately. Then

All promenade round. (8 bars.)

And all chassez to finish. (8 bars.)

THE PRINCE IMPERIAL.
FIRST FIGURE.
Musio—Three Parts.

Heap CovrLes LEaD To THE RieHT AND SALUTRE—
Thus: The first and second couples each take their
partners by the hand and lead off together to their
right hand couples, and all salute (viz., the 1st to the
8d, and the 2d fo the 4th couples—4 bars).

Taxe HE LADIES AND G0 OrPosirE—The first and
second gentlemen retain their partners’ hands and take
with their left hands the right hands of the side ladies,
and then fall back to opposite places. The two threcs
thus change places with the former head couples; the
2d passing to the 1st couple’s place, and the 1st to the
2d couple’s place, all facing the centre. (4 bars.)

Lapies’ Geanp CHAIN (without the gentlemen)—
First the ladies cross over from head to head of the set,
giving the right hands as they pass each other. Then



120 HILLGROVE'S COMPLETE GUIDE

pass from side to side, giving the left hand. Cross
back again from head to head with theright hand, and
then from side to side with  the left hand. Finishing
with each lady in front of her partner, facing outward,
with their backs to the centre of the set. (8 bars.)

ALL CHassez Across—(To the right and left), each
commencing with the right foot and sliding four steps
sideways and four steps back again, and then, turn
partners to places with both hands. (8 bars.)

§=¥" This figure is repeated four times, twice by
the head couples and twice by the sides, and all will
regain their places.

SECOND FIGURE.

Mustio— Three parts.

FrrsT GENTLEMAN AND SECOND LaoDY FORWARD AND
Turx round with both hands, both stopping in front
of and facing the first lady. (4 bars.)

Cross Over—The first lady crosses over, passing be-
tween the first gentleman and second lady, presenting
the left hand to the opposite gentleman, and then turn-
ing to the second lady’s place. The other two cross-
ing" over at the same time to the first couple’s place,
and turning half round with the left hand and facing
the opposite couple. (4 bars.)

Forwarp Four AND Back. (4 bars.)

Lapies’ Harr CHAIN (to places) the ladies return-
ing to their own partners. (4 bars.)

+  A1rr Omassez Across AND TurN AT CorNERs w1th
the right hands. (4 bars.)

TurN ParTNERS TO PLACES—Thus : All march back
to places and turn partners half round with the left
hand. (4 bars.)) .

§55" Repeated four times.
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THIRD FIGURE.
Musioc—Four Parts.

Frrst CourLE FoRWARD AND Sarure. Thus: The
first couple advance four steps, the gentleman leaving
his lady (with a salute) in the centre of the quadrille,
with her back to the opposite couple; the gentleman
stepping back into place. (4 bars)

SecoNp CourLE FORWARD AND SALUTE in the same
manner. (4 bars.)

Tarp CourLE the same. (4 bars.)

Fourta CoupLE the same, (4 bars.)

Lapies, Haxps Rounp—The four ladies being thus
_ placed in the centre (back to back) join hands and pass
round to the right in a circle, stopping in front of their
own partners. (4 bars.)

GeNTLEMEN Forwarp and extend the circle—The
four gentlemen forward and give their right hands to
partners, and the left hands to the next ladies and make
a large circle. (4 bars.)

AL BaLANCE in a circle and turn partners to places,
(8 bars.)

5™ Repeated four times,

FOURTH FIGURE.
Musio—Four Parts.

Forwarp Four—The first and second couples for- -
ward and back. (4 bars.)

ForwARD AGAIN AND LEAVE PARTNERS wWITH THE
s1pe CoupLEs on the right (both leaving their partners
at the same time)—Thus : The first gentleman leaves
his lady on the left of the third gentleman,’and the

11
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second lady leaves her gentleman on the right of the
fourth lady. And then the first gentleman and second
lady return to places. (4 bars.)

Forwarp Six—The six (or sides) forward and back
twice. (8 bars.)

Two OrrosiTE ForwarDp AND Back—The first gen-
tleman and second lady forward and back. (4 bars.)

ForwARD AGAIN AND SALUTE—then turn to their
partners on the sides. (4 bars.)

Four Hanps Harr Rounp with the side couples.
(4 bars.)

Harr RieHT AND LEFT TO PLACES., (4 bars.)

157" Repeated four times.

FIFTH FIGURE.
Musio—Four Parts.

Lapies o THE RieET—Each of the four ladies passes
to the next gentleman on her right (giving their right
hands) and turns completely round. (4 bars.)

Pass o¥ To THE NEXT—The four ladies pass again
to the right and turn with the next gentleman, both
giving their right hands, and turn completely round.
(4 bars.)

Pass oN To THE NEXT—The ladies each passing to
the right, and turn as before. (4 bars.)

Pass oN To THE NEXT (to partners)—The ladies
pass again to the right, where they meet their own
partners and all turn to places. (4 bars.)

First GENTLEMAN AND SECOND LADY FORWARD AND
Baok. (4 bars.)

Forwarp AcAN AND TurN round with the right
hand, ending in the centre of the quadrille, each facing
their own partners. (4 bars.)
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Cuassez Across—four, All four Chassez across to
the right and left, and then turn partners to places with
both hands. (8 bars.)

=¥~ This figure is repeated four times, and the
ladies pass to the right and repeat the first part
of the figure a fifth time (16 bars), and then finish.
Thus—

All Forward and back; forward again the second
time, the gentlemen placing their partners in the cen-
tre of the set; and the quadrille terminates by all
saluting their partners with a bow and courtesy. (8
bars.)

THE CONTINENTALS.
(A QUADRILLE.)
ARRANGED BY T. HILLGROVE.

FIRST FIGURE. )
Musio—Four Parts.

Four Lapres Forwarp—To the centre four steps,

and back to places. (4 bars.)
Four GENTLEMEN Forwarp—To the centre and

back. (4 bars.)
Arr BALANOE To PARTNERs and turn—Thus: All

face their partners (Fig. 80), r

Fig. 80.



124 HILLGROVE'S COMPLETE GUIDE

and walk forward four steps and four steps back again,
the gentlemen passing outside the ladies each time;
then turn partners with their right hands once round
in places (Fig. 81—S8 bars).

‘ Fig. 81.

Four Lapies’ Crarn—TLis figure is performed as
follows: The four ladies cross right hands, turning to
the left half round in the centre (Fig. 82),

Fig. 82.

then give the left hands to the opposite gentlemen and
turn them once round (Fig. 83).

Fig. 88,
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The ladies return back again in the same manner, and

‘turn partners with left hands to places. (8 bars.)
AvrL Wartz Rounp—Polka or Promenade —(8 bars.)
=5~ Repeated twice.

SECOND FIGURE.
Music—Four Parts.

Heap CourLEs Forwarp Four—Four steps and
back to places (Fig. 84—4 bars).

Fig. 84

Tuvrxy Partners to places with both hands, once
round. (4 bars.)

Lapies’ CaalN—Thus : The first and second ladies
cross to opposite places, giving the right hands as they
pass each other, and the left hands to the opposite gen-

tlemen (Fig. 85).
Fig. 85.

11*
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Both gentlemen turn the ladies round with the left

hand (Fig. 86),

Fig. 86.

and then turn themselves so as to face the opposite

couple (Fig. 87—4 bars).

Fig. 87.

After which the ladies return to their own places, in
the same manner ; each lady taking the opposite lady
by the right hand as they pass each other, and giving
her left hand to the left hand of her partner, and turn
to place. (4 bars.)

BaranoE 1o CorNers—Thus: The four ladies face
to the right, and the gentlemen face to the left (Fig. 88),
and all balance (which means to dance forward and
back four steps each way), and then turn at corners
with both hands once round.
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Fig. 83,

Here the side couples divide and join hands with
the head couples, forming in two lines. Thus: (8 bars.)

40 X4
11X [oR]
10 Xe
8 X !os

0, 8 lady—X, a gentleman.

Arr Forwarp and back, in two lines, with the
‘hands joined, taking four steps each way. (4 bars.)

Forward again and turn partners to places, all turn-
ing to the right with both hands. (4 bars.)

|SF= Repeated four times, twice by the head couples
and twice by the sides..

-THIRD FIGURE.
Mvusto—Four Parts.

Heap Couvrres Forwarp Four and back, taking
four steps each way (Fig. 89—4 bars).
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Fig. 89.

FoRWARD AGAIN, AND LEAVE THE Lapigs IN THE
OenTre facing partners, and the gentlemen retprn to
places (Fig. 90—4 bars).

Fig. 90.

slide the right

(hus:
1 . -2
X (o] o X
: 1 : 2

O, a lady—X, a gentleman.

and return, sliding the left foot sideways four steps
(count four more), and then turn partners with both
hands to places. (8 bars.)

e e —

—_—
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Four Lapres Cross Ricer Hanps Harr Rouxp—
The four ladies cross right hands in the centre and go
half round (turning to the left) to opposite places
(Fig. 91),

Fig. 91.

while their partners at the same time march to the
right half round to meet them; then each turns his
own partner with the left hand completely round in
opposite places. (Fig. 92—8 bars.)

-~

ArL Warrz Rounp—(Polka—8 bars).
5 Repeated four times, twice by the head couples
and twice by the sides.

FOURTH FIGURE.
Musio—Eight Parts.
Fmsr OourLe ProMENADE Rouwnp, and form for a
march (Fig. 93),
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~ the two side couples then fall into line, the second
couple remaining in their own places. All face one
way, toward the head of the room (Fig. 94—8 bars.)

Fig. 94.

Marca Rounp, within the space of the quadrille.
Thus: The ladies march to the right and the gentle-
men to the left, down on the outside and up the cen-
tre. Then stop and all face partners (Fig. 95).
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ArL Forwarp—The four ladies join hands in one
line, and their partners do the same opposite. And all
forward and back in two lines, taking four steps each
way; forward again (with hands joined as above) and
turn partners to places. (8 bars.)

RieAT AND LEFT HALF RoOUND—Each couple when
meeting their partners will stop and salute with a bow
and courtesy (the same as the Lancers, see description
—8 bars).

ProMENADE To PLAcEs—All promenade half round
(Fig. 96),

Fig. 96.

and then turn partners with the right hands once
round in places (Fig. 97—8 bars).

Pig. 97.

Azxr CrassEz Across AND TurN AT CorNBR8—ThLus:
All faoé partners (Fig. 98),
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Fig. 98.

and the four gentlemen march to the right four steps,
and the ladies to the left (forming a square figure).
And then turn the corner partners with the right
hands once round (Fig. 99—4 bars).

Fig. 99.

Then march back to places, and turn partners with ths
left hands, half round in place (Fig. 100).

Fig. 100,
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Arr Forwarp to the centre and back. Thus: Each
oouple join hands and walk forward four steps, and
back again to places. (4 bars.)

ForwarD AGAIN AND LEAVE THE LADIES IN THE
CexTrE (here the four ladies stand with their backs
close together in the centre and face outward), the
gentlemen retiring alone. (4 bars.)

GeNTLEMEN Haxps Rounp—Thus: The four gen-
tlemen join hands and swing round to the left, outside
of the ladies. (4 bars.)

TurN ParTNERs To PracEs—Each gentleman turn-
ing his partner with both hands half round to places.
(4 bars.)

57 Repeated four times, each of the four couples
alternately taking the lead. Then

ALL Forwarp, joining hands in a circle, and back
(taking four steps each way), forward again; and turn
partners to places. (8 bars.)

FIFTH FIGURE.

Music—Four Parts.

- Four Lapies Forwarp AND Saruvre—Thus: The
four ladies forward to the centre, four steps, and all
courtesy, and then back again to places. (4 bars.)

Four GENTLEMEN Forwarp four steps and salute
(all bow), and back to places. (4 bars.)

AvLL CHAssEz ACROSS AND SALUTE AT CORNERS—
Thus : The four gentlemen march to the right and the
ladies to the left (four steps), and all bow and courtesy
with the corner partners. (4 bars.)

TurN ParTNERs TOo PracEs—Thus: March baek to
places and turn partners with the left hands half round.
(4 bars.)

12
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Four Lapies CraN—Same as the first figure. (8
bars.) .
ArL Warrz Rousp—Polka. (8 bars.)
I3~ Repeated twice, and then
*  ALL CHassgz. (8 bars.)

HILLGROVE'S FAVORITE QUADRILLES.

FIRST FIGURE.
Music — Four Parts.
Rrerr axp LerT (for descnptxon see first set) . 8 bars.

BarANCE,. . . . . . e e e v . . B
LapiesCmamv, . . . . . . . . . . . 8¢
Harr PROMENADE, . . . . . . . . . 4 ¢

Harr RieEr AND LEPT, . . . . . . . . 4 ©

5™ Repeated twice, first by the head couples and
then by the sides.

SECOND FIGURE.
THE BASKET FIGURE.

Musio—* Life let us Cherish "—Six Parts. °
Forwarp Two (for description see first set), . 16 bars.
BavLawcg, . . . . . A -

LapiEs T0 THE Cn\n‘m‘.——The four ladies forward
and back—forward again and stop, join hands, and
stand close together in the centre. (8 bars.)

GeNTLEMEN Hanps Rounp on Tae Oursipr—The
four gentlemen join hands outside the ladies, and
swing round to the left and back again (at the end of
the strain the musicians should pause while the dan-
cers form in the basket figure). (8 bars.)
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Arr Barance—The dancers all balance with hands
joined in a circle (count eight steps), and then turn
partners to places (turning to the right with both
hands). (8 bars.)

155" Repeated four times—twice by the head cou-
ples and twice by the sides.

THIRD FIGURE.,
THE STAR FIGURE.
Musto—Four Parts.
Four Lapiks Forwarp To ToE CENTRE AXD
Back,. . . . e« « « « "« 4bars,
FourR GENTLEMEN Fonwuzn and back,. . . 4 ¢
Four Lapies Cross Ricar Haxvs (round and

back, forming the Star Figure), . . . . 8 ¢
Air Barance and turnto place, . . . . . 8 ¢
ALL PROMENADE, . . . . ... 8 @

=" Repeat four tlmes—the ]adles taking the lead
first and then the gentlemen, alternately. (See de-
scription.)

FOURTH FIGGRE.
ARRANGED BY T. HILLGROVE FOR THE GAVOT.
Mousio — Six Parts.

Heap Courres Forwarp Four, and back, . 4 bars.
8ipe CocrLes Forwarp Foug, and back, . . 4 «
Heap Oourres Leap 1o ToE RicaT—and salute

with a bow and conrtesy, . . . . . . 4 ¢
Onaxnee ParTNERs—the gentlemen change places

the same as in the gavot, . . . . . . 4 ¢

Lapres Forwarp (toward each other and back), 4 ¢
GENTLEMEN Forwarp (toward each other and
back),. . . . . . . . . ... . 4
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Lapies CHAIN ALL (same as first set), . . . 8bars.
Cross Rigar HaNDs round, and back, . . . 8 «
AvrL Forwarp, and back (sides four), . . . 4 ¢
ForwaRD again, and turn partners to places, . 4

Fig. 101,

§=5™ Repeat four times—the head couples taking
the lead for the first and second times, and the side
couples take lead for the third and fourth times, re-
versing the figure.

FIFTH FIGURE.
A J1G.

Musio—* The White Cockade”—Three Parts.

First CourLE BALANCE To THE RigaT, . . . 4 bars.
Fove Hanos Rounp, to places, . . . . . 4 ¢
First CoUPLE BALANCE TO THE LEPFT, . . . 4
Four HanDs Rouxp, to places, . . . . . 4 ¢
Hanps AL Rouno, . . . . 8 «

¥ Repeated four txmes—the ﬁrst., second third,
and fourth couples each taking the lead in succession—
and then all chassez to finish. (8 bars.)

This figure is sometimes danced double—that is,
the first and second couples both lead to the right at
the same time, as follows:
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Heap CourLEs Leap To TEE Rient, forward

and back, . . . . . . . . . . . 4bars.
Four Hanps Rounp, to places, . . . . . 4 ¢
Heap CourLes Leap To THE LEFT, forward

and back, . . . R B
Four Haxps Rouwp, to plaoes A T
Hanps atL Rovnp, . . . e ... . 8

Repeated by the side oouples.

THE MARCH QUADRILLES,

AS DANCED AT HILLGROVE'S ACADEMY,

FIRST FIGURE.
Music — Four Parts.

Rigar axp LEFT, . . . . . . . . . . 8bars.
BaLaxceE To ParTNERS, and turn, . . . . 8 ¢
LaptgsCHAINV, . . . . . . . . . . . 8¢
HaLr PROMENADE, . . . A
Havrr RigaT AND LEFT, to places, Y

=" Repeated by the side couples.

SECOND FIGURE,
"Mvusto—Four Parts.

