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DANCING

AND ITS RELATIONS TO

EDUCATION AND SOCIAL LIFE.

CHAPTER 1.
PERSONAL.

Disappointment after Teaching many Years.—The Cause.—
Traditional Belief in the Usefulness of the Dancing-lesson.
—Object of Publication.—Dedication.—Warrant for Opin-
ions on Musical Matters.—Suggestions to Parents.—What
a Great Journal quotes from the London Lancet.—Two
Methods.—Distinction between them.—Dance Teacher and
Dancing-master.

AFTER teaching for many years, ever striving for
. the best methods, I found myself far from accom-
plishing all that I thought it my duty to accomplish
as an instructor in dancing. It was noticeable that
many young persons of excellent education, in a gen-
eral sense, and surrounded by circumstances most fa-
vorable to the cultivation of good taste, were in move-
ment and manner less graceful than was to be expect-
ed. Ikeenly felt these failures among my own pupils,
believing that there was much beyond mere skill in
dancing that ought to be gained through or by means
of the dancing-lesson; for I am fully in accord with
the traditional belief that dancing should be superior

to all other exercises in its beneficial effect upon car-
. .
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riage and manner. Knowing that this belief is based
upon a truth, I have endeavored to discover and place
before the reader the causes which have operated in
later years to impair the usefulness of instruction in
dancing. The struggle to overcome the difficulty has
been a long one; but, I may say, not without a meas-
ure of success on my part. The hope of aiding those
who are now striving to gain the same ends, and, so
far as was in me, to meet an evident desire for the es-
tablishment of a general standard among teachers—
the existence of which is shown in the formation of
societies to promote uniformity —has encouraged
me to publish this work. Its pages bear ample evi-
dence of the fact that little may be claimed for it in
a literary point of view: I believe, however, they will
testify to honest intentions. Such as it is, I dedicate
the work to those who are interested, with an intense
desire that it may assist in rescuing our art from false
teaching and unjust prejudice. Lest it be thought
presumption in me to offer opinions on musical mat-
ters, it is well to say that my early education in that
art gives me warrant for doing so.

To Parents.

Select your teacher with great care and allow him
to teach without interference. If you cannot trust
him, it would be better for your children never to
learn to dance than to be placed under his influence.

When the hope for promotion is used as a stimu-
lant to effort, be cautious about removing that incen-
tive, by requesting or insisting upon promotion before
the proper time arrives, of which the teacher should
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be the best judge. Promotion is not always prog-
ress. -
The imitative ability. of children, together with a
strong feeling for rhythm, enables many to “pick
up” the succession of motions which form a dance,
who yet never acquire the art of making those mo-
tions in a graceful manner. A belief is unfortunately
too prevalent, that gracefulness is wholly due to nat-
ure; but the idea is as far from the truth as that
expression in language and music is wholly natural.
The nearest approach to ideal perfection, in all art,
is where the greatest natural talent has received the
highest cultivation ; but, in the absence of great gifts,
ordinary ability may be much improved by training.
~ With children, the effort to move gracefully pro-
duces a desire also to be gracious in manner, and this
is one of the best influences of a dancing-school. The
frequently recurring circumstances of their social in-
tercourse impress their minds practically with the
value and beauty of politeness. To secure the great-
est benefit, children should begin lessons in dancing
at an early age; as a general rule not later than
five. o ‘
It is true, they may not at that age know how to
observe; but the fascination of dancing creates in
them so intense a desire to learn that every faculty
is awakened, and this awakening develops concentra-
tion and observation with wonderful rapidity. The
pleasure experienced while forming these habits of
mind may be said to give them a permanent charac-
ter not easily gained at other times, without taxing
the mental faculties, and thus the training serves as
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-an excellent preparation for the acquisition of other
knowledge.

When good motions are established, children should
be allowed to take lessons for a time every year, so
that physical growth may not create angularity. The
dancing-lessons will serve as a wholesome relief to the
activities of the brain when the child is studying with
that intensity necessary to acquire a modern educa-
tion.

In many cases there will come a period when it will
appear as though all previous benefit had been lost;
but after this is passed the results of practice will

appear more clearly than ever.
~ Dancing in well-ventilated rooms, under proper reg-
ulation, is an excellent and healthful physical exer-
cise, from which the most feeble may receive benefit.
Physiologists inform us that exercise is doubly ben-
eficial when accompanied by exhilaration of mind.
This being true, where can the two be so happily
united as in dancing to good music amid pleasant
associations?

. % The Exercise of Dancing.*

“ We have lately met with some valuable remarks on this
subject in a well-known medical journal (Z4e Lance?), by a Mr.
Sheldrake, a surgeon who has devoted the greater part of a
Tong life to the cure and prevention of bodily weaknesses and
distortions in the young, and who has been led by experience
to regard dancing as a most material branch of the physical
training of youth. ,

“ Dancing (says Mr. Sheldrake) is one of the most healthy,
as well as one of the most pleasing, amusements that can be

* From Chambers's Edinburgh Fournal.
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practised by the young. If it is learned from those who are
well qualified to teach it, and practised, as it ought to be, con-
sistently with the instructions given, it will contribute more to
improve the health, as well as the form of the human frame,
than any other exercise.

“Mr. Sheldrake gives several examples of persons trained
upon these initiatory principles to the profession of dancing,
who have lived in health to a great age. ‘This,’ says he, ‘is
not the chance lot of a few; for I have, through life, been ac-
customed to see many persons of the same profession ; I have
communicated my own observations to many others, and all
have agreed in remarking that those who follow this profes-
sion have, very generally, excellent health, which very many of
them carry into extreme old age. This indisputable fact can
only be accounted for by supposing that the preparatory exer-
cises which these persons go through are a modification of °
what I have called regulated muscular tension, or action, and
the earlyand constant practice of which lays a firm foundation
for that high health which accompanies them through life.
It is upon the same principle that a soldier is never seen with.
spinal curvature, or other personal deformity, or a stage dan-
cer of either sex with a deformed person; it is, perhaps, im-
possible that such things should exist, for the plain reason
that the exercises which they begin to practice early in life,
and continue regularly through its whole course, render it im-
possible for them to become so.

“+*The inference to be drawn from these incontrovertible
facts is, that if we, in very early life, teach young children to
practise similar exercises, and follow them steadily afterwards,
we shall confirm them in excellent health, and prevent the ac-
cession of those evils which so often cause deformity to the
figure and destruction to the constitution, at later periods of
life. I do not propose to make every boy a soldier, or every
girl a dancer upon the stage, but to adopt the principles by
the application of which those persons are trained to the suc-
cessful practices of their several occupations, and so to modify
them that they may qualify other classes of society to follow
their different pursuits.’”
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" Angularity is a deformity, more frequently caused
by habit than by nature; and when the matter is
neglected until the age of fourteen or fifteen, boys
rarely correct such habits; their exercises, plays, and
games, with the prevalence of a silly but general con-
viction among boys of that age, that it is effeminate
to be graceful and manly to be awkward, have great-
er influence in strengthening these angular habits than
the efforts made on the other side can have in correct-
ing them. In the case of boys, therefore, it is impor-
tant to form good habits of motion and to encourage
correct ideas upon the subject at an early time of life,
as a shield against the coarser influences with which
they find themselves surrounded at school and col-
lege. 4 ' ‘
Under favorable circumstances girls at this age ac-
comphsh much, but it must be by great effort. The
advantage is always with those who began their train-
ing when young.