Riear Hanp Aocross — Thus: the head couples
walk straight over to opposite places (take eight steps),
face about and march back again, giving the left hands

- to the left hands of the opposite partners as they pass
each other ; keep hold with the left hands, turn round,
and give the right hands to their own partners (same
as the first set, see description). (8 bars.)

12*
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Baraxce (fourin the centre), . . . . . . 4bars.
Harr PROMENADE, . . . . . . . . . 4 “
Lapies Coary, . . . P
Forwarp Focr, and back, B
HaLr Rmm AND LEFT, to places, . . . . 4 ¢

{55~ Repeated four times—twice by the head cou-
ples and twice by the sides.

THIRD FIGURE.
Music—Two-Four Time. v

This figure is commenced with one strain of musie.

Fiest CourLE ProMENADE Rounp, and form for the
march, as follows:

The first couple will promenade round inside the
set, and stop at their own places, facing outward. The
third and fourth couples will then advance to the cen-
tre and take their positions behind the first couple, the
second couple remaining in their places—all face one
way toward the head of the room. (Fig. 102—8
bars.)

Fig. 102.

The whole forming two lines, the gentlemen on one.
side and the ladies on the other, and then march as
follows :
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THE GRAND MARCH.

Lapies o THE RieHT AND GENTLEMEN TO THE
Lerr—ALL ForwARD (commencing with the music)—
Maron!

The dancers march around the room-as directed by
the Master of Ceremonies, the musicians playing a
march, until the dancers stop and separate, facing each
other, forming two lines, when a jig follows.

THE J1G.

Top CourLe Barance—The top couple forward
“four steps, and turn their partners with both hands
- half round (4 bars), then promenade down the middle

with the gallop or polka, each taking their position at
the bottom of the line.

This is repeated by all the other dancers, and then

the music stops. %

[~ After this, the musicians play eight bars of

music for the dancers to resume the quadrille, and
- then call
ArL Forwarp—The two lines will all forward and
back (taking four steps each way), forward again and
turn partners to places. (8 bars.)
I35 See description, page 84.

FOURTH FIGURE.
THE CHEAT OR COQUETTE.
Musio v Two-Four TiMme—Four Parts.

First CourLe BaLance o ThE RienT, and turn, 8 bars.
¢ BaLANCE TO THE NEXT, and turn, . . . . 8 ¢
Bavranoe To THE NEXT, ¢ -
BaLANCE TO PARTNERS, ¢ . . 8¢

157 All repeated by the other couples, as follows:
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TaE NEXT, OR THIRD CoUPLE, then balance to the right

and turn—which is repeated four times, . 82 bars.
THE NEXT, OB SECOND CoUPLE, repeat the same, 82 **
TrE NEXT, oR FourrH CoOUPLE, repeat in the

same manmer,. . . . . . . . . . 82 ¢

FIFTH FIGURE

THE JIG.
Music in Common Time.
Hanpsarr Roovp, . . . . . . . . . 8bam

Lapies ALL Barance To THE Rient, and turn,
BaLaNCE TO THE NEXT, and turn, . . . .
BaLANCE TO THE NEXT, “ e e e
BALANCE To PARTNERS, “ e e e e
Haxps aLL Rounp, . e e e e e
GENTLEMEN BaLANCE To THE RieHT, and turn,

Barance To THE NEXT, . . . . “oo

BALANCE TO THE NEXT, . . . . “oo
BALANOE TO PARTNERS, . . . . . . . .
Hanps aLL Rousp, . . . . . . . . .

ALL CHABBEZ, . . . +« o o o &« o o .

Q0 Q0 G0 Q> 0O oo O P W W w P

SOCIAL QUADRILLE (No. 1).
ARRANGED BY T. HILLGROVE.
FIRST FIGURE.,

Musio—Four Parts, four times rgpeated.

Heap CoupLes RigAT AND LEFT, . . . . 8 bars.
Sioe Courres RieoTr AND LEFT, . . . . . 8 “
Lapies BaLance ToTBE Rigonr, . . . . . 8 «
ALL PROMENADE, . . . . . . . . . ., 8 ¢
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Heap Courres Lapies’ CHary, . . . . . 8bars
S10E CouPLEs LaDIRS' CHAIN, . . . . . . 8 &

Lapies BaLance to tHER16BT, . . . . . 8 ¢
ALL PROMENADE, . . . . . 8 &
Heap CourLEs Fonwmn Foun, AND BACK, and

four hands round to places, . . . 8 «
Sme CourLes Forwarp Four, axp BAOK, and

four hands round to places, . . . . 8 «
Lapres Batanceto rHE Riemr, . . . . . 8 ¢
AvrL PROMENADE, . . . . 8 ¢«

Heap CouprLes Cross Rienr HANDB, go round to

the left and back again to places, . . . 8 “
8Sipe CourLes Cross Rient Haxps, go round and

back again to places, . . . . . . . 8
Lapigs BataxcerothE Rrgnr, . . . . . 8 ¢
AL PrROMENADE, . . . . .. 8@

N. B.—In each figure the dancers have new part-
ners—that is, every time the ladies balance to the
right, which is repeated four times—bringing all back
to their own places.

If the above figures are repeated, the second time
the gentlemen should balance to the left, and hands all
round.

SECOND FIGURE.
Music—Four Parts, Repeated.

Heap CourLes ForwARD Four, AND Back, . 4 bars
Dos-a-Dos, . . . . 4 ¢
Sipes Foue (the gentlemcn all change places) 8 ¢«
ALL'PROMENADE, . . . . .. 8«
Lapies’ CHaIN, ALL, . . . . . . . . . 8 ¢
Haxps aLL Rounp, . . . . . g «
AvrL Forwarp (sides four) and turn to places, 8 «
RicaT AND LEFT ALL ROUND, . 16 «
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=5 Repeated twice—first by the head couples and
then by the sides.

 THIRD FIGURE.
Musio — Four Parts,

Arr Crassgz (balance to partners and turn), . 8 bars.
Four Lapies Forwarp (to the centre and back), 4 ¢
Four GExTLEMEN Forwaep, and back, . . 4 ¢
Four Lapies Cross Riear Hanps (round and

back, forming the star figure), . . . . 8
AvL Barancg, and turn to places, . . . 8 ¢«

[ All repeated—the second time the gentlemen
forward first, and cross hands in the centre.

[13

FOURTH FIGURE.
Musio—Four Parts, three times repeated.
Heap CourLes ForwarD Four, AND Back, . "4 bars.

TurN ParTNERs in places, . . . . . . . 4 “
Haxps AL Rovnp, . . . . . . . . . 8 ¢
Lapies’ CrAlN, . . . g «
Sipes Four (the gentlemen all change p]aces), 8 «
A1rL Forwarp AND Baok (sides four) and turn N
- partners to places, . . . . . . . 8 «
Hawnps aLL Rouonp, . . . . .. . 8«
Four Lapies FORWARD AND BACK, N
Four Hanos Rounp, to places, . 4 ¢
Four GENTLEMEN FoRWARD AND Back, 4 ¢
Four Hanps Rounp, to places, 4 ¢

Four Lapigs Cross Rienr Haxps, round and
back, forming the star figure, . . . . 8

‘ALL BALANOE; and turn to places, 8

RieBT AND LEFT ALL ROUND, . . . . . .18 “

a
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=5 This figure is danced twice, the first time the
head couples commencing, and the second time the
sides.

FIFTH FIGURE.
Musio—Four Parts. -

Heap Courres Ricur axpLEFT, . . . . . 8bars.
Leap 1o THE RieHT (forward and back), . . 4
Four Hanps Rouxp, to places, . . . . . 4 ¢
Heap CovrLes Lapies’ CHAIN, . 8
Leap 1o THE Lerr (forward and back), 4
Four Hanps Rounp, to places, . .

" Repeated by side couples, then ﬁmsh w1th a jig.

'S

THE JIG.
Ha~xps arL Roonp, . . . . . . . . . 8bars.
Lapies Barance To THE Rieat (and turn), 8
BaLANOE To THE NEXT, and turn, 8 «
Bavance 10 THE NEXT, ¢ ... . 8
BaLANCGE TO PARTNERS, ¢ R
Hanxpgsarr Roosp, . . . . . . . . . 8 %
ApLCHassgz, . . . . . . . . . . . 8«

SOCIAL QUADRILLE (No. 2).
ARRANGED BY T. UILLGBQVI.
FIRST FIGURE.
Music—Four Parts. .
Rigar AND LEFT, . . . . . . . . . . 8bars

{3

Forwarp Four, . . . . . . . . . . 4 ¢
Dos-asDos, . . . . . . « . . . . . 4"
Lapigg’ CHAIN, . . . . . . . . . . . 8%
Harr PROMENADE, . . . . . 4 «
4

Havrr RieHT AND LEFT, t0 plxwes, .
§=7" Repeated twice—first by the head oouple= aml
‘then by the side couples.
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SECOND FIGURE.
Musio—Four Parts, Repeated.

Forwarp Two (same as the first set), . . . 16 bars.
BavraNcg, . . . . . A -
Four Lapies ForwArD, AND Bon, Y T
ForwARD AGAIN, AND Cross RieaT HanNDs HaLF
Rounp o OpPosITE PLACES, and stop there, 4
Four GENTLEMEN FORWARD, AND Back, . . 4
ForwWARD AcgaIN, AND Cross Ricar Hanps Harr
Rounp To OpposiTE PLACE (to partners), . 4
ALL BALANOE To PARTNERS, and turn, . 8§ «
ALl Riear anp Lerr Harr Rouxsp, and turn
partners in places, . . . . . . . . 8 “
ArL PROMENADE, . . . 8 «
£ Repeated twnce—ﬁrst by the head couples and
then by the sides.

@

THIRD FIGURE.
Musio—Four Parts, Repeated.

Ricar Haxp Across, . . . . . .\. . 8bars.
BaALANOE AND HALF PROMENADE,. . . . . 8 ¢
Two Lapies ForwaArD, AND Bacg, . . . . 4 “
Two GENTLEMEN FoRWARD, AND Back,. . . 4 ¢
Forwarp Four, ANDBacg, . . . . . . 4 ¢
Harr RigHT AND LEFT TO PLACES, . . . . 4 ¢
Lapies’ CHAIN, . . . . . c ... 8
Sipes Four (gentlemen change places), .. 8 ¢

A1L Forwarp AND Back—forward again and
turn partnersin places, . . . . . . . 8 ¢
Haxnps arL Rounp, . . 8§ «
g~ This figure is danced twnce, ﬁrst by the head
couples commencing, and the second time the side
couples.
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FOURTH FIGURE,
Muysio—Four Parts, Repeated.

Lapmes’ Cmamv, . . . . . . . . . .
ForwarpFour, . . . . . . . . .

8 bars.

. 4

Dos-a-Dos, . . . . . . .. 04
8

8

4

[43
3

(13

BaLanoe 1o CorNERs, and turn to places, . .
Haxps artRoonp, . . . . . . . . .
Two Lapies Forwarp aAND Back, . . . .
ForwarDp Agarn, and turn with both hands to
places, . . . . . . . .. .. . 4
Two GENTLEMEN ForRwARD AND Baok, . . . 4 ¢
Forwarp AcAIN, and turn with both hands to
places, . . . e e e 4
Forwarp Four AND Bon, C e e e e e . 4
Harr Riear aAND LEFT, . . . . . . . . 4
8
8

[13
3

BaLance To Corngrs, and turn, . . .

Haxnps aLL Rounp, . .

Forwarp Four AND Bon, and half rxght and
left to places, . . . . . . . . . 8 «

Ricar aAND LFr AL Rounp, . . . . . 16 “
=5~ All repeated, the side couples commencing the

figure.

FIFTH FIGURE.
Musto—Four Parts, Repeated.
Avr Crassez (balance to partners and turn), . 8 bars.
Four Lapies ForwarD, AND Back, . . . . 4 ¢
Four GENTLEMEN ForRwARD, AND Back, . . 4 ¢
Four Lapies Cross Ricar Hanps (round and

back, forming the star figure), . . . . 8 ¢
Avt BaLaNCE, and turn partners to places, . 8 ¢
Lapies BaLance 1o THE Rienr, and turn, . 8

13
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Baraxce yo teE NEXT, and turn, . . . . 8 bars.
BavLance to Tug NExT, ¢ -
BALANCE TO PARTNERS, ¢ e e . . . 8
ALL PROMENADE, . . . . . . . . . . 8
Four GENTLEMEN ForwaARD, . . . . . . 4 ¢
Forr Lapigs Forwarp, . . . . . . . . 4
GENTLEMEN Cross RieAT HANDS (round and back),8
ALL BaLANCE, AND TurN 1o PLACES, . . .
GENTLEMEN BaLaNcE To THE LEFT, and turn,
BaLANCE 10 THE NEXT, and turn, . . . .
BaLaNcE TO THE NEXT, ¢ e e e
BaLANCE TO PARTNERS, “ . . . . .
HanpsarLRooxp, . . . . . . . . .
ALL CHASSEZ, « + « « ©+ .« .o o « o &

[13

o o 00 0 W @

SOCIAL QUADRILLE (No. 8).
ARRANGED BY T. HILLGROVE.
FIRST FIGURE.

Musio—Four Parts.
Rigar axp LEPT, . . . . . . . . . . 8bars.
SmesFoor, . . . . . . . . . . . . 8¢
Lapies’ Coaly, ALr, . . . . .. . 8 &
ALL Forwarp AND Back, forward again, and

turn partners to places, . . . . . . 8 «
§=5" All repeated, the side couples commencmg the
figure.

SECOND FIGURE.
Musio—Four Parts, Repeated.

LapiesCmAvy, . . . . . . . . . . . 8bars
FopwarpTwo,. . . . . . . . . . .16 %
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BALANCE AND TURN PArTNERS, . . . .». 8bars.
Four Lapies ForwArp aND Baok, forward again,
and four hands round to places, . . . . 8 %
Focor GENTLEMEN ForwarD AND Back, forward
again, and four hands round to places, . 8 *
Ricar AnD LEFT ALL RoUND, . . . .. 16 ¢
155~ Repeated twice—first by the head couples and
then by the sides.

THIRD FIGURE.
Musto—Fgur Parts, Repeated.

Riear HanNp Across, . . . . . . . . . 8bars.
BaLaxcE, and half promenade, . . . . . 8 ©
Two Lapres ForwaArD AND Bacg, . . . . 4 ¢
Two GENTLEMEN FoRwARrD AND Back, . . . 4 ¢
Forwarp Four AND Back, and half right and
left to places, . . . . . . . . 8 ¢
Barance To CornEgs, and turn to. places, . 8 «
ForwarDp Four, ANDBacg, . . . . . . 4 ¢
Havrr Rigar axp LEFT, . . . . . . 4 “
Baranoe To CorNers, and turn, . . . 8 «
Forwarp FotrR AND Back, . . . . . . . 4 ¢
Havr RieHT AND LEFT TO PLACES, . 4 «

=5 Repeated twice—first by the head couples and
then by the sides.

FOURTH FIGURE.
Musio—Four Parts, Repeated.
Lapres BALANCE TO THE RIGHT, .+« + « . 8bars
ALL ProMENADE, . . . . R -
Four Lapies FoRWARD AND BAOK, and four
hands round to places, . . . . . . . 8
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Four GEx?LEMEN ForRWARD AND Back, and four
hands round to places, . . . . . . . 8bars

Lapies Barance o TRE Rigur, . . . . . 8 ¢
Hanps aLL Rooyp, . . . . . 8 ¢
Four Lapies Cross RieHT HANDB, round and
back, forming the star figure,. . . .
ArL BaLaNOE, and turn to place,. . . . .

Lapies BaLaxce ro TBE RieRT, . . . . .
ArL PROMENADE, . . . . . . . . .
ALL Forwarp AND Baok, forward again and
leave the ladies in the centre facing their
partners, and the gentlemen retire alone, . 8 *
ALL Crassez Across to the right and left, and
turn partners to places, . . . . . . . 8 ¢

R ® ®
®

LaDpies BALANCE TO THE Rxcn'r, ee . . 8

Hanps arL Rouyp, . . . g «

Fotr Lapies Hanps Rouxp 1IN THE anma and
stop, . . . . e 8 «

Four GENTLEMEN HANDS ROU‘ND ON THE Ov'r-
sipE (and form in the basket figare), . . 8

Arr Bavaxce and turn to places, . . . . 8 ¢
AvrL CHassEZ, . . . P -
RieET AND LEFT ALL Romm, T

(=5 When these figures are repeated, the gentle-
men should all balance to the right, in place of the ladies.

FIFTH FIGURE.
Musto—Four Parts, Repeated.
Lapmes’ Crary, . . . « « « « « « . 8bhars

Forwarp Four, AND BAOK, . T
Doga-Dog, . . . . . . . . o .. . 4
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Sroes Four (the gentlemen all change places), 8 bars.

Lanies BALANCE T0 THE RIGHT, and turn, . .
ALL PROMENADE, . .
Lapigs Cross RiGET HANDS, round and back

Haxps aLL Roonp, . . . e 8
Four Lapigs ForwARD AND BACK, e oL 4
Four GENTLEMEN FOorRWARD AND Back,” . . 4
Lapies BALaNCE To THE RieHT, and turn,. . 8
RieaT aAxD LEFT ALL RoUnD, . . . . 16
ArL Forwarp (sides four), e e e e e . 4
Dos-a-Dos, . . . .. 4

8

8

forming the star figure,. . . . . . 8
ALL BaLANOE, and turn to places, . 8
Lapigs Bavrance to THE RicHT, and turn,. . 8
Hawnps aLL Roonp, . . . 8
GexrLEMEN Oross RieHT HANDS round and back,

forming the star figure, . . . . . . 8
ArL BarANCE, and turn to places, 8
Lapies Barance o TeE RieHT, and turn, . 8
RieaT aAND LeFT ALL RoUND, . . . . 16
ALL Forwarp AND Baock (sides four), forwa.:d

again, and turn partners to places, . . . 8

13
L33
43
[

3

|55~ When this figure is repeated, the gentlemen

should balance to the right in place of the ladies.

SPANISH DANCE.

An unlimited number of persons may be engaged

in this dance, formed in the following manner:

The first couple at the head of the room, with their
backs to the wall ; the next couple facing the first ; the
third couple with theu' backs to the second : the fourth
couple facing the third; and all the rest formed in the

13*
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same manner, every two couples facing each other,
without regard to numbers. Thus:

X O X O X O

0] ||
X O X o X

? ) 3 4 05 6 7 8

As soon as the dancers are properly arranged, the
music commences, and after the first eight bars have
been played, all commence to dance at the same mo-
ment.

DESCRIPTION OF THE SPANISH DANCE.
This dance is performed to a slow Waltz.
Musio—Four Parts.
1. Arr Forwarp—All forward and back, joining

hands (Fig. 108),
Fig. 108,

forward again, and exchange partners, tarning quarter
round and face each other, but at right angles from the
first position. (4 bars.)

All forward again, and exchange partners as before,
which will bring all opposite to the first position. (4 -
bars.) .
Forward again, and repeat in the same manner for
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the third and fourth times, bringing all back to original
places. (8 bars.)

2. Cross Rigat Hanp, round and back, each lady
giving the right hand to the opposite lady, and the gen-
tlemen joining right hands (above the ladies’ hands),
forming a star (Fig. 104),

Tiz L

then turn half round to the left, face about and change
hands, and return with the left hands across back into
places. (8 bars.)

8. ArLL Warrz Rounp (or Promenade)—Each cou-
ple passing to the right once and a half round, which
will bring each couple opposite to a new couple (or vis-
a-vis), with whom the same figure is repeated. (8
bars.)

At the conclusion of each figure there is a general
change of places, and each couple find themselves

facing a different couple ; so that a lady and gentleman

commencing at either end of the room may pass to the
bottom or top before the music ceases, which in this
dance depends entirely on how long the master of the
ceremonies allows the company to keep the floor, there
being no particular time to stop.

As each couple arrives st the end of the room, they
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turn round and wait for the next couple to meet them,
the gentlemen being careful to have their ladies always
on the right side.

With new beginners, this dance is a great favorite,
but the majority of the more apt scholars take little or
no interest in it.



PART FIFTH.

ADVICE TO WALTZERS.

Tae first requirement is that pupils, while dancing,
be as careful to observe a strict deportment as to pre-
serve a graceful carriage, which cannot with impunity
be neglected. .

During many years of professional labor, we have
received not a few suggestions in the art from both the
progress and deficiencies of pupils, the natural graces
of some, and in others the awkwardness suggestive of
rules for improvement.
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On a dancer’s first entering a crowded assembly,
the management of & partner is not an easy task, re-
quiring, as it does, so much tact and delicacy; ard so
many obstacles to uninterrupted facility presenting
themselves. If a gentleman cannot avoid contact with
other dancers, or cannot keep clear from even the
most inexperienced ; or if he do not keep in time to the
music, a8 it becomes quick or slow, he cannot be consid-
ered to be a good waltzer. These points can be gained
only by constant practice—practice in the dancing
school, where the dancer should serve his apprentice-
ship, rather than make his debut in the ball-room,
where he subjects others to vexation and himself to
humiliation.

Though a pupil bas attained perfect skill in his
steps and can go through the most difficult evolutions
of the waltz; if his head be rigid on his shoulders, his
arms contorted, his back bent, or his legs be stiff and
ungraceful, he cannot justly claim to be a good
waltzer.

A dance should not be looked upon as a con-
strained exercise, still less as one of display. Who-
ever in a waltz loses his natural air, and assumes an
attitude, or even a look, which is foreign to him, may
be sure that he waltzes badly. This is addressed not
to gentlemen only, but also to ladies, to whom we
wish to secure simplicity and ease of motion, and a
consciousness of the necessity of preserving graceful
and natural attitudes.

It is recommended that the lady, when waltzing,
leave herself to the direction of her partner, trusting
entirely to him, without in any case seeking to follow
‘her own impulse. A lady who should endeavor to.
avoid an encounter with other dancers, would risk in-
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terfering with the intention of the gentleman, to
whom alone should be intrusted her security amid the
crowd surrounding and crossing her in every di-
rection. Should she wish to rest, let her inform
the gentleman of her desire, and not suddenly stop
in the midst of the circle. Her partner should have
the opportunity of choosing the time and place of
stopping, so as to ensure her safety amid the mass.
A gentleman should not relinquish his lady until he
knows that she has fully recovered from the effects of
long continued rotatory motion, which are sometimes
so powerful as to cause loss of equilibrium if she be
detached too quickly.

The part of the gentleman is not the least difficult,
it demanding more care and detail, he having to direct
himself and his partner at the same time; but to sup-
pose that the lady’s part is simply negative, not re-
quiring any particular skill, is a great error.

Ladies who imagine that a few attempts made in
private and under the supervision of parents or friends,
- will enable them to appear with success in society,
greatly deceive themselves; and we are not prompt-
ed svlely by professional interest in saying that the in-
struction and advice of ‘a master are not only useful,
but absolutely necessary. It is a master’s duty to
point out to the lady the steps and attitudes she should
acquire, to remark such steps as may be imperfect,
when her hand is misplaced, when she weighs unduly
upon her partner’s arm, throws herself back too much,
or has any other defect which if not amended at the
outset may subsequently become irremediable.

Professors, while regulating the steps and attitudes
of their pupils, should at the same time attend to the
preservation of the natural and graceful characteristics
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of each one; causing art and nature to aid each other
in producing a beautiful effect.

In a large class of scholars there will always be
a diversity of style. There should, therefore, be no
spirit of rivalry as to superiority, as pupils with
very different qualifications, may yet be equally good
dancers. That one should as a partner be prefer-
red to another, ought neither to offend nor sur-
prise; as the preference arises generally from agree-
ment of style or movement. These differences of
movements, common to both sexes, make the waltz
highly attractive.

THE POSITION FOR THE WALTZ AND OTHER ROUND
DANCES.

In order to begin the Waltz, or any of the round
dances, the gentleman, in the first place, should hold
and guide his partner with his right arm well encir-
oling her waist, and with his left hand take hold of




TO THE ART OF DANCING. 167

the lady’s right, the lady gracefully resting her left
haud on the gentleman’s right shoulder.

The gentleman, when holding his partner's hand,
should keep his arm extended about the height of the
waist, and should face the lady’s right shoulder, having
the body slightly bent forward. The lady should keep
her head opposite to her left hand, which is resting on
the gentleman’s right shoulder; she must hold her
head in its natural position, and avoid turning it either
to the right or the left, the most simple attitude being
that which is best adapted to the waltz, or any of the
round dances.

The knees should be slightly bent—when too rigid
they engender stiffness. This flexibility of the legs
should be as imperceptible as possible. The waltzer
himself should be sensible of it, rather than make it
apparent to the eyes of others; too great a bending of
the knee is not ouly ungraceful, but is as injurious to
the waltz as too great a stiffness.

‘When dancing, the lady should allow herself to be
guided entirely by the gentleman, who alone will im-
part to her the direction of the dance. A lady is re-
puted so much the better dancer or waltzer as she
obeys with confidence and freedom the evolutions
directed by the gentleman who conducts her.

The gentleman should hold the lady neither too close
to nor too far distant from him ; for, in the first place,
it deprives her of the power of turning with that
ease which is necessarily required in waltzing, while
too great a distance from each other would render it
very difficult, if not impossible, to make the turns in
proper time for the dance. In short, the gentleman
must determine this by his own good taste and discre-
tion. It is difficult to eradicate a bad habit, and a

14
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single false attitude will sometimes irretrievably spoil
the waltzing. and the person remain stiff, formal and
ungraceful for the want of proper directions at the
commencement.

~ As soon as the music commences, the whole com-
pany take their positions on the floor as above di-
rected, with the ladies on the outside of the circle.

After this, they begin dancing round the room ad
Uibitum ; but, at the same time, each couple are re-
quired to keep within the limits of the circle, so that
they may not interfere with the other dancers.

Any couple stopping from fatigue, or otherwise,
should be careful to retire to the centre of the room,
or else withdraw from the circle, thereby avoiding
any confusion with other couples who may be follow-
ing them.

To waltz or perform any of the round dances well,
requires considerable practice, especially on the part
of the gentleman, who is expecte:l to guide the lady
gently through the confusion usually attending these
dances, and also to preserve the step and time, and
perform the various evolutions in a graceful and easy
manner, and to avoid all collisions with other couples
in whirling by them. For herein lies the skill of the
dancer, and if sustained by an easy dexterity of his (or
her) partner, they may glide gently through the maze
of our modern ball rooms without the least apparent
exertion.
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THOE POLKA.

‘What can be said of the Polka that has not already
been said? will probably be exclaimed by many under
whose eyes this little guide will fall. We reply, very
little indeed, if it were intended to retrace the origin
and to relate the history down to the present day, of
this dance, now so generally practised in different
countries of the globe. Whether the Polka be Ger-
man or Hungarian by birth, is a question frequently
discussed ; but it has, in fact, daring the last few years,
been so completely remodelled in France, that it may
almost be said to have taken its rise there. All the
violent gestures that characterized it on its first ap-
pearance in France and England have fallen into dis-
use ; the promenade by hand and changing arms, the
heel and toe, or double step—all these, which are very
sunitable perhaps for a national dance, or to express the
rude mirth of the peasantry, have been replaced by a
movement more in accordance with the rules of good
taste, and more congenial to the quiet refinement of a
ball room.
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The Polka affords a remarkable instance of the
rapidity with which a fashion spreads over the world.
In the year 1843, this dance made the grand tour of
Europe in a few months. So great was the excitement
which it created, that its introduction into fashionable
society may be regarded as the commencement of a
new era in the art of dancing. The young, the old,
and the middle aged, were roused by its attractions
into a state that bordered on enthusiasm. Judges,
senators, lawyers and physicians, unable to resist the
soft persuasion, divested themselves of the soberness
and sage-like gravity of age and profession, renewed
their youth, and again received lessons in dancing.

The origin of the Polka is unknown, but it is gen-
erally believed to be an ancient Scythian dance, as it
has been known and practised in the northern coun-
tries of Europe, namely, Russia, Servia, Bohemia, Ger-
many, and Hungary, from time immemorial. Among
war-like tribes, it is danced with spurs on the heels
and hatchets in the right hands of the men in a sort of
disorderly melee, resembling a charge in battle, while
a furious beating of time with the feet, at intervals,
takes place, asif to represent the tramping of horses or
the din of war.

There is only one Polka known or recognized in
the fashionable world, but the style of dancing it
varies considerably. The most elegant people and the
best dancers dance it in a quiet, easy style; and those
gentlemen who dance with violence possess little re-
finement, and less taste.

The gentleman should pass his right arm round the
lady’s waist, holding her with sufficient firmness to be
able to take her through the mazes of the dance with
perfect safety. Her right hand should be held in his
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- left hand, which he should raise to about the height
of the waist. The lady rests her left hand on the gen-
tleman’s right shoulder, her head slightly inclined
towards the left, : .

The Polka step is very simple, consisting merely of
three steps and one rest. The gentleman begins with
a slight spring on his right foot, at the same time.
sliding the left foot forward; this is the first move-
ment (the toe of the left foot being pointed outward,
and the heel directed towards the right foot). The
right foot is then brought up to where the left is, at
the same time the left foot is raised ; thisis the second
movement. Then fall on the left foot, raising the
right foot behind ; this is the third movement. After
a rest of one quaver, spring with the left foot and slide
with the right forwardy thus reversing the movement,
and do as before with the opposite feet. As the lady
begins with the right foot, springing on her left, the
above directions reversed; apply to her.

The Polka consists of two opposite movements, one
towards the right, another towards the left. At the
same time, a circular movement goes on, which com-
pletes one half of the circle in moving to one side, and
the other half in moving to the other side, and a pro-
gressive movement at the same time goes on in the
orbit of the great circle. The step can also be exe-
cuted meving forward in a straight line, the one part-
ner going forward while the other goes backward, and
vice versa. And the circular movement can be made
either from right to left, or left to right, at pleasure,
but it always begins with right to left, so that the
other is called the reverse turn, but the step is pre-
cisely the same in both.

The general figure of the Polka consists of two

14* :



.

163 HILLGROVE'S COMPLETE GUIDE

movements, a great and a small, like those of a planet in
its orbit, The planet revolves round the sun and on iis
axis at the same time—so each couple is not only mov-
ing in a great circle, but is wheeling round in small
circles of eight steps each, or six steps and two rests.
In this dance much individual liberty is allowed, and
the great circle is frequently broken up in an apparent
confusion. But it is usual to begin with the great
circle in perfection, each couple following the other in
regular succession. This makes a very beautiful figure,
but it requires every gentleman to be thoroughly mas-
ter of the step. After that, as it is reasonable to sup-
pose that some may feel giddy by the circular move-
ment, the forward and backward movement may be
indulged in at pleasure, and the couples may go within
or without the great circle, or do the reverse, as.they
may fael disposed. It is the province of the gentle-
men to take the lead in all these changes, which ought
to be frequent. When the lady expresses a desire to
pause, the gentleman should take her aside and wait
until she feels refreshed, and is inclined once more to
join the whirling maze.

The lady should bear as lightly as possible on the
shoulder of the gentleman, for the dance is never well
" or agreeably executed until all sensation of weight or
. labor is thoroughly removed, and in the accomplish-

ment of this end more depends on the lady than on the
gentleman.

STEP OF THE POLKA.
MUSIC IN TWO-FOUR TIME.

To commence, the left foot must be raised to the
side of the right ankle—
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1. Spring on the right foot, and at the same time
slide the left foot forward sideways (count one).

2. Bring the right foot up close behind the l-ft in
third position (count two).

8. Slide the left foot forward (count three).

4. Make a slight spring and turn half round on the
left foot, at the same time bring the right foot behind

: close to the ankle of the left (count four).

159" In all two bars.

Repeat the same with the right foot, and so on—
first commencing with one foot, and then with the
other, alternately.

The directions for the lady are the same as above,
only reversing the feet.

N. B.—When dancing forward or backward, the
pupil will take the three steps as directed above, and
then pause for the fourth time.

THE SCHOTTISCH.

Of all the dances which have been introduced
within the last few years, there is none that appears
to be a more general favorite than the Schottisch. Al-
though it ranks ag a new dance with us, it is one of
great antiquity, with a tradition from olden times like
the Palka, the origin of which seems to have been



164 HILLGROVE’'S COMPLETE GUIDE

totally unknown to the profession, but is in fact a
German peasant dance.

The Schottisch is now universal. It requires less
practice than many of the other dances, and when
properly danced is very elegant and pleasing. Its
combination of two movements, a polka and a circular
hop, make a most agreeable variety.

The step is very easy, but the double movement -
requiring so much more care and attention than
the Polka, it becomes difficult for the gentleman to
guide his partner through the Schottisch without en-
countering many awkward mishaps, such as treading
upon toes and dresses, to which unnskilful dancers are
constantly subject.

It is chleﬂy in the circular or hop movement that
this difficulty is experienced; for, if the time be not
precisely kept, so as to make the two hops simul-
taneously, a collision is inevitable, and an awkward
pause immediately follows, to the great disappojntment
of both parties.

-

STEP OF THE SCHOTTISCH.
MUSIC IN COMMON TIME.
* FIRST PART.

1. To commence, slide the left foot sideways (count
one).

2. Bring the right foot up close to the left, in third
position (count two). .

8. Slide the left foot sideways again (count three)

- 4. Spring on the left foot, at the same time bring«
ing the right foot up close to the ankle of the left
(count four). v

Repeat the same with the nght foot. ~Thus—
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1. Slide the right foot sideways (count one).