. Two methods are used in teaching. One is found-
ed upon the theory that the simple practice of vari-
ous dances creates gracefulness. The other rests upon
the conviction that the ¢rasning incident to the learn-
ing of those dances is the source of all beneﬁt -TE-
cewed -
Those whose opinions comcnde with the first view
allow their children to learn a variety of dances, mak-
ing expertness -of movement.outweigh every other
consideration; not recognizing the important fact
that one may waltz in such a way that all bad
habits of motion and manner will be confirmed by
the exercise. A polka may be so practised that ev-
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ery angularity of motion will be increased. A galop
may show in every movement an entire absence of
good taste. The motions made, while executing the
figures of the Lancers, may be so awkward as to be
seriously injurious to a growing child. As these
dances may be practised, so may they be taught.
Should we expect good to spring from practising
‘the bad?

Those who accept the second theory are of the
same opinion as myself, which is, that when learning
dances, pupils should also be taught what it is that
constitutes true gracefulness, and educated to an ap-
preciation of the highest expressions of intelligence
and culture that can be given by means of motion.
With this knowledge, which through familiarity grad-
ually becomes an instinct, there are few who fail to
express refinement in their own motions and manner.

Those whose teachings are based upon the first
idea are “Dance Teachers.” Their work is not of
the same nature as that of the true dancing-master,
nor should they be confounded with those who are
governed by the sounder doctrine. Preparation for
the fulfilment of the duties required from the first is
limited simply to learning the dances of the day;
while, in the case of the second, the study of half a
lifetime, in all that relates to gracefulness in sculpt-
ure, painting, and music, scarcely enables a teacher
to acquit himself with justice to his pupils.



CHAPTER 1L
INTRODUCTION.

Universal Pleasure in Motion.—~What the Man of Science Says.
. —What the Poet Says.—Power of Rhythm in Man’s own Cre-
ations.—Every Nation and Tribe has its Dance.—Persistent
Love of the Pleasure.—Irresistible Power of the Law.—Good
People, in a Measure, Answerable for the Sinfulness of Dan-
cing.—What they Ought to Do.—Christian Associations,.—
Dancing in our Public Schools.—Nationality of Motion.—
Three Classes of Dancing-masters and their Influence.—
Cause of the Deterioration in our Ballet-Dancing.—A Rev-
olution in Social Dancing.—Cause of the Deterioration in
Teachers.—What Followed the Introduction of the Polka.
—Undue Attention Given to the Cultivation of Muscle.—
Duty of Parents.

MOTION is one of the universal sources of pleasure -
among mankind, a pleasure which increases with ac-
cumulating intelligence.

The scientist rejoices in it when gathering knowl-
edge through his great telescope, reaching out tow-
ards unthinkable distances where motion is observed
in awful grandeur, almost paralyzing the mind with
conceptions of its stupendous rhythm; or when en-
gaged in the minute investigations of the microscope,
where an infinity of motion baffles imagination.

The poet, in rapturous words, tells of its beauty in
the heaving swell of an ocean, in the grand procession
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of the clouds, and in .their chasing shadows. The
rush of the mountain torrent and the placid flow of a
river alike excite his imagination to fervor. He sees.
a charm in the yielding of the oak to violence, the
graceful swaying of the palm, or the gentle undula-
tion of the grain-field, when fanned by a summer's
breath. The sweep of an eagle’s flight and the daz-
zling movements of the humming-bird afford themes
for the expression of his delight.

Motion is universal, and man is endowed with ca-
pacity to appreciate its beauty and rhythm. Should
we doubt, then, that the pleasure of motion is part of
man'’s nature?

How strong the effect of rhythm is upon the hu-
man mind is shown in man’s own creations; what is
it that fascinates us when gazing upon a fine piece
of machinery, with its rhythmical pulsations? No-
tice the irresistible effect of rhythm when aided by
melody and harmony in the stirring strains of a mil-
itary band ; or of rhythm without music, as in a drum
corps; who fails to keep step? or even without this,
how thrilling to hear the steady tramp, tramp, tramp
of a large body of men! That nearly every nation
and tribe upon the face of the earth has its dance is
further evidence of the innate love of the human
race for rhythmical motion. In our own country,
notwithstanding the condemnations and exhorta- -
tions of many well-meaning people, repeated for
years and still' recurring, the dance, or rhythmical
motion, maintains its hold upon favor as one of the
chief amusements of the young; so, no doubt, it will

ever do; the instinct is so fully a part of our natures
*
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that even those gray-haired ones, who so strongly
condemn this motion to music, may be seen swaying
to and fro in exact rhythmical accord, and with evi-
dent satisfaction, while singing one of the good old
tunes, such as “From Greenland’s Icy Mountains,”
or “Sound the Loud Timbrel,” thus proving in their
own persons the irresistible power of this benign law.
- In this case, as in many others, a good is condemned
for its abuse; for certainly to make pleasant motions
to good music cannot be sinful. It is said, how-
ever, that dancing leads to many things that are sin-
ful, which is often too true; but these good people
are in a measure answerable for this. They have
blocked up nearly every road, except the one lead-
ing to vice. Would it not be well, now, to open a
few paths through this pleasure-ground which woul
lead to virtue? , '

- On all occasions, when numbers of persons are
brought together by the attraction of dancing, our
rooms are so crowded that there is scarcely space in
which to stand with comfort. The air is vitiated by
burning gas, and the exhalations from innumerable
lungs at full play. Excitement is in every quivering
atom of the atmosphere. The dancers are in con-
stant collision, all feeling it to be a necessity to
shrink into the smallest possible space—many inno-
cent ones doing so unconsciously—until positions of
indelicacy become no longer offensive. It may be
truthfully asserted, that our young people of to-day
are as virtuously and modestly inclined as those of
any period; and when space is sufficient, fashions of
indelicacy in dancing are soon abandoned.
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Would it not, therefore, be more in accordance with
sound wisdom for the elder ones to provide those
whose nature it is to dance with places and opportu-
nities for the exercise of this pleasure, amid proper
circumstances, and not compel them to seek it where
they are too frequently surrounded by temptations
destructive alike of health and morality ?

What reasonable objection would there be to every
“Young Men’s Christian Association " having weekly
meetings for the enjoyment of this pleasure? Sur-
rounded by parents and friends, the happiness expe-
rienced by the young people would not make them
less active in their Christian duties. The community
could be taught by example that extravagance of ex-
pense, suppers, late hours, and other dissipations, have
no necessary relation to dancing.

The writer's own experience, for more than fifty
years, abundantly justifies him in saying that pro-
found impressions may be made upon children dur-
ing the happy moments of their dancing-lessons.
This being so, why should we not take advantage
of the fact as a means for their moral elevation? In
our public schools a daily lesson in dancing might be
given as a recreation, the right of attendance upon
which could be made a reward for good conduct.
All children are fond of this exercise, and for the
sake of its enjoyment would readily submit to that
necessary lesson—subordination.

The two sexes being brought together, all the cour-
tesies of social intercourse could be insisted upon, mak-
ing politeness and consideration for others habitual.
The lessons would afford ever-recurring occasions when
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children might be made to feel, from immediate prac-
tice, how necessary and useful this is; and that in
thus treating others, at all times and in all things,
with kindness and courtesy, they truly fulfil the pre-
cepts of the Golden Rule. :

Surely, the daily practice of these social virtues
would have a softening effect, and produce a better
result than sending the children into the yard or
play-room for recreation, as it is called, which usually
means to romp and practice rudeness, the strong
abusing the weak, and all taking daily lessons in
tyranny, imposition, and turbulence; the outcome
of which is too often lawlessness in later life. The
sight of two or three hundred young children enjoy-
ing themselves, under the influence of their better
feelings, and giving expression to their happiness in
orderly motion, possibly to their own songs of joy,
could not be otherwise than acceptable to a kind
father, either on earth or in heaven.

It is interesting to observe the effect nationality
has upon human motion. The gesticulations of the
French and those of the Germans are as unlike as
are their two languages. The Spanish, Italians, and
French have similar motions, yet those of each are so
far peculiar as to be easily recognized. The Jewish
people furnish a remarkable example of this persist-
ency of race distinctions in motion; for, although
mingling with all nations, they retain their peculi-
arities. As individuals of all nations rise in culture
and intelligence, less and less of these peculiarities is
observable. The dancing of each nation, when mov-



INTRODUCTION. 13

ing to the same waltz, is generally marked by pecu.-
liarities that are not due so much to any difference of
physical form as to early habit. How important is
it, therefore, that good habits of motion should be es-
tablished early in life! There arises the question—
how can this be secured?

One of the great authors of the last century said
that “ They move easiest who have learned to dance.”
The saying is not so -true to-day as it was in his
time. The principal influences that have produced
the change may be traced in the following pages;
others are mentioned under the head of “ Minuet.”

The first revolution drove from France many per-
sons of high rank, who took refuge in the larger cit-
ies of Europe and America, where their accomplish-
" ments could be made available in gaining a livelihood.
Among the nobility, at that time, dancing was con-
sidered an important element in forming the carriage
and manners of a lady or gentleman; consequently,
great attention was given to the subject, and all were
thoroughly educated in the art. In their days of ad-
versity many had recourse to the teaching of this ac-
complishment. The stately manners, refined motions,
and graceful dancing of these noblemen were reflect-
ed in their pupils, having great influence in form-
ing their social manners. They were followed by
another class, purposely educated as teachers of
social dancing, who, having been under the instruc-
tion and influence of their predecessors, continued all
their excellent methods. It must be observed that
the teachings of both classes had a close relation to
the training of those who were to move in private
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life; not so with a third class, who, having been edu-
cated for the ballet, were removed from these influ-
ences. They were at one time very popular as teach-
ers, because of a general failure to apprehend the dif-
ference between ballet and social dancing, which is as
wide as that between operatic and social singing, or
the pantomime and conversational motions. The ex-
ercise required for these artists (for many were truly
such) to gain the strength, endurance, and largeness
of motion necessary in their department of dancing,
in many cases, produced an excess of action unsuited
to private life; they were consequently conspicuous
at all times for exuberance of motion and manner,
which was burlesqued in the well-known grotesque
dancing-master of the stage. To them is due the ac-
ceptance of the saying, “ He moves and has the man-
ners of a dancing-master.”

Little else need -be said to suggest the unfitness of
their teachings for use in forming the habits of mo-
tion necessary for private life. The exercise neces-
sary to accomplish the difficult motions (steps) used
in the quadrille, had a beneficial effect in giving elas-
ticity to the muscles, free action to the larger joints,
and balance to the body, and had a large share in
producing that dignified carriage so often’ fnentioned
as belonging to the lady and gentleman of the old
school. The effect of the methodical training of
these three classes of teachers was shown in habits
of precise and graceful motions, and the effort in their
pupnls to improve themselves taught them to rec-
ognize true grace in others. This education is, in
a measure, lost to the present generation, which is
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made conspicuously evident in our ballet-dancing.
Among those who follow any art as an occupation,
few can resist the tendency to yield to the taste of
those who praise.

In later years, it will be noticed that violence of
motion, high jumpmg—the Jumper showing in every
movement how great is the effort—are most applaud-
ed; as a consequence, gymnastics have taken the place
of graceful dancing.

. Not so when such artists as Vestris, Cerito, Fanny
Ellsler, and Taglioni were in favor. It was not gym-
nastics which so bewitched the people of their day;
it was exquisite refinement of motion, gracefulness in
its highest expression. Such art would scarcely be
recognized to-day. '

With the introduction of the waltz, galop, polka, -
and other round dances, a complete revolution in so-
cial dancing took place. These were so easily learned
that education in motion was deemed unnecessary;
simply to make the motions required was quite suffi-
cient, manner becoming entirely secondary. Many
learned from one to the other, frequently transmit-
ting their own mistakes. And as it is true that many
of our choice plants and flowers, when left without
continued cultivation, return to their simple forms—
so it is with human beings; the grotesque is the
original form of pleasure given by motion; and so to
the grotesque we naturally return, unless sustained by
education. The diminishing importance of the danc-
ing-lesson, as part of physical and moral education,
was followed by a more serious loss to the world; for -
it lowered the position of those who made the teaching
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of the art avocation. Inconsequence, many who were
fitted for it by nature,education, and social experience,
were deterred from assuming its duties; and as the old-.
er teachers passed away, their places were taken by
those who were neither by training nor education pre-
pared for so responsible a position. Not having had
the advantage of the teachings and association of the
older ones, they were not aware of the proper nature
of their duties; but they were able to waltz expertly,
and the teaching of waltzes and a few other dances
was all they believed to be required from them ; they
were, therefore, simply dance teachers, not teachers of
motion and manner, which is the definition of danc-
ing-master as the term was formerly understood.
Conscious of their want of knowledge in regard to
propriety of motion, they were ever ready to adopt
the eccentricities introduced by the inexperienced
young people in society, instead of giving direction
to their judgment and taste. What would we think
of a teacher of vocal music who, hearing many per-
sons sing with a nasal tone of voice, should instruct
his pupils to do the same, accepting this as fashion-
able, and not asserting good taste by correcting the
mistake? It is to this absence of better instruction
that we must attribute the toleration of indelicate
motions and manner among those whose education,
in all other departments, is satisfactory.