2. Bring the left foot up close to the right in third
position (count two). ’

8, Slide the right foot sideways again (count three).

4. Spring on the right foot, and at the same time
‘bring the left foot up close to the ankle of the right
(count four).

§=%" In all eight movements—Two bars.

N. B.—This part of the Schottisch should be in-
variably taken across the room, or else like the Polka
passing round in a circle. .

“After executing the above, commence with the
second part.

BECOND PART.

1. Spring forward from the right to the left foot,
and bring the right foot close behind to the ankle of
the left (count one).

2. Hop on t'.e left foot, at the same time turning
half round (count two).

8. Spring forward on the right foot (count three).

4. Hop on the right foot and turn half round (count
four). '

Repeat the above, and count four more.

§=5" In all eight movements—Two bars.

Then, recommence with the first part and so on
alternately.

For the lady the directions are the same, only re-
versing the feet.

Some introduce the Deux Temps step into the cir-
cular part, but this destroys the character of the dance,
and confounds two dances.

The Schottisch is easily acquired. The time is the
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same as the Polka, but much slower, although it is now
,dancpd faster than it was originally.

THE GALLOPADE.
Music 1N Two-Four TIME.

This enlivening dance is very easily learned. Tt is
generally commenced with eight sliding steps, the gen-
tleman sliding his left foot forward, and the lady her
right, then a half turn, and vice versa; the gentleman
with the right foot forward, and lady with left, and so
on at pleasure. The only difficulty in this dance is to
keep on the feet. The position is the same as in the
waltz or polka. ¢

The Gallopade has recently become very popular in
this country, where it is no longer customary to com-
pete in speed. The dancers merely make a few steps
of the gallop, and then pass into the waltz & deuz temps.
In this way the gallopade becomes a spirited and grace-
ful dance, instead of a tumultuous one. The step is
simply a chasséz, with one foot in the same position as
long as you continue one way, and a chasséz with the
other foot when you turn; and requires only a good
ear to mark the time of the music.

In turning, the step is the same as that of the walts
a deuz temps. )
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THE DEUX TEMPS.

This dance is generally performed to music in two-
four time, the same as a gallop, although sometimes
danced to music in three-four time, the same as a waltz.

The Deux Temps contains three times, only they
are otherwise divided and accented—two of the timés
being included in one, or rather, one of the times di-
vided in two. The first step consists of a glissade or
slide; the second is a chassez, including two times in
one. (A chassez is performed by bringing one foot
near to the other, which is then moved forward, back-
ward, right, left, or round).

To dance the Deux Temps well, it must be danced
with short steps, the feet sliding so smoothly over the
surface of the floor that they scarcely seem to be raised
above it. Anything like jumping is inadmissible;
moreover, though a very quick dance, it should be
danced very quietly and elegantly, and every inclina-
tion to romp or compete in speed be carefully-checked
and corrected.

The position is the same as for the waltz or polka,
and the steps are simply two slides with either foot,
and are performed with each foot alternately, as fol
lows:
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THE STEPS.

1st. Slide the left foot to the left (sideways) and
then bring the right foot up close to the left foot in
third position (count one).

2d. Slide the left foot diagonally forward, turn
half round on the left foot, and bring the right foot
close behind, to the ankle of the left (count two).

Then recommence with the right foot, and so on
alternately.

The directions for the lady are the same as above,
excepting that her feet should be reversed.

‘When dancing, the couples may turn either to the
right or the left, or dance forward or backward, as
they please. :

The Deux Temps should not be danced for a long
time without resting, as it soon becomes laborious, and
where effort is apparent, grace is wanting.

THE ESMERALDA.
Myusic IN Two-Fotr TixE.

This dance is composed of four steps of the Gallop-
ade in passing straight down the room, and then two
steps of the Polka in turning. The gentleman com-

.




TO THE ART OF DANCING. 169

mences with the left foot, and the lady with her right,
and the position is the same as for the waltz or polka.

THE STEPS.

Commence with four sliding steps, the gentle-
man keeping his left foot forward and the lady her
right, finishing on the fourth step with a hop, and
turning ha'f round (2 bars); then take two polka steps
in turning completely round (2 bars).

After this, they again commence with the sl:ding
step—the lady with the left foot and the gentleman
with the right, the same as before, and so on, alter-
nately commencing first with one foot and then with
the other.

THE DANISH DANCE.
Mousic IN Two-Four TiME.
FIRST PART.

1st. The gentleman will slide the left foot forward
(moving sideways—count oe). Then bring the right
foot up close to the left in third position (count two).
[~ Repeat this forward movement four times
(counting eight—Four bars).
15
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2d. Then slide back in the contrary direction with
eight gallop steps (count eight—four bars).

N. B.—Repeat the whole of the above twice—in all
sixteen bars.

SECOND PART.

For the second part, dance the Waltz @ deuz temps,
during sixteen bars of music.
Then recommence with the first part.

' THE UNION DANCE.
Music 1N Six-Eicar TiME.

The position for this dance is the same as for the
waltz or polka; the lady commencing with the right
foot and the gentleman with the left, and then vice
versa, the gentleman with the right and the lady with
the left.

THE' STEPS.
1st. To commence, the gentleman will slide the left

foot forward (sideways—count one), bring the right
foot up close behind the left in third position (count

[g—
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two), then slide the left foot forward again (count
three), bring the right foot up close to the left in third
position (count four—Two bars).

Then commence with the right foot and dance back
in the same manner as above described (count four
more—Two bars).

2d. Take four steps of the gallopade, sliding with
one foot before the other straight down the room, fin-
ishing on the fourth step with a hop, and turning half
round (count four—Two bars).

Then take two polka steps, and turn completely
round (count four more—Two bars).

§<F Recommence with the first part again, and so
on alternately

THE POLKA REDOWA.

This dance is_precisely the same as the first three
movements of the Polka, the fourth step or interval
being omitted ; and is danced in three-four time, the
same as & Mazourka, which makes a more graceful and
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easy dance than the Polka, and one that is a great
. favorite.

The gentleman has to hold his partner as in the
waltz or polka. There is no particular rule by which
the Polka Redowa should be performed. This is left
to the option of the individual. It may be danced
turning to the right or to the left, backward or for-
ward ; or, in cases where there is not sufficient space
to proceed, the step and position may be preserved in
making a kind of balance or set. It is the part of the
gentleman to guide the lady, and a good dancer is easily
detected by the skill which he shows in regulating his
steps and guiding his partner, so as to avoid other coup-
les. In a room where four or five inferior couples would
be limited for space, twenty good couples would dance
with great ease.

STEP OF THE POLKA REDOWA.
Music 1N Terez-Fouor TiME.

There are only three steps in the Polka Redowa,
which occupy one bar of music, as follows:

1st. To begin, the foot is raised a little behind, the
gentleman using his left and the lady her right foot,
the gentleman then, for the first step, springs lightly on
the right foot and almost simultaneously slides the left
foot forward, finishing on both feet (count one).

2d. The right foot is then brought up to the left
foot in the -third position, at the same time the left
foot is raised, and extended in front a little from the
floor (count two). : .

8d. Then fall on the left foot, raising the right foot
behind (count three) ; and, without stopping, spring on
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the left foot, and proceed in the same manner with the
right foot.

The lady does the same, only beginning with the
right foot.

THE VARSOVIENNE.
Music IN THREE-Four TIME.

This is a very ea.s} and graceful dance, and may be
readily acquired in one or two lessons by persons who
are familiar with the other round dances.

FIRST TART.

Commence with the left foot, and take one step of
the Polka Redowa, turning half round, (count three).

Then step forward (sideways) with the right foot
(to the second position), the he.l being raised, the toe
touching the floor, and there pause (while counting—
four and five) ; bring the right foot back behind the
left, dlightly raised (count six—Two bars).

15*
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Then recommence with the right foot, and repeat
the first part four times—in all eight bars.

BECO‘TD PART.

Commence with the left foot, and take three steps
of the Polka Redowa, turning once and a half round
(counting three for each step); then pause as in the
first part of the dance, by placing the right foot out
(while you count two); bring the right foot back
again, behind the left (count three—Four bars).

Then recommence with the right foot and execute
three more steps of the Polka Redowa, and finish as
before, placing the left foot out to pause, and then
draw it back again—(Four bars).

¥ Recommence with the first part, and so on
alternately.

For the lady, the directions are the same, only re-
versing the feet. '

N. B.—The second part of this dance is sometimes
danced as follows :

1st. Take two steps of the mazourka without turn-
ing, springing on the right foot and sliding the left
forward each time (two bars) ; then take one complete
step of the polka redowa in turning half round, and
pause as before (two bars).

Then repeat the samne with the opposite feet (four
bars), which will bring you round and complete the
dance.

¥ The whole dance occupies sixteen bars of
music—eight bars to each part.
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POLKA MAZOURKA.
Music 1IN Turee-Four TiME.

This dance is a combination of the polka and ma-
zourka. The position is the same as for the waltz or
polka. )

THE BTEPS.

To commence, the gentleman rests on the right ;
foot, with the left slightly raised behind—

1. Slide the left foot forward to the left (count
one). .

2. Bring the right foot up to where the left foot is,
at the same time raising the left foot in front (count
two).

8. Spring on the right foot and pass the left foot
behind, without touching the floor with it (count
three).

4. Then slide the left foot forward (count four).

5. Bring the right foot up to the left foot’s plaoe,
and at the same time raise the left foot in front (count
five).

6. Fall on the left foot, raising the right foot be-
hind and turn half round (ccunt six).

In all, two bars.
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Then recommence with the right foot, and so on—
firs: commencing with one fuot and then with the
other, alternately.

For the lady, the directions are the same, except
that she is to reverse the feet.

THE WALTZ. '

The Waltz, now called the common or plain waltz,
to distinguish it from the more modern ones, has been
known for many years, and is still danced at public
balls; and as it is probable that it will retain its posi-
tion in the ball-room for some time to come, a short

description of it may prove useful. N

DESCRIPTION OF THE WALTZ.

Music 1N Taree-Four Time.

The Gentleman commencing with the left foot and the Lady
with the righat.

1st. The gentleman slides his left foot diagonally
forward in front of his partner.
2d. He then slides the right foot past the left in the
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same direction, little back of the fifth position, with
the heel raised and the toe to the floor, slightly turning
to the right.

8d. He turns upon both feet—on the toes—so as
to bring the right foot forward in the third position,

turning half round.
) 4th. He slides the right foot forward between his
partner’s feet.

5th. Then slides the left foot forward again, sllghtly
turning to the right.

6th. Turns on both feet, and brings the nght foot in
front to the third position.

And thus: In the first three counts the couple
turns half round, and in the second three counts half
round again, which completes the circle.

The lady commencing with the right foot at tho
same moment as the gentleman, executes the fourth,
fifth, and sixth times, then continues with the first,
second, and third times, or steps, and so on, constantly
turning and following the couple before them.

N. B.—The following is a very simple and easy
method for learning the Waltz.

THE WALTZ.

1st. The gentleman slides his left foot diagonally
forward, in front of his partner (count one). :

2d. Slides the right foot past the left in the same di-
rection, turning slightly to the right (count two).

8d. Brings the left foot behind the right, still turn-
ing to the right (count three).

4th. Slides the right foot forward, between his
partner’s feet (count four).

5th. Slides the left foot forward again, still turning
to the right (count five).
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6th.. Turns on both feet, and brings the right foot in
front, to third position (count six).

=¥~ The lady executes the same steps, but com-
mences with 4, 5, 6, while the gentleman executes 1,
2, 8. And so on, alternately, turning half round with
three steps, and then half round again, with the other
three. In all six steps, which occupy two bars of
music.

THE REDOWA.

This Waltz, taken from the second Mazourka Qua-
drille, was first introduced in Paris, and afterward in
London, by Ooulon, in the year 1846.

The quadrille was too complicated to ever become
popular, and therefore, it was deemed advisable by the
profession in Paris to introduce the principal step in
the form of a waltz. This transformation of the dance
greatly facilitated its reception into private parties,
and thus the Redowa has since proved a complete suc-
cess.
The position is the same as for the Waltz or Polka,
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and the couples may turn either to the right or the
left, or go forward or backward.

The Redowa step is the same as the pas de dasgque.
The rhythm of this Waltz is two in each bar. The
musio is in three-four time (like a Mazourka), the
first of the two movements occupying two intervals
of the bar, and the second movement occupying the
third.

The step is as follows: Supposing the lady to com-
mence, she is to stand in the third position with the
right foot forward.

1st. Make a slight spring, and bring the right
foot behind the left (and fall on the right foot), at
the same time raise the left foot from the floor (count
one). '

2d. Slide the left foot forward, slightly bending the
knee (count two).

8d. Bring the right foot up to the left, and again
raise the left foot, still keeping it forward (count
three).

4th. Spring again and bring the left foot behind
the right (and fall on the left fuot), at the same time
raise the right foot from the floor (count four).

5th. Slide the right foot forward, slightly bending
the knee (count five).

6th. Bring the left foot up to the right, at the same
time raising the right and keeping it forward (count
six).

This is the forward movement; the gentleman
merely reversing the feet.

The following description of the Redowa will enable
any one to learn it with but little practice.
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THE REDOWA WALTZ.
Music 1N ThrEg-Fotr TiuE.

1st. To commence, the gentleman stands with his
weight resting on the right foot, and then springs from
the right to the left foot (taking a long step), in front
of his partner (count one).

2d. Pass the right foot behind the left, and raise
the left foot a little from the floor—slightly turning to
the right (count two).

8d. Bring the left foot behind the right in third
position, and drop on the left foot, at the same time
raising the right foot from the floor, turning half round
(count three). -

4th. Spring forward on the right foot, taking along
step, and raise the left foot from the floor—the right
foot of the gentleman falling between his partner's feet
(count four).

5th. Step forward with the left foot, still turning
to the right (count five).

6th. Bring the right foot up close to the left in
third position, turning half round (count six).

Thus—In the first three steps, turn half round, and
in the next three steps half round again, which will
complete the circle.

The lady has to commence with the right foot at
the same moment as the gentleman, and execute the
steps, four, five, six; then continue with the steps, one,
two, three, and so on alternately.

N. B.—While dancing the Redowa, care should be
taken to mark well the first and third beats in the bar
(the second beat is silent, or not counted), otherwise
the dance loses its distinctive character.

For dancing either forward or backward, a simple
slide and hop step only is required.
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THE HOP WALTZ.
(LA SAUTEUSE.)

This is an old Waltz, lately revived in Paris.

The step is similar to that of the common waltz, .
except that the first step must be jumped, like a jetté,
and the other two steps run.

N. B.—The steps of the Sauteuse are sometimes
confounded with the second step of the Schottisch;
care should be taken not to fall into this error, as it
would quite destroy the original character of the dance.

THE FIVE-STEP WALTZ.

Music v Five-Four Tixe.
This dance is very similar to the Polka Mazourka,
and was formerly a great favorite.
16
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THE STEPS.

1st. The gentleman will slide the left foot forward
(count one).

2d. Bring the right foot up close to theleft, in third
position, at the same time raising the left foot to front,
with the toe pointed to the floor (count two).

8d. Spring on the right foot, and bring the left foot
back close to the right (count three).

4th. Slide the left foot diagonally forward in front
of your partner, slightly turning to the right (count
four). ‘

5th. Hop on the left foot and bring the right foot
in front of the left to third position, turning half round
(count five).

155" In all, one bar. .

The gentleman then recommences with the right
foot, and so on alternately.

The directions for the lady (except reversing the
feet), are precisely the same.

N. B.—The dancers, either lady or- gentleman, on
taking the fourth step with the right foot, will step
between their partner’s feet—and not in front as with
the left foot.

" Turn and reverse as in the other dances.
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THE GORLITZA.
Music N Two-Four TiME.

This Polish dance, much in vogue before the fall
of, Poland, was introdueced by Veran, in Paris and
London, in the spring of 1851. It requires consider-
able practice in order to dance it gracefully, the move-
ments being much varied. It is danced in Schottisch
time, rather slow.

First ParT.—The gentleman takes the lady, as in
the Polka, and commences with the Polka step, with
the left foot moving to the left, at the same time turn-
ing half round; then slides the right foot to the right,
—brings the left foot behind the right, in fifth position;
glisades with the right foot, finishing on both feet, with
the left foot in front, for the lady as well as for the gen-
tleman. All this occupiestwo bars. Then spring on the
right foot, at the same time raising the left foot in front;
let the left foot fall behind the right; glisade with the
right foot to the right, finishing with the left foot in
front. Spring again on the right foot, at the same time
raising the left foot in front ; let the left foot fall behind
the right, glisade with the right foot to the right, finish-
ing with the left foot in front. This occupies two bars,
and is one half of the dance. The last two bars are
performed, turning round, without progressing.
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SgconD Parr.—Begin with the Polka-Mazourka
step, eommencing with the right foot, and turning
half round; then the Cellarius step (or slide-and-
hop step), with the left foot to the left—the right foot
falling behind ; and stamp with each foot whlle count-
ing one, two, three (Four bars.) N

For the lady the directions are the same, only re-
versing the feet, except in the last two bars of the first
part, and there each begins with the same foot.