About the year 1840 the polka was taken from the
peasants of Germany and adopted by the fashionable
society of Paris. From Paris it was disseminated all
over the civilized world, with consequences little an-
ticipated at the time; for the introduction of this
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dance had a serious effect in lowering the respect
formerly given to good motions and manner, for the
following reasons:

In Paris the rage to learn this dance became so
general that Cellarius was compelled to employ many
ballet-girls to assist in teaching. This method be-
came so very popular that other places were estab-
lished, where this was offered as the chief attraction,
not only in Paris, but in all the large cities of Europe.
Subsequently places were opened in New York, mul-
tiplying rapidly in many of our large cities. The
managers of these places were not masters of motion,
but simply dance teachers, and had very questionable
taste in their methods. The young women willing
to be employed were naturally those to whom the
small amount paid was of importance; they, there-
fore, exercised little, if any, improving influence upon
those who practised with them. But, being able to
dance expertly, and always deeming it part of their
duty to be as agreeable as possible to those who
came to learn, they made the method very attractive
at one time to our young men—the freedom of man-
ners and absence of all attempts to practise the
amenities of social life being to some natures very
enjoyable. Small rooms were generally used, so that
the crowding and squeezing of the parlor were re-
peated, with surroundings not conducive to delicacy,
to say the least. Many young men became very ex-
pert by this practice; but in gaining skill they lost
the modesty and innocence that should accompany
the pleasure.

The bad influence, unfortunately, followed them to
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the drawing-rooms of their friends; being expert,
they were desirable partners, but the methods prac-
tised in learning were communicated to their sisters
and lady friends: there was, in consequence, a deteri-
oration in the general tone of motion and manner.
Another matter may be mentioned as marking the
tendency of our prevailing ideas, which is the undue
attention given to the cultivation of muscle. This
seems to have led our young men to adopt as their
ideal man a robust athlete, not an athletic gentleman—
the latter typified in Apollo, the former in Hercules,
who is worshipped in the person of prize-fighters and
“ Go as you please” men. . Strength is a valuable ac-
quisition, but graciousness of manner may be termed
a social virtue, which sheds pleasure upon all who
come within its influence. The greatest strength in
the world may yield to a cripple with a revolver, but
no soul is so strong as to resist kindness of manner.
Why the two should ever be separated is difficult to
understand, except upon the hypothesis that the ex-
treme cultivation of muscle has a tendency to increase
the animal part of our natures, with its accompany-
ing selfishness, unless sufficiently counteracted by an’
equal cultivation of the better qualities of the mind.
For this we must look to the dancing-lesson, where
sisters, brothers, mothers, and friends exert a benefi-
cial influence in forming the manners and characters
of the young. But for this thoroughly equipped and
qualified teachers are as requisite as in any other de-
partment of the education of children. The profes-
sion of dancing-master is an occupation with very
serious responsibilities; and if these are conscien-
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tiously fulfilled, it is a calling worthy of the efforts of
the best. It may be added that parents fail in an
important duty who do not exert the greatest care
" in selecting the person to whom they intrust the
plastic minds of their children.



CHAPTER IIL
MANNERS, OR MORALITY OF MOTION.

Manners.— Morality of Motion.—Not Truly Valued.—The
Opinion of a Great Philosopher.—Easy to Learn.—Foot-
ball Habits.—Gentlemen in our Exchanges.— Effect of
Habits.—Little Crimes before Greater.—Effect of Boxing,
Wrestling, etc.—A Strong Influence Required.—Two Ex-
amples.—What Good Marniners Are.

OBSERVING the manner in which various persons
move about in a large assembly, it will be noticed
that one will make his way through the crowd seem-
ing to conciliate more than offend those whom he
disturbs. Another pushes his way in so different a
fashion ,that antagonism is created at every step.
The first of these two should certainly be classed
higher in the moral scale than the second, yet the
difference is only in the manner of doing the same
" thing. Truly, then, “ Morality of Motion” would be
a proper title for manners. In our bustling times
this all-permeating virtue is not held at its true
value. Speaking in a commercial way, no invest-
ment pays higher interest or makes quicker returns
than good manners. In conversation, relating to the
business success or failure of friends, how often we
hear it said: “I am not surprised at his success, his
manners were so agreeable.” And again, what so
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frequent as “ Miss Blank is certainly not at all pretty,
yet her manners are so very agreeable every one is
charmed with her.” As the great thinker of the age
states it, “ With the sympathetic being every one
feels more sympathy than with others. All conduct
. themselves with more than usual amiability to a per-
son who hourly discloses a lovable nature. Such a
one is practically surrounded by a world of better
people than one who is less attractive.”* This ac-
complishment is easier to learn than to play a little
on the piano, or at the game of billiards, and is cer-
tainly much more valuable in life; yet many young
people fail to recognize the fact. Young men some-
times carry into their social intercourse habits learned
in playing base or foot ball, where they must get at
the ball, if they break a friend’s leg in doing so. We
hear of gentlemen, in our business exchanges, smash-
ing. each other’s hats, tearing each -other’s clothing,
pushing, kicking, and otherwise maltreating one an-
other—truly justifying the names of Bulls and Bears.
Should it be expected that this disregard of others,
this neglect of conscientiousness—in other words, of
good manners—will have any other effect than a de-
basing one? It is surely reasonable to believe that
the daily practice of these habits must have an ill
effect upon the minds of those who indulge in them;
and notwithstanding earlier teachings, this may aid
- other influences in producing those terrible examples
of dishonesty which have so shocked the world, dis-
graced our nation, and lowered the standard of

* Herbert Spencer.
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business morality among our young people. It is an
axiom that the greater are preceded by the practice
of lesser offences, the latter insidiously preparing the
mind by making it less sensitive to right impulses.
What may we expect, therefore, from . those young
men who, in dancing, recklessly soil the beautiful fab- .
rics of women’s costumes with perspiring hands, rath-
er than ‘avoid that injury by wearing gloves? Their
only excuse is that such is the fashion, copned from
the habits of a dissipated prince.

Honesty of purpose and the desire to do justice to
others so far transcend mere fashion in importance
that it is astounding that any American gentleman .
can plead so small an excuse for so great a wrong.
Boxing, wrestling, boating, base and foot ball, and
the like, have a strengthening effect upon the muscles,
and are undoubtedly useful to a certain extent; but
they have a tendency towards coarseness and brutal-
ity, as is shown in the hazing, cane rushes, and other
doings of young men who attend our educational in-
stitutions. A strong influence of some kind is wanted
_ to strengthen the muscles of morality, whereby our
young men may become strong enough to stand erect
in the presence of vice, creating that chivalric tone
of mind so essentially a part of a gentleman’s charac-
ter in every position of life ; filling the soul with more
moral pride and less intellectual vanity. An influence
of great power is now wanted to increase the number
of young men who are willing to sacrifice some of the
ease and pleasure that wealth brings, for the great
call of duty to fellow-man. Two examples are strik-
ingly prominent at the present time, upon whom the
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citizens of New York and Brooklyn justly look with
pride, as noble types of what young Americans of
education ought to be. Good manners consist of a
ready acknowledgment of the rights of others, a wil-
lingness to concede in the way of kindness, a cheer-
ful readiness and evident pleasure in fulfilling all the
little duties of social intercourse—pleasure in the
pleasure of others. As motion is the outward expres-
sion of all forms of good manners, it cannot be gain-
said that the Morality of Motion should receive a
large share of attention. To discuss such subjects in
a work of this kind may to some appear inappropri-
ate; but manners and morals are so inseparable that
the book would be incomplete without such discus-
sion—the time having arrived when every teacher,
in every department of education, should do his part
towards the moral elevation of the young. Not until
every breath inhaled by a child conveys moral educa-
tion, can we expect to overcome the selfishness of nat-
ure. When to make others happy is our own greatest
happiness, then will come the peace that passeth all
understanding.
Etiquette.

Discussion of the laws of social intercourse has no
place here, although the two (manners and etiquette)
are frequently confounded. When we remember that
manner is an individual virtue, the same in all nations,
communities, and societies, while etiquette may vary
at different periods of time and take a different form
in each social circle, the distinction is easily drawn.
Information upon that subject may be found in many
excellent publications of the day. .



CHAPTER 1IV.
POSITIONS AND MOTIONS.
Positions.—Dodworth Method.—Six Radical Motions.

FIVE POSITIONS.

SINCE dancing became an art, these have formed
the basis of all motion. '

First Position.

Stand with heels together, feet turned outward so
as to form a right angle. This angle is maintained
in all positions and movements.

i .
Attitude.

The upper part of the body should be slightly in-
clined forward, the hips backward—the forward in-
clination just enough to cause a tendency in the heels
to rise from the floor; the head erect, legs straight,
arms hanging by the sides, elbows very slightly turned
outward, so that the arms w1ll present gently curved
lines to the front.

This necessary inclination forward was at one time
exaggerated into what was known as the “Grecian
Bend;” the phrase had reference to the fact, that in
all Grecian statuary, where gracefulness is intended,
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this beautiful curved line is always present. This
may be termed the normal attitude, which should be
maintained at all times.

Second Position.

Stand on one foot, extending the other directly to
the side as far as the toe will reach, when pointed
down, with legs straight.

Second position of left when left foot is extended. -

Second position of right when right foot is ex-
tended.

Third Position.
Stand with feet close together, with the heel of
one in the middle or hollow of the other.
Third position right when right is in front.
Third position left when left is in front.

Fourth Position.

Stand on one foot, the other extending in front as
" far as the toe will reach, with legs straight.

Fourth position of right when right foot is in front.
Fourth position of left when left foot is in front.

Fourth Position Behind.

Stand on one foot, and extend the other back-
ward as far as can be reached by the toe, with legs
straight. - -

Fourth position behind of right when right is ex-
tended.

Fourth position behind of left when left is ex-
tended.

2
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Fifth Position.
Stand on both feet, the heel of one touching the
toe of the other.
Right in front is fifth position of right.
Left in front is fifth position of left.

In the third and fifth positions it is sometimes nec-
essary to say, third or fifth position of right foot &e-
kind,; which is simply equivalent to saying, third or
fifth position of left.

THE DODWORTH METHOD.

I present this as the most thorough method yet
devised for conveying ideas of motion by language;
my own practice, with that of others, having abun-
dantly tested its usefulness. As I am not aware that
the method was used previous to its adoption by me,
I feel justified in naming it the Dodworth Method.
If it could be adopted by teachers generally, their
pupils from different parts of the country would be
able to unite without difficulty in any dance. As my
long career as a teacher draws near to an end, I offer
this to the art I have so long endeavored to elevate,
and to those who teach it, as my last, and I truly be-
lieve my most valuable, contribution.

Confessing that I am not free from the usual'short-
sightedness in regard to my own faults and mistakes,
I would esteem it a great kindness if any of my fel-
low-teachers would point out omissions or suggest
improvements which would meet their views, promis-
ing that what they say will be well considered ; and
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if good fortune shall call for a second edition of this
treatise, the improved work will show the use made
of the suggestions.

Six RapicaL MOTIONS.

There are six radical motions which furnish the
key to all that follows.

1. The Change.

Stdeways.—Stand with left in second position.

Strike the left heel against the right, immediately
extending right to second position, thus changing
from one foot to the other. At the moment of
changing the feet a slight spring is made. Repeat
same, back again from right to left foot.

Front Change.—Stand with left in fourth position.

Bring the left heel back against the right to first
position, and immediately extend right to the fourth
position, springing lightly as the feet are changed;
repeat by changing back again to left in front.

Backward Change—Stand with left in fourth posi-
tion behind.

Change by springing lightly, and extending right -
to fourth position behind, and again back to the left
behind. :

Alternate Change, forward and backward, with left
#n front—Stand with left in fourth position in front.
Bring left back to first position, and immediately
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extend right to fourth behind, springing lightly to
make the change from one foot to the other.

Bring right forward to first position, immediately
extending left to fourth in front; at the moment of
changing spring gently from one to the other.

. Alternate, with right in front.—Stand with right in
front, fourth position.

Bring right back against left, in first posntnon, and
immediately extend left to fourth behind ; then bring
left forward to first, and extend right to fourth in
front.

The spring should begin by a gentle bend of the
knee from which the spring is made; but at the mo-
ment of changing both knees must be straight.

In every round dance one or two changes occur.

ACCENT.

2. The Slide.
Stde Slides.—Stand with left in second position.
Slide left, ten inches farther to the side; at the
same time transfer the weight of the body to the left
~ foot, leaving right in second position; in the same
manner, slide right, leaving left in second position.

In repeating slides in the same direction, it will be
found that a change must occur between each slide;
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when to the left, the changes are from left to right
foot; when the slides are to the right, the changes
are from right to left foot.

Forward Slides, with Alternate Feet.—Stand with
left in fourth position.

Slide left forward, then place right in fourth posi-
tion and slide forward, and repeat with alternate feet.

Forward Slides, with the same Foot—Two or more
slides with the same foot require a change between
them.

Backward Slides, with Alternate Feet—Stand with
left in fourth position behind.

Slide left backward, then pass right to fourth posi-
tion behind, repeating with alternate feet. "

Backward Slides, with the same Foot.—Two or 'moré
backward slides require a change between them.

3. The Step.

To prevent confusion it must be understood that
this word s?ep is used in the sense of stepping from
one foot to the other, as in walking; but not in the
sense in which we use it when we speak of polka
step, waltz step, and other complicated motions.

Throughout these explanations it is used as mean-
ing a simple motion.

Forwam' Step:, with Altemate Feet.— Samc as in
walking on the toes forward.
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Backward Steps, with Alternate Feet.—Same as
in walking backward.

Side Steps—One step to right or left.

To make a succession of steps with the same foot,
either forward, backward, or sideways, requires the
introduction of a ckange between each step and its
successor.