55~ In this dance each part may be repeated
twice, and it is sometimes danced so. In this case,
the gentleman, after repeating the first part twice, has
to begin the Polka-Mazourka step with the left foot,
and in repeating it commences with the right.

THE SICILIENNE.
Music 1N Six-Erear TIME.
The position is the same as for the Waltz_ or Polka.
1st. The gentleman will make a spring on the right
foot, and at the same time pass the left foot behind
(count one),
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2d. Spring again on the right foot, and bring the
left foot in front (count two).

8d. Spring again on the right, and extend the left
foot forward (sideways), in the second position, point-
ing the toe on the floor (count three).

4th. Sprmg again on the right, and bring the left
foot back in front of the nght third position (count ‘
four). !

5th. Slide three steps forward with the left foot
(count one, two, three).

6th. Then turn half round on the left foot and
bring the right foot in front, third position (count
four).

{57 In all, eight movements. Four bars.

Repeat the same with the right foot, and so on al-
ternately.

For the lady the directions are , the same, except re-
versing the feet.

ZULMA L’ORIENTALE.
Music IN Two-Four Tiuk.
This is a lively, graceful dance. The position is
the same as for the Waltz or Polka.
PART FIRST.

The gentleman commences with the left foot and
executes two Polka steps, turning round (which occupy
two bars of music).

. PART SECOND.

1st. Place the point of the left foot in the fourth
position (count one).
16*
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2d. Bring the heel of the left foot back into the
hollow of the right, third position (count two).

3d. Make a slight spring on the right foot and slide
the left foot forward, bringing the right foot up behind
the left in third position (count three).

4th. Then slide the left foot ferward again and
turn half round, finishing on the left foot with the
right foot behind (count four).

These four movements occupy two bars of music.

Then recommence the first part, with the right
foot, and so on, first commencing with one foot, and
then with the other alternately.

For a lady the directions are the same, except re-
versing the feet.

=¥~ Turn round and reverse, a8 in other dances.

LA KOSKA.
, Mousic 1v Taree-Four TiME.

The steps for this dance are composed of the Ma-
zourka and Polka-Redowa. The position is the same
as for the Waltz or Polka.

PART FIRST.

1st. The gentleman takes three Mazourka steps with
the left foot, springing on the right foot each time, and
passing straight down the room, and then takes one
Polka-Redowa step in turning half round (four bars).

2d. He then commences with the other foot, and
repeats the same (four bars).

PART SECOND.
Take four Polka-Redowa steps in turning to the
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right, and then four reverse steps in turning to the
left (eight bars).

Then recommence with the first part, and so on
aRernately. .

The step for the lady is precisely the same, only
reversing the fegt, that is, right for left, and left for
right.

LA CARLOWITZKA.
Music 1N Turee-Four TiME.

This is a Polish dance. The musie is the same as
for a Mazourka.

.

PART FIRST.

1st. The gentleman will slide the left foot diagonally
forward, in front of his partner (count ome). Then
raise the right foot a little from the floor, and spring
twice on the left foot, turning half round (count two,
three—one bar).

2d. Repeat the same with the right foot: heré the

gentleman slides his right foot between his partner’s

feet (count four, five, six—one bar).

PART SECOND.

Then execute the whole of the Polka-Mazourka
step, with the ieft foot (count six—two bars).

§=5™ Then recommence the first part with the right
foot, and so on, first commencing with the left foot,
and then with the right, alternately.

For the lady the directions are the same, except
reversing the feet.
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LA ZINGERILLA.
Music 1N THREE-Four TiuE.

1st. The gentleman will slide the left foot forward
(sideways—count one).

2d. Bring up the right foot close behind the left,
in third position (count two).

8d. Spring on the right foot, and at the same time
pass the left foot behind the right without touching
the floor (count three).

4th. Spring again on the right foot, and bring the
left foot in front, to third position (count four).
" bth, Slide the left foot forward again (count five).

6th. Spring on the left foot, turning half round
and bring the right foot in front, to third position
(count six).

155" In all, two bars.

Then recommence with the right foot and repeat
the same, first commencing with the left foot and then
with the right, alternately.

For the lady the directions are the same, only re-
versing the feet.

LA CZARINE.
A Russiax Wavrrz.
Musi10 1N THREE-FOUR TIME—AOCENTED LIXE A MAZOURKA.
' PART FIRST.

Take one complete step of the Polka-Mazourka,
turning half round, the lady commencing with the
right foot, and the gentleman with the left (count six
—two bars).

PART SECOND.
For THE GENTLEMAN.--1st. Make a slight hop on
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the left foot, at the same time place the right foot be-
hind the left in fifth position (count one).

2d. Slide the left foot forward to the fourth posi-
tion, and, at the same time, twist half round on the
toes, which brings the right foot to front, third posi-
tion (count two).

8d. Hop on the left foot, and throw the right out
to the side in second position (count three). '

This is only one bar, the dancers turning half round,
which is repeated, making a full turn (in all, six counts
—two bars).

N. B.—In the second part of this dance, the step
for the lady is a little different from that of the gen-
tlemen, and we therefore describe it.

For tHE Lapy.—1st. Hop on the right foot, at the
same time slide the left foot in front to fourth position
(count one).

2d. Twist half round on the toes, and bring the
right foot up close to the left, in third position (count
two).

8d. Hop on the right foot, and place the left to the
side in second position (count three).

This step is repeated by the lady, and is performed
at the same time as that for the gentleman. The
dancers both count six and turn completely round.

=¥~ In this, as in other waltzes, the lady and gen-
tleman use contrary feet. In the first part of the dance,
they turn half round; in the second part they turn
completely round. Thus turning once and a half
round, to four bars of music.

The lady then commences with the left foot and
dances the steps as described for the gentleman. While
the gentleman at the same time commences with the
right foot, and dances those described for the lady.



PART SIXTH.

THE PLAIN QUADRILLE, OR FIRST SET.

Tae reader will please bear in mind, that every
quadrille figare begins with the second strain of the
music.

When two couples cross over, the ladies always
pass in the centre, between the opposite couple, and
the gentlemen outside.

The numbers on the right of each page denote the
number of measures of music required for each move-
ment.

The words printed in small capitals are those usually
called by the prompter.
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FIRST FIGURE.
Music—Four Parts.
Rigar AxD LEFT, . . . . . . . . . . 8bars
BALANCE,. . « « + + &« o « « ¢« + . 8 ¢
Lapigg’ CEary, . . . . « . . . . . . 8¢
HaLr PROMENADE, . . .
Harr Rieuar AND LEFT, to plmces, .. 4 ¢
[ Danced twice—first by the head couplel and
then by the side couples. :

SECOND FIGURE.
Musrc—Three Parts.
Forwarp Two, . . . . . . . . . .16bars.
BALANCE,. . . c . g «
=¥~ Danced fonr tunes—thce by the hend cou-
ples and twice by the side couples. :

THIRD FIGURE.
Music—Four Parts.

Riear Haxp Across, and left hand back,. . 8 bars.
Barancg, four in a circle, . . . .40
HarLr ProMENADE (cross to opposxte slde), 4 «
Two Lapies Forwarp, and back, . . . . 4 ¢
Two GENTLEMEN ForwARD, and back, . . 4 «
Forwarp Four, and back, . . . . . . . 4 ¢
Havr RigHT AND LEFT, to places, .. 4

=¥~ Danced four times—twice by the head coup-
les and twice by the side couples.

FOURTH FIGURE.
M us1c— Four Parts.
Forwarp Four,and back, . . . . . . . 4 bars.
ForwARD Acaly, and leave the first lady on the
left of the opposite gentleman, . . . . 4 “
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Forwarp Taree—Twice ; the second time, both

ladies cross over to opposite gentleman, and

the first gentleman advances to receive them

and retires with the two ladies, . . . . 8 bars.
Forwarp THREE—Twice ; the second time stop

in the centre and turn the two ladies round, 8
Forr Hanps Harr Roonp—The four join hands,

tarning to the left, and cross over to oppo-

site places, . . . A
Havrr RienT AND LEFT, to places, Coe 4 -

{5 Danced four times—twice by the head coup-
les and twice by the side.

FIFTH FIGURE.
Music—Four Parts.

Arr ProMENADE Rouxp (or in place of this
figure, the Ladies’ Chain is sometimes intro-

daced), . . . . « « +« + . 8bhars
Forwarp Two—Same as the second ﬁﬂ'ure, .16 «
Barance, . . 8 «

=5 Repeated four t!mes—twwe by the head
couples and twice by the side couples—and finish
with ¢ All Chassez,” saluting partners with a bow and
courtesy (eight bars). -

THE NATIONAL GUARD QUADRILLE.
ARRANGED BY T. HILLGROVE.
FIRST FIGURE.
Music—Four Parts.
Heap CoupLEs RigAT ANDLEFT, . . . . . 8bars.
Leap 10 THE RiGHT, and salute, . . . . . 4
CHANGE PARTNERS (the gentlemen change places), 4
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Lapies’ OHAIN, ALL (same as the minuet), . 8 bars.
ArL Forwarp AND Baok (sides four)—forward
again and turn partners to places, . . . 8 “
§¥~ Danced four times—twice by the head coup-
les and twice by the side couples.

SECOND FIGURE.
Music— Four Parts.

First LADY AND S8ECOND GENTLEMAN FORWARD,
and back,—forward again and turn with both
hands—stop in the centre and face partners, 8 bars.
Cnassez Across—Thus: the head couples slide
four steps sideways with the right foot, and
then four steps back again with the left foot
(count eight), and turn partners to places
with both hands, . . . . . . . . . 8 ¢
Baranoe To Coengrs, and turn (the side couples
divide and join with the head couples, form-

ing two lines), . . . . 8 ¢
AvL Forwarp, and back, in two lmes, and turn
partners to places, . . . « ... 8"

=& Danced four tlmes—twme by the head couples
and twice by the side couples.

THIRD FIGURE.
Music—Four Parts.

ALL CHassEz Aoross AND TURN AT CORNERS,
with the right hands; turn partners to
places with the left hands, . . . . . 8bars.
Four Lapies Cross Rient Haxps HarLr Rounp,
in the centre, and turn the opposite gentle-
men with their left hands, and stop there, 4 «
17
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Four GexTLEMEN Cross Rieer Hanps Harr
Rouwp, to partners, . . . . . .. . 4bars

ArL BALANCE TO PARTKERS, and turn, . . . 8

RierT AND LErT HaLr Rounp, to places, . . 8 «
55" Repeated four times.

FOURTH FIGURE.
Musi1c—Four Parts. B
Heap CouvrrLes Forwarp Four, and back, . 4 bars.

FOoRWARD AcaAIx, and turn the opposite partners
with both hands and return to places, . . 4 *

Heap CourLes Leap To T1HE RIGHT, and
salute,. . . . . . .40

Taxe THE SipE LaADiEs, and swmg backward to
opposite places, . . . . . 4 «

Four Lapies Oross Rient Hanps HALF ROUND,

and the gentlemen march to the right out-

side the ladies half round; all face about,

and march back again, turning partners to -

places with right hands, . . . . . . 8
Avrr Forwarp To THE CENTEE, and back, . . 4
FoRWARD AGAIN, and turn partners to places, 4

=" Danced four times—twice by the head couples
and twice by the side couples.

FIFTH FIGURE.
’ Mu s 1c—Four Parts.
Fiest CourLe ProNENADE Rouxnp, and form for
& march—the third and fourth couples fall

into.line ; the second couple stand still in
theu-plweo,..........Sbars.
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Mazror Rouvnp—Ladies to the right and gentle-
men to the left—down the outside and up
the centre; stop, and all face partners; the
four ladies join hands in one line, and their

partners the same, opposite, . . . . . 8bars.
ArL ForwARD AND Baok (in two lines), forward

again and turn partners to places, . . . 8
AvL ProMENADE RouNp, . . 8 «

{5 Repeated four tlmes—the ﬁrst seoond third,
and fourth couples alternately take the lead, and then
Riear axp LeFr arL Rousp, . . . . . . 16 bars.
ALL ForwARD T0 THE CENTRE, and back, . . 4 ¢
ForwARD Acaly, leaving the ladies in the cen-

tre, facing outward, and salute, . . . . 4 ¢
GexTLEMEN Hanps Rounp (outside the ladies), 4
TueN ParTNERs TO PracEs, and all salute, as

before, with a bow and courtesy, . . . 4 ¢

KNICKERBOCKER QUADRILLE.
ARRANGED BY T. HILLGROVE,

FIRST FIGURE.

Music—Four Parts.
Riepraxplerr, . . . . . . . . . . 8bars
Barance To PArTNERS, and turn,. . . ., . 8 ¢
Lapige’CHAlY, , . . . . . . . . . . 8%
HaLF PROMENADE, . . . . T
Havr RieaT AND LEFT, to places, Y S

1" Danced twice—first by the head couples and
then by the side couples.
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SECOND FIGURE.
Music—Three Parts.
Heap CourLes Forwarp, and back, . . . 4 bars.

M USIC—rour raris.
Heap CourLes Forwarp Four, and back,. . 4 bars.

Havrr RigRT ANDLEPT, . . . . . . . . 4 &
Riear aANp LEFT wiTH SIDE COUPLES ON THE
Rigmr, . . . . . . . A
Lapies’ CHAIN WITH THE Cot:er:s oN THE LEFT, 8 ¢
ArrL BALANOE TO PARTNERS, and turn, . . . 8 ¢

I3 Repeated four times—the figure being com-
menced twice by the head couples and twice by the
side couples.

FOURTH FIGURE.

Music—Four Parts.
Four Lapies ForwarD (to the centre) and back, 4 bars.
Four GENTLEMEN Forwarp, and back, . . . 4 ©
ALL BALANCE TO PApTNERS, and turn, . . . 8 ¢

[N

e e e
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Four Lapres Oran—This figure is performed
thus: The four ladies cross right hands, turn-
ing half round in the centre, give the left
hand to the opposite gentleman and turn him
round; and return back in the same manner,
turmng partners to places, . . . . . 8bars.

A1r Baranoe o CornErs, and turn to plaoes, 8 «
=5 Repeated four times.

FIFTH FIGURE.
Music—Four Parts.

First CouPLE, LEAD TO THE RIGHT, . . . . 4 bars,
Four Hanps Rouxp, to places, . . . . . 4 «
Lapies’ Caaix wite THE NexT (or head couples) 8 ¢
RieAT AND LEFT WiTH THE NEXT, . . . . «“
ALL PROMENADE, . . 8

55" Repeated four tlmes—eaoh of the four couples
alternately commencing the figure; then all chassez.

[}

METROPOLITAN QUADRILLE.
ARRANGED BY T. HILLGROVE.
FIRST FIGURE.
Music—Four Parts.

Heap CourLes Forwarp, and back,. . . . 4 bars.
Sipr CourLes Forwaep, and back, . . . . 4 ¢
A1L BALANCE TO PARTNERS, and turn, . . . 8 ¢
ArrL Forwarp AND Baok, FORwARD AgaIN AND

Leave Lapmes 1v tEE CENTEE, facing out-

ward, . . . 8 «
" Guxtiemzn Haxos Romm, outslde theladles, 4«
TurN PARTNERS, toplaces, . . . . . . . 4 ¢
" Danced twice.

17*
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S8ECOND FIGURE.
" Music—Four Parts,

Heap Oomns Forwarp, and back,. . . . 4bars
Havr RigHT AND LEFT, . . . . . , . . 4 ¢
Barance To CorNERs, and turn, . . . . . 8 ¢~

Heap CourLes, Lanigs’ CHAIN, .. . 8
HaLr PROMENADE, . . . . . . . . . 4%
Harr RigHT AND LEFT, . . . . . 4bars.

¥ Repeated four tnmes—the ﬁgure being com-
menced twice by the head couples and twice by the
side couples.
SN -

THIRD FIGURE.
Muosic—Four Parts, Repeated. )
Heap CourLes, Forwarp Four, and back, . 4 bars.
Forwarp AND LeEavE ToE. LADiEs 1N THE CEN-
TRE (facing partners), . . . . . . . . 4 ¢
CHassEz Across—Thus: The four dancers slide * -
. sideways with the right foot four steps, and
then four steps back again with the left foot, 4
TorN PARTNERS TO PLaces, . . . . . . 4 «
RieBT AND LEFT ALLRoUND, . . . . . .16 ¢
. Four Lapies Forwarp, to the centre and back, 4
Four GENTLEMEN Forwarp, and back, . . . 4 ¢
Four Lapies Cross Rieur HaNps in the centre,
goround and back, while the gentlemen march
to the right, outside the ladies, half round.
and back, and theén turn partners to places, § *
ArL BaLaxNor To PARTNERS, and turn to places, 8 ¢
AvrL PROMENADE, . . . . 8«
™ Repeated four txmes—the ﬁgure being com-
menced twice by the head couples and twice by the
side couples.
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FOURTH FIGURE.
Music—Four Parts.