4. The Leap.

This is the most difficult motion of all, so much
so, that it has been named the “ Pons Asinorum " of
dancing; but, as it occurs in nearly every round
dance, the manner of its execution has a decisive
effect upon the appearance of a dancer. One may
leap with all the flexibility, lightness, and energy of
an antelope; another with the stiffness, heaviness,
and angularity of a cart-horse.

Stde Leaps.—Stand with left in second position.
Bend the right knee and leap to the left ten inches;
_same to the right.

. Forward Leaps—Stand with left in fourth position.
- Leap forward upon the left, then hold right in sec-
ond position and leap forward upon that foot; in
the same manner for any number.

Backward Leaps.—Place left in fourth position be-

hind.
Leap from right to left backward. Place right in
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fourth behind and leap from left to right backward.
This may be repeated indefinitely.

As in sliding or stepping, when two or more leaps
are required, following with the same foot, a change
must occur between each leap and the one succeed-
ing it.

S. The Hop.

Spring from and alight upon the same foot; the
position of the other has no connection with the
motion, as it may be extended to the side, front, or
rear, or the heels may be kept close together, while
hopping.

6. The Halt.

The halt consists simply in stopping in first posi-

tion.

Every dance now in use is composed of two or
more of these radical motions. Knowing these, there-
fore, enables a learner to comprehend any description
by this method without difficulty. Many persons
will have difficulty in believing that the waltz and
polka, as now danced, are composed of precisely the
same three motions; but the fact is easily demon-
strated.



CHAPTER V.

GENERAL DIRECTIONS APPLICABLE TO ALL
ROUND DANCES.

Absurdity of the Notion that one Cannot Learn without a
Partner.—First Duty of Beginners.—When Two may Dance
Together.—Elements of Good Dancing.—Best Examples.—
Dancers with but One Element.—A Prevalent Mistake.—
Another Fact.—Only the Theory.—Who Complain.—An
Amusing Incident.—Accent, Music, and Dancing Insepara-

" ble.—Natural Pulsation.—Who it is that Pooh:pooh Danc-
ing.—Guiding.—Music for Dancing.—A Few Suggestions.

—Metronome.

THE belief so prevalent among men that the round
dances cannot be learned without the assistance of a
partner is simply absurd. Is a partner requisite to
strengthen the muscles or give freedom to the mo-
tions? Can the assistance of some one to lean upon
teach self-balance? Must not two persons separately
learn to sing before joining in a duet? Truly, nine
parts may be learned alone, a partner is only neces-
sary for the tenth; nor can any one dance well with
a partner until he can dance well alone. It is a cu-
rious and suggestive fact that ladies usually learn
without assistance of this kind; but men who be-
long to athletic clubs, run in foot-races, and contend
in jumping-matches, etc., are not unfrequently too
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feeble (surely not in muscles) to learn to waltz with.
out some one to lean upon. The first duty of a be-
ginner should be to learn the exact motions of a
dance and their proper accent.

After learning the dance sideways, forward, and
backward, one should learn to make the same mo-
tions while turning first to the right, secondly to the
left—the one as much as the other. Next learn to
change from the turn to the pursuit, either forward
. or backward, and again back to the turn, both to
right and left. In thus becoming familiar with all
the various changes and directions of the dance, one
acquires balance, elasticity, endurance, and expert-
ness. All this should be done alone; not until the
learner can move himself has he the right to ask
others to move with him.

After learning to turn themselves, two gentlemen
may practise together quite as advantageously as
with ladies. In truth, after acquiring all that is pos-
sible alone, little is left to learn.

If a beginner could at all times have a good dancer
for a partner, either lady or gentleman, some little
trouble might be saved, perhaps; so might it be if
an assistant could always be present when one is
studying lessons of any kind. But this certainly
does not produce self-reliance; and in the case of
dancing, in order to obtain this trifling aid, many
things of greater importance must too frequently be
sacrificed.

Taking the waltz as a type of all other round

dances, we observe that it consists of six elements:
X 2%
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Attitude, Flexibility,
Grouping, Accent,
Precision, Expertness.

1. Attitude in each dancer should be such as to
show familiarity with the requirements of good taste.

2. Grouping of the two must accord with the dic-
tates of modesty and propriety.

3. Precision should exhibit perfect knowledge of
the motions belonging to the dance.

4. Flexibility is an important part in gracefulness.

5. Accent must be at all times correct.

6. Expertness is that familiarity with every possible
turn and angle which enables dancers to avoid col-
lision.

The best dancers possess all these in the highest
perfection. As we descend, excellence in these ele-
ments is gradually lost, until finally a dancer may be
without good taste in attitude, immodest in group-
ing, not precise in motion, not flexible, and incorrect
in accent, yet very expert. This last it is which is
so often mistaken for good waltzing, even where
there is not one element of good taste. Not having
had the advantage of the advice of a cultivated
teacher, many persons stop at this point, and are sin-
gularly conceited in this when modest in other things.
Every one should remember that in the art of mo-
tion there is no exception to the rule that prevails
elsewhere in education: the highest excellence being
shown through the purest taste in motion, accent,
and manner. The first two might be self-taught;
the third, never. ,
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A very prevalent mistake is that the movements
(or steps) for lady and gentleman are different, the
fact being that they are precisely alike, but follow
in different succession.

The waltz, for example, consists of six motions; the
lady begins at 1, continuing with 2, 3, 4, 5, 6; then
beginning again at I, and repeating the same succes-
sion, in every direction, under all circumstances. At
the same time the gentleman begins at 4, continuing
with 5, 6, 1, 2, 3; then beginning again at 4, repeats
the same succession throughout the whole dance,
never varying. It will be observed, therefore, that
while one is making 1, 2, 3, the other is executing 4,
5, 6; thus one half is the counterpart of the other.

Another fact must be equally well remembered,
which is, that no revolving dance follows in a series
of equal circles, but in a succession of alternate long
and short semicircles or loops, which may be repre-
sented in this manner: ,

This would be the line followed by one person turn-
ing to the right. Two persons together following

same line thus: .
‘Turning to right.

VaVaVaVaVa VeV

Tuming to left.
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It will be seen that when one is making the long
curve the other makes the shorter, so that one half
of the dance is a pivot for the other.

In turning to the right in the waltz, the motions
1, 2, 3 form the pivot; the 4, 5, 6 make the long
curve. In reversing, the pivot is upon the 4, 5, 6;
the long line upon the 1, 2, 3.

To make the change from right to left or left to
right turn, requires one bar in a straight direction,
one person backward, the other forward ; this brings
the opposite foot upon the short curve or pivot.

Here the theory is given; but it is as impossible
to teach or describe all the various turns and angles
required, when dancing in society, as it would be to
teach a person to walk in a crowd. That can only be
learned by practice among others, and is an essential-
part of a dancer’s education, requiring much practice
after accomplishing the simple mechanism of move-
ment.

Some make the attempt too soon, before they can
turn themselves properly, much less turn with an-
other. These are they who so frequently complain of
others being in the way, not understanding that they
are themselves the offenders. Many ladies can tes-
tify to the pain and shame experienced while attempt-
ing to dance with a person thus unskilled. On the
other hand, it is charming to witness the expertness
with which many of our young people avoid colli-
sions. ’

An incident occurred a few years since, at one of
the European watering-places, which illustrated this
in a striking manner, affording not a little amusement



¢

GENERAL DIRECTIONS. 37

to those who were present. At one of the weekly
reunions, a party of young people from New York
were enjoying themselves, among the others, in the
waltz. They, of course, moved in our way ; the others
in their way, never reversing; that being, at the time,
not fashionable. Happily the fashion has changed
since then! The five or six couples of young Amer-
icans were excellent examples; they glided about
among the others in their easy and graceful way, in
every possible direction. Some of the others ap-
peared to be annoyed at this, and endeavored to vex
the Americans by getting into their way; but an ox
might as well have tried to catch a butterfly. This
the adverse party discovered; but as they accepted
the defeat good - naturedly, the contest ended in a
hearty laugh on all sides.

Accent.

The descriptions of dances which follow will be
found connected with music, so accented as to show
precisely upon what note, or division of a bar, each
separate motion should occur; and in order more
fully to show the close connection of motion with
music, the same melody is sometimes used for several
dances, the time and accent being changed to corre-
spond with changing requirements.

Music and dancing are inseparable; accent having
so large a share of importance that different dances
are formed by simply changing the accent of the
same succession of motions. A slight variation of
accent in the waltz, which at all times appears the
same, renders two persons disagreeable partners; yet
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both may find others whose accent would be all that
_ could be desired in a partner.

It is natural for beginners to make accented mo-
tions upon the accented portion of the music. This
correspondence is found in the galop, polka, racket,
and schottische movements. In the waltz the accent-
ed motion occurs upon the unaccented part of the
bar of music, causing a kind of syncopation, adding
somewhat to the difficulty, but increasing the pleas-
ure-giving qualities of the dance.

To this, in part, may be attributed the unchang-
ing popularity of this movement ; while the dances of
simple accent have their waves of popularity, ebbing
and flowing in periods of about ten or twelve years.

There is also a natural swing, or pulsation, it might
be termed, belonging to all dances, having a close re-
lation with the pulsations of the body; at one time
slower than at another, yet never varying more than
a few beats in a minute.

A musician who feels this and can convey, its mean-
ing to the dancers through his music, is the one alone
who can inspire the pleasure of motion to music; and
when to this is added the delight of a partner in ex-
act rhythmical accord, then, and then only, is the full
joy of rhythmical motion felt. The exhilaration felt
in waltzing, sometimes amounting almost to ecstasy,
can no more be described or imagined by those to
whom nature has denied this pleasure, than the rapt-
urous effect of fine music can be conveyed to the
deaf, or the delight of grand scenery to the blind;
yet these are.they who pooh-pooh the pleasure, with
all the assumption of perfect knowledge, not being
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sufficiently just or generous to acknowledge their
want of capacity for such emotions. As an el-
derly lady of defective education in the matter of
grammar once said, “ What I don’t like ain’t no ccn-
sequence.”

Holding Partners.

The idea of one holding the other should not be
too strongly entertained. To dance together in sym-
pathetic time and motion ought to be the dominant
thought.

The manner of holding is, however, of very great
consequence, as what is seen in this is frequently
used as a measure of character. In this is its great-
est importance.

* Among the vulgar, uncultivated, and vicious, certain
methods prevail, and we naturally suppose that those
methods are the result of the habits and feelings
caused by the surroundings of those so unfortunately
placed; but when like methods are found in culti-
vated society, among those who have had every op-
portunity to improve their taste, it is unquestionably
a shock to a thinking person.

To hold closely has many objections without one
advantage.

It is indelicate (vulgar might be the better word).

It reflects unpleasantly upon the characters of the
dancers. :

. It prevents freedom of motion.

It is ungraceful in appearance.

And as it is always in favor with the vulgar and vi-
cious, it ought to be frowned upon by the cultivated.
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In the schools where girls were employed to dance
with men this close way of holding began, and was
insisted upon. “ Honi soit qui mal y pense” was
repeated until modesty became a shame.

If the observation of social waltzing in New York
and Europe, for more than forty years, proves any-
thing whatever, it is that the method of holding
which is prescribed below is to-day, as at the begin-
ning, adopted by a// who may be noticeable for re-
fined manners and movement.

The gentleman approaches the lady, offering his
left hand—one who is a% fai? will at the same time
make a slight inclination or half bow. The lady
places her right hand in that of the gentleman, who
then extends his right arm in a direct line to the side,
the forearm bent so as to form an acute angle. In
this angle the lady will place herself, with the centre
line of the person opposite the line of the gentle-
man’s right side, both persons on parallel lines, not
forming an angle. In this position each will be look-
ing over the other’s right shoulder, and by the lady
turning her head slightly to the left the effect of the
group will be greatly improved, and prevent all pos-
sibility of taking each other’s breath, which is rarely
pleasant, and in the case of a young man directly
from the use of a meerschaum is * positively horrid,”
as many ladies have remarked. The lady, if not too
short, places her left hand, hooked, upon the gentle-
man’s right shoulder, the fingers appearing in front.
The right hand of the gentleman should rest very
gently upon the lady’s back, as near the waist as pos-
sible, so as not to remove the upward pressure of the
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elbow directly under the lady’s shoulder, as this is the
lady’s support, and must be held with sure, but gen-
tle, firmness. The hand on the back should rest very
lightly, and on every possible occasion should be
slightly raised, so that the air may pass between, as
in some cases the close contact induces perspiration,
and may leave its mark upon the lady’s dress. Both
persons should be slightly bent forward, from the
hips upward, so that the shoulders may be only three
or four inches apart, the distance increasing down-
ward ; this leaves both parties free in their limbs, so
that any contact of person or knees may be avoided,
and should be so avoided as a most serious mistake.
The gentleman’s left hand, holding the lady’s right,
should be extended downward in a line with the
body, the hands three or four inches distant from the
person, the arms forming a gentle curve from the
shoulders downward. No weight is placed upon this
arm ; all the guiding and changes must be governed
by the elbow under the lady’s arm. It will be found,
" that this grouping will be perfectly modest in appear-
ance, no more contact of person occurring than in a
lady taking a gentleman’s arm for walking. In con-
clusion, let it be remembered that purity of thought
and action may be as conspicuous in waltzing as in
any other situation of life; that the gross waltz
grossly, the vicious viciously, the refined and innocent
innocently and in a refined manner. (See illustrations
of waltzing at end of book.)
- Guiding. .

It seemed to express the prevalent idea upon this

subject, when a person asked the question, certainly
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not in very choice language, “ How do you haul your
partner round ?”