Frest Lapy AND SEcoND GENTLEMAN ForwARD,
and back, . . . « « « « 4bars.
Forwagp AND TURN WITH THE Rma'r Haxp 10
siDE CoupLEs—Thus: First lady to left of
third gentleman, and the second gentleman
to the right of fourth lady,. . . . . . 4 ¢
ForwArD Six AND Back, twice, . . . . 8 «
Fiest Two, TurN Rounp (with both hands), AND
Face tHE SEconD Lapny, . . . .40
Cross Over—The second lady passing between
the first lady and second gentleman, and
turning the first gentleman; the other two

turn at the same time, . . . . . . . 4 ¢
Forwarp Four, and back, . . . . . . . 4
ForwarD Agalx, and turn partners to placea, 4 «
E‘ Repeated four times.

FIFTH FIGURE.
Music—Four Parta
Lapies o THE Riear—The four ladies pass to
the right, and turn the gentlemen with their
right hands,. . . . .« « « . 4bars.
Pass To THE NEXT, and turn wnth the left hand, 4 «
Give tHE RigET HAND TO THE NEXT, and turn, 4

Lerr HAND To PARTNERS, and turn,. . . . 4

ArL Forwarp, to the centre and back,. . . 4 «

ForwArD AcaIN AND Leave THE LaADIES iN THE
CENTRE, facing outward, . . 4 ¢

AvLL Cmassez Across, and turn partners to
places,. . . . . . . . . .. . . 8¢



200 HILLGROVE'S OOMPLETE GUIDE

¥ This figure may be danced twice or four
times, and then the ladies to the right again (16 bars),
and all chassez (8 bars).

THE UNION QUADRILLE.
ARRANGED BY T. HILLGROVE.
FIRST FIGURE.
M us1c— Four Parts, Repeated.
Heap Couvrres RieHT AND LEFT, . . . . 8bars.

Barance ro THE RieaT (forward and baok), .40
Four Haxps Rouxnb, to places, 4 «
Heap CourLes, Lapies’ CHAIN, . . 8 ¢«
BaLaNoE To THE LerT (forward and back), .4
Four Hanps Rounp, to places, . . . . ., 4 «
HanpsatLRouno, . . . . . ., ., ., . 8 «
. ALL ForwARD AND Back, . . . . 4 «
FoRWARD AGAIN AND LEAVE THE LADIES INTHE
CenTRE, facing outward, . . . . . . 4 &
GexrLEMEN HaNDS ROUND, outside the ladies, 4
TueN ParTNERs To Praces, . . . . . . 4 «
ALL PROMENADE (or Polka), o« e e e 8 «

IS~ This figure is danced thoe——bemg com-
menced first by the head couples and then by the side
couples.

BECOND FIGURE.
Music—Three Parts.

First LapY AND OPPosITE GENTLEMAN FORWARD,
andback, . . . . . . . . . . . 4bars

Forwarp Aeamv anp TorN (with both hands, and
stopinthecentre), . . . . . . . . ¢4 «
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Six Hanps Rounp—The other six dancers join
hands and pass round to the left, outside the

two in thecentre,. . . . . . . . . 4bars
ToRN PARTNERS TO PLACES, . . . . . . 4 “
Arr Cuassez Aoross AND TUrN AT CORNERSs,

with the right hands, . . 4 «
MAaror Baok To PraoEs, and tum partners w1th

the left hands, . . . P

I Repeated four tlmes. :

THIRD FIGURE.
Music—Four Parts, Repeated.

Hzap CourLes Forwarp, and back,. . . . 4 bara
Forwarp AND TurN the opposite partner with

both hands, and return to places, . . . 4
Barance 1o OornErs (forward and back), 4 «
TurN PaRTNERS TO Praces, . . . . . . 4 ¢
RieaT AND LEFT ALL RoUND, . . . . .16 «

Lapies Oross RieaT HanDs, Harr Romm, change
hands and turn back again, while the gentle-
men march half round to the right and back,

and turn partners to places, . . . ., . 8 ¢
BaraNce 10 ParTNERS, 8nd turn, . . . . . 8 ¢
Fovr LapigsCmAIN, . . . . . . . . . 8 ¢
ArL ProMENADE (or Polka), . . . . . . 8 ¢

[~ Danced twice—the figure being commenced
first by the head couples and then by the side couples.

FOURTH FIGUGRE.
Music— Four Parts.

First Lapy Leap 1o TBE RieuT (forward and
" back),. . . . . . . . . . .« + . 4bars
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Taeee HaxpsRousp, . . . . . . . . 4bars
SaMe THRER LEAD To THE NEXT CoUPLE, . . 4 ¢
Five HaxpsRounp, . . . . . . . . . 4 ¢

Five Leap 1o THE NEXT COUPLE,. . . . . ¢

4
Seven Haxps Rounp, . . . . . . . . 4 ¢
Hanps arL Rouxp, .. . ' 8 «
=" Repeated four tlmes—each of the four ladies
commencing the figare in turn.

FIFTH FIGURE.
Music—Four Parts, Repeated.

RieHT AND LEPT ALL Roonp, . . . . . . 16 bars.
Four Lapies Forwarp, to the centre and back, 4 “
Four GeNTLEMEN Forwarp, and back, . . . 4 ¢
Four Lapigs’ CHAIN,. . . . . . . . . 8 &
Baranoe To CorNers, and turn, . . . . . 8 ¢
Lapies Oross Riear Hawnps, go half round,

change hands, and turn back again. While

the gentlemen march to the right, half round

and back, and turn partners to places,. . .8
ArL CHassEz Across, and turn at corners, . 4 «
TueN ParTNERS, toplaces, . . . . . . . 4 ¢
Arr ProMENADE (or Polka), . . . . . 8«

=¥ Danced twice—then right and left all round
(16 bars), and all chassez (8 bars).

[13

POLKA QUADRILLE (No. 1.)
ARRANGED BY T. HILLGROVE.

FIRST FIGURE.
Four Lapies Forwarp (walk four steps) to the
centre and back, . . . . . « « o« 4bars,
Four GENTLEMEN Fonwum, and baok, .o 4
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ArL BALANCE TO PARTNERS, and turn, . . . '8 bars.
A1rr Forwarp, to the centre and back,. . . 4 ¢
ForwARD AGaIN AND CHANGE PARTNERS (the

four ladies change places to the rlght, and

stop there), . . . P ... 4
AL WaLtz Rouxp (Polka), e e e .. 8

=5 Repeated four times.

SECOND FIGURE.

Lapes’ OEAv, . . . e « « « « + . 8harm.
Forwarp Foug, and back, e
TurN PARTNERS, in places, . . . . .. 400

ALl Baranoe 1o CorNkrs, and turn to places, 8 ¢

=¥ Danced four times—the figure being com-
menced twice by the head couples and twice by the
side couples.

THIRD FIGURE.

Forwaep Four,and back, . . . . . . . 4bars
Harr RieHT AND LEFT, . . . .. .40
Cross Riear Hanps (go round and baok again

to places), . . . e e e s e . . 8
Forwarp Four, and back, P |
Harr RieHT AND LEFT, to places,. . . . . 4 ¢
ArrL Warrz Rovno—Polka, . . . . 8 «

§¥™ Danced four times—twice by the head couples
and twice by the side couples.

(13
13

FOURTH FIGURE.

Music—Four Times.
RieBT AND Lm, e+ s+ « s « & « o o 8hbars
Sipes Four (same as Gavot), . . . . . . 8 ¢
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Laores’ OmamNy AL, . . . . . « « o 8bars.
ArL Forwarp, and back, and tnrn partners to
places,. . . 8«

5~ Danced four tlmes-—twwe by the head couples
and twice by the side couples.

FIFTH FIGURE.
Music—Four Parts.

AL Warrz Rovsp—Polka, . . . . . . 8bars.
Four Lapies Forwarp, to the centre and back, 4 ¢
Four GENTLEMEN ForwarD, and back,. . . 4 ¢
BaLANCE To PaRTNERS, and turn, . . . . 8 ¢
Lapizs o THE RieET—Balance to the right and

turn each lady, taking the next lady's place,

and stop there,. . . .. 8«

=5 Repeated four tlmes—and then all waltz round
(eight bars), and all chassez (eight bars).

POLKA QUADRILLE (NO. 2)
ARRANGED BY T. HILLGROVE.

FIRST FIGURE.
M vsic— Four Parts.

Heap Courres Forwarp Four, and back,. . 4 bars.
Sipe CourLes Forwarp, and back, . . . . 4 «
Hzap CouprLes LEaD T0o THE RIGHT, AND RienT

AND LEFT withH THE SiDE CoUPLES, . . . 8
Heap CovrLes LeEap To THE LEPT,—and right

and left with the opposite mde couples, re-

versing the figure, . . . -
Arr Warrz Rooxp (Polka), . . . . . . 8

¥ Danced twice—first by the head couples and
then by the side couples.
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SECOND FIGURE.
M usi1c—Four Parts.

Frrer LADY AND OPPOSITE GENTLEMAN FORWARD,

and back, . . . 4 bars.
FORWARD AGAIN, mn TUBN, with both hands

half round, and stop in the centre, facing

partners, . . e e e e .. 4
Cuassez Aonoss—'l‘hus the four dancers slide

with the nght foot sideways four steps, and

then back again four steps with the left foot, 4 R
Turx PARTNERS TO PLACEs, With both bands, 4 *
Four Lapies Cross Riear HaNDSs, half round to

opposite places, and turn the opposite gentle-

men with their left bands, and stop there, 4 ¢
Four GenTLEMEN Cross Riear Hanps Harr

Rouxp, to opposite places, and stop there

with partners, . . . . .. 4
ArL BALANCE To PARTNERS, and turn, ... 8"

{57 Repeated four times—the second time the
second lady and opposite gentleman commence the
figure, then the third lady, and afterwards the fourth,
and all regain their places.

3

THIRD FIGURE.
M usic—Four Parts.
Heap Courres Forwarp Four, and back, 4 bars.

TurN PARTNERS IN PLACES, . . . . 4
Barance 1o CogNERs, and turn to places, .. 8¢
Avr Forwagp, to the centre and back,. . . 4 “

ForwWARD AGAIN, AND CHANGE ParTNERs (the
four ladies change places to the nght and
stop there), . .. . . 4 ¢

ArL Warrz Roonp ([’olka), e e e 8

18 '
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=¥~ In this figure the dancers have new partners,
each of the four times it is repeated ; then all regain
their places.

FOURTH FIGURE.
Music—Four Parts,

Heap CourLes ForwarDp Four, and back, . 4 bars.
ForwARD AGaIN, and turn the opposite partners

with both hands, and return to places, . 4
ALL Onascez Across, AND Tury AT CoRNERS—

Thus: the four gentlemen face to the right.

and the ladies to the left, and all march for-

ward four steps ; then turn the partners met

at corners with the right hands, . .
TurN ParTNERS TO PLACES, with left hands, .
ALL ForwarDp To THE CENTRE, and back, . .
ForwarD AcaIN, and leave the ladies in the

'S

centre, facing outward, . . . . 404
GzenTLEMEN Hanps Rounp (outsxde lhe ladxes), “
TurN PARTNERS TO PLACES,, . . . 4 ¢

=¥ Danced four times—the ﬁgure bemg com-
menced twice by the head couples and twice by the
side couples.

FIFTH FIGURE.
M vusi1c— Four Parts,

Heap OCovrrEs RiGET AND LEFT, . . . . . 8 bars.
8k CourLes RiGHT AND LEFT, . . . . . 8 ¢
Lapies BaLaNceE To THE RieHT, and turn, each

lady taking the next lady’s place, and stop-

ping there, . . . -
ArL Warrz Rouxp (Polka), e e e .. . 8

§=%¥" In this figure, the dancers have new partners
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each of the four times it should be repeated ; then all
regain their places.

THE LONDON POLKA QUADRILLES.
FIRST FIGURE.
M usi1c— Four Parts.
Forwarp Four, . . . . « « o« 4bars.
Cuange Hanps, and retnrntoplaces . T
‘Warrz Four (Polka Waltz figure) once round, 4
BarLanoe aNp TugN ParTners half round with
the right hand, . . . . Y T
Back To PLacEs, with the left hand N T
ProMeNADE ForwARD,—Dassing over to opposite
places, and turn half round without quitting
hands,.............4
WarLrz T0 Praces, . . . Y T

¥ Repeated by the side conples.

SECOND FIGURE.

. M usi1c— Three Parts,
Tar Frest CovurLE Lnn, or waltz to the oppo- :
site couple, . . . «. . 8bars.
TURN THEIR VIS-A-VIS (the person before them)
half round with the right hand, . . . . 4 ¢
TurN BAck AGAIN WITH THE LEFT HAND, A
First CouPLE WALTZ TO THEIR PracEs, . . 8 ¢

15" The second, third, and fourth couples repeat
the same.
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THIRD FIGURE.
M usi1c— Four Parts.

TrE Fiest CourLE WaLTz Rounp To THE Coup-
LES ON THE Rmn'r, ending with the hands
aoross, . . . . +« « . 8bars.
TurN HaLF RoUND WITH THE Rmn-r HaxND (mou-
linet),. . . . . . . . . . ... 4
Tory Back wite THE LeFr Havp, . . . 4
First CourLe WALTZ TO THEIR PrLacks, . . 8 “
Harr PROMENADE WITH THEIR VIS-A-VIS, . . 4
Warrz Baok To Praces, . . . . . . . 4
5™ Repeated four times.

FOURTH FIGURE.
M us1c— Four Parts.

Fiest CourLe Forwarp IN Wartz PosrrioN,

changing the lady from the right to the left

hand and left to the right four times, . . 8 bars.
Tre Four Take Hanps Rouxp, and pass the

ladies from the left to the right hand four

times, re-forming the round after each pass, 8 *
Firsr CourLe WarLtz Baok To THEIR PLACES, 8 ©
PromeNaDE Four—half round, . . . . . 4 %
Warrz To Praoes, . . . . . . . . . 4 ¢

[S¥™ Repeated four times.
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FIFTH FIGURE,
M usi1c—Four Parts.

Harps AL Rounp, . . . - 8 bars.
RieaT Hanp T0 CORNERS, and turn completely
round, . . . . T
Back T0 PrLAcES, and turn partners with the
left hand, . . o e e e 4 ¢
TaE Fiest Lapy Oxossns Ovmz, followed by her
partmer, . . . . . . . . . . . . 4

TaE GENTLEMAN Danoces Back To HIS Prack,
followed by the lady (with the arms placed

akimbo), . . . . . . . . . . . . 4
Finst CourLe Warrz OncE Rouxp, . . . . 8 ¢
{55 Repeated four times, and then the
FINALE.
A, WarrzRoowp, . . . . . . . . . 8bars

ArL Cmassez—Thus: the gentlemen face their
partners and chassez across each other and
turn at corners, . . 4 «

Baox To PLACES IN THE Sm Mmmm ﬁmshmg
with a8 bow and courtesy, . . . . . . 4 ¢

s

THE HORSE GUARDS, or ROYAL LANCERS.

This dance is performed by eight couples.

The formation is a hollow square, all facing in-
ward, and numbered as four couples. Thus: For the
two head couples, the first two couples stand on the
right of the two second couples. For the two side
couples, the two third couples stand on the right of
the two fourth couples, as follows :

18*
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1st. 2d.
O X O X
b4 (o]
45 | e
FORMATION.
b3 [oF Y
2| M3
XNO Xue

0, a lady—X, a gentleman,

The position before commencing to dance.

FIRST FIGURE.
Music—Three Parts.
Tre Fmest Two Lapies axp OprosiTE GENTLE-

MEN ForwarD, and back, . . . . . . 4 bars.
ForwarDp AgalN, turn round with both hands,
and return to places, . . . . 4 ¢«

Tre Heap CourLes Cross Ovn—Thus' The
first two couples join hands and cross over
to opposite places, while the two second
cotples separate and cross over at the same
time, passing on the outside of the first
couples, . . . 4

Rerurxivg, the two second couples Jom hands
and cross back, passing between the first
couples, . . . . . . . . . ... 4

X3
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Lapmxs Baraxce To THE RigaT.—All the ladies
facing to the right and the gentlemen to the
left, and balance with their next neighbors
(four bars), then turn with both hands com-
pletely round and back into places (four
bars), . . . . « « . . 8bars.
¥ Repeated four tlmes

BECOND FIGURE.
Mus1c— Three Parts.

Tae FirsT Two CoupLEs Forwarp, and back, 4 bars.
ForwaArp Acaly, and leave the ladies in the

centre, facing their partners, and the gentle-

men retire to their places, . . . 4 @
Crassez Across.—The first two couples chassez

to the right and left, and turn partners to

places,. . . . . .. . . 8«
Heap CoupLEs FORWAnD AND Bon—-The four

head couples join hands, and dance forward

and back in two lines, . . . 4 ¢
And then the side couples join hands, forward

and back, . . . A T

= Repeated four nmes

THIRD FIGURE.
“Music—Two Parts.
Tae Frest Two Lapies AND OPPOsITE GENTLE-
MEN, forward and back,. . . . . . 4 bars.
ForwarDp AcalN, and salute with a bow and
courtesy (two bars), and then retire back
into places (twobars), . . . . . . . 4 ¢
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Arr Lapies’ CHAIN AT CorNERs—Thus: The
first and third couples turn to the right, and
the second and fourth couples turn to the
left, and then all ladies’ chain, . . . . 8bars.

§=5" Repeated four times.

FOURTH FIGURE.
Mus1c— Three Parts.

Tae Fmst Two CouprEs JorNn Hawps, and lead
to the couples on their right, while the two
second couples join hands and lead to the
couples on the left, and all salute at the same
time with & bow and courtesy, . . . . 4bars.
Trex THE HEAD CouPLEs TurN Harr Rouwnp,
and cross over to the couples opposite, pass-
ing half round each other in the centre, and
then all salute with a bow and courtesy, . 4 ¢
Arr Caassez Across.—To the right and left, and
turn: partners, but to different places, as the
first couples will have to occupy the second
couples’ places, and the second couples will
take the first couples’ places (on the same
sides),. . . . .. 8 «
Heap CoupLEs Foawmn, and back N T
I1aLr Rigur AND Lerr.—The head couples cross
over to opposite plates, and remain there.
Hore the head couples exchange positions
with each other, occupying places opposite
to their original places, . . . . . . . 4 ¢
IS5 Repeated four times, and all will regain their
original places.
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FIFTH FIGURE.
M usi1c—Six Parts.

Arr T Lapres Cross THEIR RieaT Haxps 1v

THE OBNTRE (forming the moulinet figure)

and go all the way round, and stop to salute

their partners with a courtesy, while the

gentlemen return the compliment with a

bow, . . . . . ... . . . . . . 8bhars
TeE LapiEs REPEAT THE SAME, by giving their

left hands in the centre, and go all the way

round again, reversing the figure, . . . 8 «
Taz Firsr CourLEs ProMENADE RoUND, inside

the set, and stop at their own places, facing

outward. Then the side couples fall in, and

place themselves behind the first couples, the

second couples remaining in their own places.

Thus: Forming two columns, the one facing

up and the other down (or reverse), . . 8
Arr Crassez Across, and back, . . . . . 8 ¢
Arr Maros Rouxp (the ladies to the right and -~

the gentlemen to the left), and finish facing

their partners; the four ladies join hands,

and the gentlemen the same, and all fall

back; thus forming four lines, each two

being face to face, with the gentlemen on

one side and the ladies on the other, . . 8 ¢
ArL ForwARrD AND Back, with hands joined, 4 *
ForwARD AgAIN, and turn partners to places, 4

¥ Danced four times, and then all the ladies
cross their right hands in the centre, round and back
(sixteen bars), and all chassez (eight bars).
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THE EMPIRE QUADRILLES. |

The formation of this dance is either in column
facing vis-a-vis, or as in the ordinary formation of a
quadrille.

FIRST FIGURE.

No. 1, Forwarp Four.—Giveleft hands to part-
ners and forward to the centre, each gen-
tleman still holding his partner’s left
hand, giving his right to opposite lady’s
right hand, in which position all make a
short balance,. . . 4 bars.

No. 2. OmaNce ParTNERS. —Each gentleman
gives both hands to opposite lady (hands

_ crossed) and follows the lady (en pursuit)
to her place; thus partners are changed
by the gentlemen crossing, . . 4 ¢

No. 8. ALL BaLANOE.To THE RiGHT. —Both cnup-
les slide to the right and back to place
(the gentlemen with backs to centre of
the set), . . . 4 «

No. 4. HovrusIko (or turn partners) —~Thxs ﬁgure
is performed thus: The gentleman and
lady cross their right arms, each placing
the right hand on the back part of their
partner’s waist, turn round and reverse
by changing arms. N. B.—In place of
this figure, a simple turning of partners
may be substituted, . . . . . . .

No. 5. Forwaep Four.—Asin No.1, . . .

No. 6. Craxge PARTNERS.—AS in No 2,

No. 7. BALANOE To TRE R16HT.—As in No 8,

No.8. Horvemo.—Asin No. 4, . . . . .

“«
"
[{]
({3
({3

'Y Y
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S8ECOND FIGURE.

No. 1. Fiest Lapy axp OprosITE GENTLEMAN
Forwarp.—First lady and opposite gen-
tleman forward to the centre, lady facing
to her right, the gentleman facing to his
left. This brings the lady on the right
of the gentleman, both facing the same
way, . . . . . . . 4bars.

No. 2. Lapy CircLe ROUN’D —Both give left
hands and the lady dances in circle
around the gentleman, he turning with
the lady, both returning to the same
position, . . .

No. 8. GENTLEMAN Omomz Rom\v .—Both give
right hands anl the gentleman circles
round the lady, retui-ning to the same
position, . . .. 4 «

No. £ Crassnz Rousp axp FACE. —Lady dances
round to her right a short half circle,
while the gentleman dances round to his
left, a short half circle, both coming
round and meeting in the centre face to
face, . . . . 4«

No. 5. CHASSEZ TO THE RIGHT —Both shde to
the right and back (sliding in opposite
directions),. . . 4 ¢

No. 6. Swixe Rouxp TO PLAOE —lee rlght
hands and turn completely round, separ-
ating and returning when opposite to
places; partners coming forward end
returning with them, . . . . 4@

No. 7. ArL BALANCE T0 THE Rten'r.—As No. 8,

. infirstfigure,. . . . . . . . . & ¢
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Hovusiee, . . . . . . . . . . 4bars.

Repeat, second lady and opposite gentleman com-
mencing.

No. 1.

No. 2.

No. 8.

No. 4.

No. &

No. 6.
No. .
No. 8.

THIRD FIGURE.

First LADY AND OPPOSITE GENTLEMAN
Forwarp.—The first lady and opposite
gentleman forward to the centre, and

take position as for waltzing, . . . 4 bars.
Baranoe 1o THE RicmT.—Slide to the

right and back again, . . ., . . . 4 «
Lapy CiroLe Rouxp.—Both take left
hands, and lady dances in circle round

the gentleman, returning to his right,

the gentleman again placing his right

arm as in waltzing, . . . . 4 «
Hovrusieo.—Finishing with faces toward
places, . . . . . . . . . .40

. Bock To PARrTNERS. — Dance back to

partners, gentlemen taking their part-
ners as for waltzing, . . . . 4 «
BaLance 1o THE RieET.—Both coupla
slide to the right and back again, . . 4
Lapies Crrore Rounp. —Both ladies
dance round their partners as in No. 8, 4
Hovusiko, . . . 40

IS5 Repeated by second lady and Bppomte gen-

tleman.

FOURTH FIGURE.

No. 1. Fresr CovprLe Cross Over.—First couple

cross over to second, the gentleman taking
his partner’s left hand with his left, and
passing her to his left while crossing,

* the lady thus faces her partner, . . 4 bars.
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No.2. Turee Oross Over.—The gentleman
gives his right hand to the opposite lady’s
right hand, and the three return to the
place of the first couple, the ladies facing
the gentlemen as in the ordinary qua-
drille, . . . . . < . . . . . 4bars
No. 8. Taree BaLaNce To THE RicET.—In the
above position the three slide to the
right and back again, . . .. 4
No. 4. ArouND TO THE LEFT. —Ladxes take each
other’s disengaged hands (still retaining
the gentleman’s), and all three slide
round totheleft, . . . . . 4
No. 5. GeNTLEMEN Cross OvER.—The gentle-
man passes between the ladies and
dances over to the right of opposite
gentleman,. . . . 4
No. 6. Lapies Cross OVER -—-The ladles Jom
hands and dance across to partners, . 4
No.7. Four BaLance 1o THE RiemT.— Both
couples (each crossing hands with part-
ners) slide to the right and back again, 4
No. 8. TueNn T0 Prace.—First couple dances
back to place, while second couple Holu-
iec in place. . . . 4
=" Repeated, second couple commencmg

[

43

“

FIFTH FIGURE.

No. 1. First CourLe Cross Over.—First couple
dance across to opposite couple, ., . 4 bars.
No. 2. Four Cross Over.—Join hands in circle
with opposite couple, and all cross back
to first couple’splage, . . . . . . 4 ¢
19
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No. 8. Cross Hanps Rounp.—Cross hands half
round, stopping with the second couple
face to face, with first gentleman behind
second lady, first lady behind second
gentleman, allinline, . . . . . . 4bars.

No. 4. Secoxp CourLe To CENTEE. — Second
couple dances from between the first
couple halfway across, stopping face to
face a short distance apart, . . 4

No. 5. Form WreaTH.—AII give left hands, and
swing half round partners, and hands
round in circle—ladies facing outward,

[{3

gentlemen facing inward, . . . . 4 ¢
No. 6. TurN To PrLacE.—Swing partners agam
with left hand, to place, . . 4

No. 7. AL Baraxce 1o RieaT.—Slide to nght
andback, . . . . . . . . . . 4 ¢
No. 8. HoLusieo, . . . Y
I~ Repeat, second couple oommencmg

SIXTH FIGURE.

No.1. Granp Rouxp 1o Lerr.—All the sets
join hands and hands round to the left, 4 bars.
No. 2. Horusieo.—(All the couples); . . . 4 ¢
No. 8. Granp Rounp to Riemr. — All hands
round to right, . . . . . . . . 4
No. 4. HoLuBikD, . . . A . 4 ¢
No. 5. First CourLE Cross OVEB —-Flrst couple
cross over to second couple, . . . . 4
No. 6. Four Hanps Rouxp.—Four hands round
toleft, . . . . . A T
No. 7. Tuen Lapizs.—Each gentleman turns op-
posite lady with left hand, . . . . 4 ¢

)

4
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No. 8. Crassez Rounp aNp Faor.—First lady
tarns to right from her partner at the
same time the first gentleman turns to
his left, and both meet face to face in
centre of theset, . . . . . 4 bars,
No. 9. Onassez 1o THE RIGHT. —-Lady shdes to
: her right and back, while the gentleman
slides to his right and back, . . . . 4 ¢
No.10. TurN ParTNERs TO PLace, . . . . 4 ¢
No.11. Acrr Barance 1o THE Riear.—Slide to
right and back, . . . . . . . . 4 ¢
No. 12. HorLuBIEC, . . . L. 4@
=5 Repeat, second couple commencmg, Nos. 5, 6,
7,8, 9,10, 11 and 12—82 bars.
No. 21. Graxp Rouxp 10 LEFr.—As in No. 1, 4 bars.

No. 22. HoruBigo, . . . . 4 «
No. 23. Graxp Rouxp T0 Rmm —As in No 8 4 «
~ No.24. Hovusige, . . . . 4 ¢

No. 25. Forwarp Four. —As in No 1 of ﬁrst
figure of quadrille, . . . . . 4«
No. 26. CaaNGE PArTNERS.—As in No 2, ﬁrst
figure, . . . . . . . .4
No. 27. Arr Baranoe 1o Riemr. --As in No.

first figare, . . . . . . . . . . 4 “
No. 28. HoLuBige, . . 4 ¢
No. 29. Forwarp Fomz.—As in No 5 ﬁrst

figure, . . . . .4
No. 80. CuANGE Pmmnxs ——As in No 6 first

figure, 4 «

No. 81. BALANCE TO THE RIGHT.—AS in No 7,
first figare, . . . . . . . . .
‘No. 82. HoruBieo, . . .
No. 88. Graxp Rouxp 10 Lll"l' —As No. 1, .
No.84. HoruBio, . . . . . . . . .

"
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No. 85. GraND Rounp 10 Riaar.—As No. 8, 4 bars.
No. 86, HoruBige, . . . . . . . . . 4 ¢

.

THE POLONAISE.

This grand promenade is the prelude to balls in
the royal courts and aristocratic circles of Northern
Europe. Those desirous of engaging in it should as-
semble in the outer drawing room, where the Master
of Ceremonies will assign partners to the ladies.

The music begins, the doors are thrown open, and
the dancers hand-in-hand make-their entree into the
apartments, marching slowly, and conversing in a
subdued tone. ‘

The procession at court is preceded by the Cham-
berlain ; in other places by the Master of Ceremonies.
Thus marshalled, the promenaders visit the several
rooms of the suite ; those not joining them having a
share of the enjoyment as spectators.

.

LA TEMPETE.
This dance, suitable for those of all ages, requires
a correct knowledge of the figures to make it agree-
able. Like the Country Dance, it produces a cordial
feeling among those who engage in it.
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The figures of this dance admit of only two couples
in breadth; but as many sets of four couples as the
room will bold may be thus arranged :

Place two couples in” a line across the room,
each gentleman having his lady on his right hand,
standing with their backs to the end of the room; op-
posite these, arrange two other couples vis-a-vis; then
two more couples with their backs to the preceding
ones, with two other couples vis-a-vis, and so on with
any number of four couples that the room and the
company will admit. The dance is commenced by
all the couples at the same time, who advance and re-
tire twice, with hands joined.

FIGURES OF THE TEMPETE.

Music 1N Two-Four TiMe — Six Parts.
o X o X

X o X o

Position of the dancers before the figure commences.
BF O, a lady ; X, a gentleman,

1. Air Forwarp, and back twice (hands joined,
forming two lines of four each), . . . . 8bars.
2. Arr Cuassez Across, and back, the right
couple passing in front each time, . . . 8
8. Arr Forwarp, and back twice (hands joined), 8
4. Oross Ricar Hanps Rounp AND Baok.—
Here the four in the centre dance together,
while the couples on the ends dance separ-
ately. Thus: the four in the centre and the
outside couples cross right hands and turn
half round to the left, change hands, and

return with tlle left hand back to place, . 8
19
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[ X/

5. Haxps Rounp, AND BAR—Thus: The four
in the centre join hands, forming a circle;
the two outside couples do the same, and all
turn to the left, passing round in a circle,
and back again to places, . . . . . . 8bars.

OO

6. ArL Forwarp, and back; forward again,

and pass through between the opposite

couples into the next set, where they meet a

new vis-a-vis, with whom they recommence

the figures as above described, . . . . 8 «

As the dancers are passing through to the adjoin-
ing sets, the head couples raise their hands and the
opposite couples pass under them, and each set, as
they pass to the top, or end of the dance, must turn
round and wait for the next set to join them as vis-a-,
vis, the gentlemen taking care to have the ladies
always on the right hand. And thus, at the conclu-
sion of each figure, a general change of vis-a-vis has
taken place: for as the top lines are passing down,
- the bottom lines are passing up, till the top line
reaches the bottom, and the bottom the top, where
they turn round and proceed in a similar manner to
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their original places. Here, if the party be large, the
dance terminates; but it may be repeated at pleasure,
by going down and up again.

It may be well to remark that when the first pass
or exchange of places is made, the new top and bottom
lines are left without a vis-a-vis, but the next move will
reward their patience by presenting the welcome face
of a vis-a-vis to each.

When the figure is properly performed, the dance is
particularly social, cheerful, and amusing, combining
the excitement of the Country Dance with the grace
and elegance of the Quadrille.

SICILIAN CIRCLE.

This dance is formed precisely the same as the Span-
ish Dance, and the figures are performed in the same
manner as the first number of a Quadrille, as follows :

Music 1N Two-Four TiMe—Four Parts.

1. RieaT AND LEPT, . . . . « « . 8bars.
2. BaLaNOE TO PARTNERS, and tnrn, ... 8
8. Lapies’ CHalN, . . . . . 8«

4. AL Pxounmmz—Passmg once and a half
round, and finish facing the next couple, with

whom the same figure is again repeated, . 8 ¢

Each time the figure is repeated, the dancers will
face new couples, and the dance is ended at the option
of the Master of Ceremonies.

This dance was formerly a great favorite at public
balls, but is now very seldom introduced, on account
of the rude manner of performing it. Instead of setting
to their partners and turning in places, or passing once
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and a half round in the promenade, the majority of
rude dancers move hastily off with a gallop, sometimes
passing more than half the length of a ball room, and
at crowded balls ‘are often unable to find the places
which they left. When properly danced, however, it
is a very social dance.

RUSTIC REEL. P

This dance, in which each gentleman has two ladies,
is formed in the same manner as the Spanish Dance,
by each three facing three. Thus:

o X o

o) X [o]
Position of the dancers before the music commences
£&™ 0, a lady; X, a gentleman.

Muslc 1IN Six-EigET TiME—Three Parts.

1. EAor GENTLEMAN TAKES THE OPPOSITE LaDY

oy His Riear Hawnp, and then chassez to

the right across the room and back, . . 8 bars.
2. Taxe tHE OTHER LaDY, and chassez to the

left in the same manner, and back again to

places,. . . . . . . . . . . . . 8 &
8. ALL Forwarp AND Back (joining hands);

forward again, and pass through between

each other, meeting the next set, with whom

the same figure is repeated, . . . . . 8 ¢

This dance is continued in the same manner, until
the Master of Ceremonies thinks proper to stop.
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VIRGINIA RBEL, oz SIR ROGER DE COVERLEY.
N Mgslc IX Two-Four TiME,

This is formed, like other Country Dances, with all
the gentlemen in one line and the ladies in another,
opposite to their partners. Thers should not be more
than six or eight couples formed in a set.

1 2 8 4 5 6 1 8
[o] [e] (o] (o] o} o} (o] (o)
m

_ Position of the d before ing the figure.
BF" O, alady; X, a gentleman.

The iady at the head and the gentleman at the foot
commence each figure, and are immediately followed
by the bottom lady and top gentleman, in the follow-

ing manner: ’
1. Tae Top Lapy AND BorToM GENTLEMAN for-
ward and back,. . . . . . . . 4 bars.

Tuaex THE Tor GENTLEMAN AND BorroM Lapy
repeat the same, . . . . Y I

2. Top Lapy AND BorroM GENTLEMAN forward
and turn with the right hand once round and

back again to places, . . . . . . . , 4 «
Tae Tor GENTLEMAN AND BorroM LADY repeat
thesame,. . . . . . . . . 4 «

8. Tor Lapy AND BorToM GENTLEMAN forward
and turn with the left hand, and back into .
places,. . . . . . . . . .. .. 40

Top GENTLEMAN AND BorToM LaDY repeat the
BATNG; . . . .+ + . s e s e .. . 48
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4. Top Laoy axp BorroM GENTLEMAN forward - -
and turn with both hands, and return to

places,. . . . . . . « « .« o« 4bars.
Top GENTLEMAN AND Borrom Lmy repeat the
88IM6, . .« . .+ . . T

8. Top Lapy AxNp BorToM GnNTLnuAN forward

and dos-a-dos (see description, page 97), . 4 «
Tor GeNTLEMAN AND Borrom Lapy repeat the

same, . . . . 4 ¢

Then the head couple Jom nght hands and turn
once and a half round; the head lady then turns with
the left hand every gentleman down the line, alter-
nately turning bher partner with the right hand;
while the gentleman turns every lady with his left
hand, alternately turning his partner with the right;
when they arrive at the bottom they turn partners and
pass up inside to the head again, and then separate, the
lady turning to the right and passing down on the out-
side of the ladies’ line, and the gentleman turning to the
left and passing down on the outside of the gentlemen,
and all follow, meeting their partners at the foot, and
return up on the inside to places; the first couple then
join hands, chassez down the middle, and take their
position below the last couple. Then the figure com-
mences with a new couple at the head.

The musicians should play until each couple has
gone entirely through the dance, and the first couple
has arrived back to their own places at the head.

Then all chassez, all forward and back, bow and
courtesy, and see their ladies to seats.
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SCOTCH REEL.

The Scotch Reel, a truly national and characteristic
dance, is performed by all classes of people, and often
by the nobility at Her Majesty’s state balls. The music,
generally that of the pibroch or bagplpe, is exceed-
ingly lively. The Scots are indefatigable in this dance,
and while engaging in it, seem to become almost in-
toxicated. They snap their fingers, throw their arms
and legs about in a wild manner, cry aloud, and per-
form difficult steps so quickly that the eye can scarce
follow them.

The figure is danced by two ladies and two gentle-
men, forming a line of four, the ladies in the centre.
They begin with a chain in passing between each other,
until the gentlemen return to their places. The ladies
finish by facing the gentlemen; then they balance be-
fore each other, the gentlemen exerting their utmost
skill, while the ladies dance quietly. After eight bars,
they begin again the chain and set, and this they con-
tinue to do as long as strength permits, yet seeming
never to grow weary, but rather to acquire new vigor
at each balance.
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SWEDISH DANCE.
Music—Four Parts.
(o] X (o]

o X [o]

Bituation of the dancers before the figure commences.
, BF" O, a lady ; X, a gentleman.

This dance will be found particularly useful in par-
ties where there happens to be a large majority of
either ladies or gentlemen. The party, being placed
as above in lines of three, a gentleman and two ladies,
or a lady and two gentlemen, as vis-a-vis, the dance
proceeds with as many sets as can be formed from the
company, each three facing three, and formed in the
same manner as our Spanish Dance. It is commenced
by all the dancers at the same time, and finished at the
pleasure of the party, or by the authority of the Direc-
tor of Ceremonies.

FIGURES FOR THE DANCE.

1. ArL Forwarp aND Back Twick, joining

hands, . . . . 8 bars.
EAcH GENTLEMAN BALANOE (or set) to the op-

posite lady on the right hand, and turn, 8
Barance To-tHE LaApY oN THE LEFT HaXD, and

turn in the same manner, and back into

places, . . 8 «
A1L ForwarD AND Bon, forward agam, and

pass through to the nextset, . . . . , 8
8. ALL ForWARD AND Baok Twick, . 8 «
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Top Lapies aNp OrrosiTE GENTLEMEN hands
three ronnd and back again to places, . . 8bars.
Top GeNTLEMEN AND OpprosiTE LApies hands
three round and back again to places, . . 8 «
ALL Forwarp anND Back, forward again, and
pass through to the nextset, . . . . . 8 ¢
8. ArL Forwarp Twicg, . . . . . . . 8 ¢
Four Lapigs Cross Riear Hanps round and
back again to places, . . . . . . 8 8
Harps aLL Rouxp, and back to places, .. 8«
ALL ForwArp AND Baok, forward again, and
pass through into the nextset, . . . . 8 «
§5 All repeated.

POP GOES THE WEASEL. .
Music 1N Six-Eigar TiMe—Four Parts.

This is performed in the same manner as the
Country Dance, the ladies and gentlemen being placed
in lines opposite to each other.

The couple at the head begin the figure. They
run forward within the line (four bars) and back (four
bars), and then outside the line and back again, each
occupying four bars (in all 16 bars).

After which, they form a round of three, with one
of the ladies next to them on the line, and turn once
round to the right and once to the left, at the end of
which, making the one they have chosen pass quickly
underneath their arms to her place—all singing “ Pop
goes the Weasel "—(eight bars).

They then turn quickly to the other line, and re-
peat the same figure with the pariner of the last
selected lady (eight bars).

- 20
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After this, they are to run forward and backward,
inside and outside the line, and-repeat the same figure
with the next couple. When they have passed three
couples, the lady and gentleman at the head commence
the same figure, and all the rest follow in turn.

It is understood that after having passed the third
or fourth couples, it is not necessary to go to the head
in order to pass to the outside of the line; this is done
by breaking through at that part where they may
happen to be.

COUNTRY DANCES.

. Country dances have become mnearly obsolete in
fashionable assemblies, but are still in comparative
favor at provincial balls and private parties. They
belong to a ruder age than ours, and were relished by
a merrier people than now move in the circles of
fashion ; they are characteristic of Merry England in
the olden time—of the cheerful, gay, and light-hearted,
but hold an inferior plact in the programme of a
modern assembly.

A FRENCH COUNTRY DANCE.
(LE CARILLON DE DUNKERQUE.)

This French dance of the olden time is the merriest
and most noisy of all country dances.

The gentlemen select their partners, and place
themselves as for the quadrille.

It is of no consequence if there be an odd number
of conples the more that _engage in the dance the
merrier it is.
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The musicians play the first eight bars, after which
each gentleman takes the place of the gentleman to
his right, the ladies meanwhile retaining their places.

All balance and turn with their new partners, the
gentlemen finishing with their faces toward the
ladies, and their backs to the centre of the quadrille.

Then all the ladies and gentlemen clap their hands
three times, stamp on the floor three times, and finish
by turning round with their new partners.

This figure is repeated until the gentlemen meet

" with their first partners, after which the ladies per-
form the figure in the same manner as the geatlemen.

«

FAVORITE AMERICA.N COUNTRY DANCES.
MONEY MUSK.

First couple give the right hand, and swing once
and a hsalf round ; then go below one eouple and for-
ward and back six ; right hand to partner, and swing
three quarters round; forward and back six; swing
to place, and right and left four.

CHORUS JIG.
First couple down outside and back; down the
centre and back; cast off ; swing contra corners; bal-
sace, and swing to places.

COLLEGE HORNPIPE.

First lady balances to the third gentleman, and
turns the second; first gentleman balances to the
third lady, and turns the second; down the middle
and back ; cast off, and right and left.



282 HILLGROVE'S COMPLETE GUIDE

At the end of each figure pass one couple.

N. B.—Country dances are usually known by the
name of the music to which the figures are set, and
were formerly danced in an almost endless variety.
As they are no longer fashionable, it is unnecessary to
give additional descriptions of them. . -

CONOLUSBION.

There are many other beautiful dances, most of
which are performed with characteristic steps, of
which it would be next to impossible to give descrip-
tions sufficiently clear to enable any one to learn them

" without receiving personal instructions.

RULES FOR CALLING THE FIGURES.

The rules for calling and arranging the figures for
dancing are very simple. One strain (or eight bars)
of music is generally required for each figure, although
more or less time is sometimes necessary.

For quadrille dancing, there is always one part of
mausic played before a figure is commenced, which is
written in two-four, or six-eight time, each part being
divided into eight measures or bars, and each bar
being equal to two steps or beats of the time. At the
end of the strain—or between the last two measures—
the Prompter calls the figure, which should be done in
a full, clear voice, 80 as to be heard throughout the room.

When learning to call, the pupil should select a
set of quadrilles composed of very simple and easy
music; by this means he will learn sooner and call
more easily than he could possibly do if the musie
were difficult. The figures should also be simple, and
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correspond with the music. Each number should be
committed to memory, and then played and -called
together. All figures to be spoken loudly, and care-
fully practised with music. Any carelessness will
cause the player to call out of time, and confuse the
dancers, which is a serious fault, very often throwing
them all out of time with the musie.

The proper time for calling the figures is one meas-
ure ahead of the music where the figuroc commences.
In most cases the figures require a prompter to speak
twice, and occupy a full measure of time. As forward
and back — Turn partners — Half promenade — Half
right and left, etc.

Short figures like the above, require but four bars
of music, therefore the first call should be made on the
last bar, before commencing the strain for the dancers,
and the second call should be given before commencing
the fourth measure. In all cases finish calling (in the
middle or end of a strain) by the time the music com-
mences for the figure to begin. If you do not, the
dancers will be thrown out of time.

In arranging the figures to music, there should be
two steps counted to each bar or measure of the time.
For instance: When two dancers forward and back,
count eight steps, or four bars of music—Forward four
and back requires the same, also Half promenade—
Half right and left, etc.

In most cases a single figure requires eight bars of
music or sixteen steps. Thus: Right and left, eight
bars; Ladies’ chain, eight bars; Promenade, eight
bars, ete. Forward two, is a double figure, and re-
quires rixteen bars of music, or thirty-two steps.

‘Right and left all round is another double figure, and
requires two strains, or sixteen bars of music.
20* ’
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A combination of these figures is termed a number,
and a combination of numbers (which is generally five)
makes up a set of quadrilles.

In arranging music for quadrilles, a single strain
should contain eight bars or measures of music, and a
double strain sixteen bars, for the simple reason that
most figures require eight bars of music for their per-
formance, and double figures sixteen bars.

Therefore each strain should be counted, and its
repetitions added to them, as a single strain repeated
is counted the same as a double one, and requires a
double figure, or two single figures, to fill out the time.

After the strains are thus counted, take the same
number of figures as there are strains of music, or as
‘many figures as will correspond with the measure,
For example: If there be four parts or thirty-two bars
of music, which require figures to fill out the time—
Four ladies forward and back (four bars); Four gen-
tlemen the same (four bars) ; Balance to partners, and
turn (eight bars) ; Right and left all round (sixteen bars) ;
and the music is completed at the same time asthe figure.

Music is set to figures by the same rule as figures
are set to music, and this applies to all dances. For
example: If a Country Dance require four parts, or
thirty-two bars of music, to fill out the time, it may
be thus arranged: Down the middle and back (eight
bars) ; Down the outside and back (eight bars) ;
Swing six hands round (eight bars); Right and left
(eight bars) ; therefore any music having four parts,
played through without reneating either of them, will
make up the time required; or any music of two
strains, with each part repeated, will answer for the
same figures,

Mirth and cheerfulness are the chief characteristics

.
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of dancing, and, therefore, all musié¢ should be played
with life and animation, also with strong accentuations
and in regular time. Music which is simple and most
pleasing to the ear, should be at all times selected.

Porsons who play for dancing should select a
variety of figures, and have them well arranged; but
never, unless by special request, call strange, crooked,
or wild figures, as it bewilders the dancers, and often
throws them into confusion.

In large assemblies, if there are many dancers im-
perfectly acquainted with the figures, or who seldom
dance, let the figures be as simple and easy as possible.
Qare should be given, also, to call the same figures for
the side couples which were called for the head coup-
les, as those who are not much acquainted with the
figures, often take their places on the sides, to see how
thefigures are performed.

In calling. let the voice be natural, and speaking
just loud enough to-be distinctly heard throughout the
roum. -

‘When a number of instruments are playing, and. -
especially if the room is large, the Prompter will have
to speak very loudly in order to be distinctly heard.
On sach occasions he should take the most promi-
nent place in the orchestra; standing up is the best
position. If sitting, he should be above the musi-
cians,

ADVICE IN REGARD TO THE SELECTION OF MUSIC
FOR PRIVATE PARTIES, BALLS, ETC.
For Dancine.—If but one instrument is to be used,
the violin is unquestionably the best. Next to that
the pianoforte should be chosen.
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If two pleces are engaged, the violin and piano will
be preferable. The harp and violin next, or a violin
and violincello. ‘

For Turee Pieoes.—A violin, piano, and cornet (flute”
or clarionet), or a violin, harp, and cornet.

When selecting the instruments for a small band,
choose the violin first, then add as many more as may
be deemed requisite, selecting them as follows :

For Four Pieces.—A first and second violin, a
violincello, and first cornet.

For Five Pieces.—Add a flute to the above in-
struments.

For 81x Pieces.—First and second violins, a double
bass, flute, clarionet, and first cornet.

For Sevex PiecEs.—Add a second cornet.

For Eiear Pigces.—A first and second violin, a
tenor, double bass, flute, clarionet, first and second
cornets.

For NiNE Pieces.—Add a violincello.

For Tex Pieces.—Select as follows:

1. First violin, 6. Flute,

2. Second violin, 7. Clarionet,

8. Tenor violin, 8. First cornet,
4. Violincello, 9. Second cornet,
5. Double bass, 10. Trombone.

For ‘a larger band, some of the parts will have to
be double, and others added to them, according to the
number engaged, and this should be done by dire:tion
of the Band Master.

N. B.—The above directions are not intended to
interfere with the advice of a competent musician. but
are suggested because their observance has heretofore
given general satisfaction at balls and private soirées.
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HINTS FOR THE ORGANIZATION AND MANAGEMENT
OF BALLS, SOIREES, ETC.

To get up a ball or soirée in a genteel and thorou:h
manner, the interested parties should hold a meeting,
and attend to business as follows :

1. Hire a room, with convenient dressing cham-
bers attached.

2. Engage music.

8. Draw up and have printed circulars, invita-
tions, cards of admissivn, order of dancing, etc.

4. Give invitations or sell tickets, according to
the object of the ball, or as it may be convenient.

5. Appoint floor managers, whose duty it shall
be to form the sets, and to see that they are complete;
to find places for a'l persons who may wish to dance;
fo direct the musicians when to commence, and to de-
cide all questions which may arise during the ball.

6. The appointment of a committee of reception to
welccme invited guests.

7. Arrangements for supper. .
8. The appointment of doorkeepers, dressing-
maids, etc.

9. The return of money and all unsold tickets be-
fore the night of the ball. ’

10. The rendering a correct account of receipts and
expenditures, with the balance of money, to the Treas-
urer, who shall appropriate it as directed.
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