Those who waltz well move together in perfect ac-
cord, neither the one nor the other conscious of any
control ; usually the lady follows every movement of
the gentleman, but if necessity requires it, the gen-
tleman may follow the lady, one changing, the other
following, scarcely kncwing what they are doing;
for during this time an animated conversation is fre-
quently maintained. These, however, have passed the
anxious state, in which many persons find themselves
who have not fully mastered the difficulties of self-
movement, and made waltzing a memory of the mus-
cles. There is no theory for this, it is all in practice.

Always maintain a proper attitude.

Disguise all effort.

An extended leg must not be bent

Bend only the knee from which a motion is made.

When moving the feet, let the heels pass close
together.

Keep the heels about half an mch from the floor.

In rising, allow the toes to be the last part of the
foot to leave the floor.

When descending let them be the first to touch.

Endeavor to keep the feet at a right angle at all
times.

These can only be suggestions; gracefulness of mo-
tion must be learned from example.

Metronome.

The letters found at the beginning of each dance,
M. M. J=36, refer to Maelzel’s time-indicator or me-



GENERAL DIRECTIONS. 43

tronome, by which the exact speed of all music is de-
termined.

M. M. means Maelzel’s metronome, the notes £ £
indicate the length of note to be taken at each beat
of the pendulum.

The figures are those at which the index upon the
pendulum should be placed. A simple substitute can
be made by attaching an ounze weight (a bullet of
lead is best) to a piece of thread. Allowing this
to swing, and varying the length of the thread ac-
cording to the following scale, it will be found suffi-
ciently accurate for the purposes here required.

Metronome.  String.—Ins.

Waltz.ooooiernneaenns d 7 23 One beat to a bar.
“Galop evereenieennes d 76 22 “ “
Polka.coooernnaanenns d 108 11 Two beats  “
Polka Redowa........ d 60 36 “ “
Schottische ceceevseeee d 7 21 “ “
Knickerbocker ........ d 7 21 “ “
Polka Mazurka....... d 56 43 One beat  “
Five Stepeccecacranaes < 144 [ Five beats “
Quadrille ...... covanne o 104 n Two beats ~ ¢
Lancers.....ceeseeee . d 104 11 “ “
Varsovianna..... ceeen 54 49 Onebeat “

Court Quadrille..... wd 76 21 Two beats



CHAPTER VI.
GALOP.

Motions, Time, Accent.—Method of Practice.—How to Turn
to Right and Left.—To Change.—Deux Temps.—Why it
should be Named the Ignoramus Waltz.—Motions.—Time
and Accent.—Trois Temps.—Four-Slide Galop.—An Agree-
able Change.

- THE galop is selected for a beginning, being tlie
simplest both in motion and accent. Itis in two-four ~
(2-4) time, requiring but two of the radical motions,
viz., Slide and Change, in the following succession—
slide, change, slide.

Accented to music.

% ¥ y .. 3
RN EEEEEERE
wmeg=ed 3§ 34§ §33§8F

etc.
| Zen Right. Lest. | Rieht. |

The dance consists of the repetition of these three
motions in every possible direction.

Method of Practice.

A beginner should commence with side slides, two
to the left, two to the right, repeated to and fro many
times; then forward slides, following a straight line,
two with left, two with right, as far as space will
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allow, and backward upon the same line, two slides,
with alternate feet.

Note—In order to save great repetition in the description
of this or any other dance, let it be understood that when two
or more slides are directed for the same foot, the inevitable
change, which must occur between those slides, will not be
mentioned.

After these are fully accomplished, then follows:

Turning, while Making the Same Motions.

Experience proves that beginners are frequently
unable to decide readily which is the left or right
turn. A simple way to determine this is to extend
the right arm to the right, the face turned in the
same direction ; then, by turning round bodily, as on
a pivot, following the right arm, the right turn is
made.

Extending left arm, facing left, and turning in same
manner, following the left arm, makes the left turn.

Right Turn.
Point of beginning.

Stide  Change  Slide o=~ Slide  Change  Slide
Left foot. . Right foot. :

The gentleman begins as if facing the bottom of
this page. :

After making two slides along the first line with
left foot, as shown in the diagram, and while pois-
ing upon that foot, the body is thrown or twisted
half round to the right, keeping the heel from the
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floor, so that the foot may turn with the body; dur-
ing this turn, the right will follow the dotted line
until ready to fall upon the succeeding straight line,
upon which two slides are made with right foot, fol-
lowed by a half turn upon right foot, similar to the
one described for the left, during which the left will
follow the dotted line, until it is ready to fall upon
the next straight line. This is one complete revolu-
tion. All being alike, other examples are unneces-
sary. ¢

The lady would begin as though facing the top of
the page, making the first two slides with the right
foot, and the half turn upon the same; the second
two slides upon the left foot, with half turn upon the
same.

Left or Reverse Turn.
Stde  Chamge  Slide Siide  Change  Slide
Left foot. Mo Right foot. e

After the first two slides with left, the half turn
upon left must be to the left, causing the right to fol-
low the dotted line as above ; and after the two slides
with right, the half turn must be to the left, left foot
following the dotted line. Motions for the lady are
precisely the same, but she begins with right foot as
if facing the top of the page.

In practice, there will be found a tendency to dis-
tribute the turn upon all three motions, caused by the
momentum of the whole person; this ought not to
be resisted, unless there should be liability to turn
more than is required. Evenness of motion is part
of gracefulness. Brusque or sudden motions must
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be avoided at all times. Written description of mo-
tion in any case can give only an approximate idea of
the best.

It will be found that the movements of the galop
will generally assume the curved or loop form men.
tioned in “General Directions.” From this point,
therefore, it will be treated as in that form.

To Change from Right to Left Turn.

Backward Change—While turning to the right, af-
ter the half turn upon the left foot, the two slides
which follow with the right are made directly back-
ward ; then immediately upon the following two
slides with the left foot, the left turn or reverse be-
gins. When necessary to resume the right turn, after
the two slides of the right, the two slides of the left
are directly backward; then the right turn begins
again upon the right foot slides.

Forward Change.—In turning to the right, after the
two slides with the right foot, the next two slides of
the left are directly forward ; then the reverse begins
with the right. To change back again to right turn,
two slides are made with the right foot directly for-
ward, then the right turn begins upon the left foot.

Deux Temps* (Two Timey—Ignoramus Waltz.

The latter name is the more descriptive of the two,
for various reasons. First, the dance being in three

* All directions given for the galop are applicable to this
dance.
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time, it is a curious mistake to name it “ Two time.”
Second, the motions are so easy to learn that many
men attempt the dance without preparation. These
are the motions used by those whom we see “tear-
ing” about with great athletic vigor, more frequently
observed among certain of our English cousins than
among us. These are they who *just get their sis-
ters to show them what it is,” and away they go in
full quarter-stretch time. The only difficulty of the
dance is in the accent. When in two-four time, the
motions are those first taught to children, who learn
it with great facility ; but the same motions to three-
four time are at first beyond their understanding, and
so it is with children of larger growth; consequently,
out of twenty couples attempting the dance, it is rare-
ly that more than one or two will be in true accent.
When the motions are well executed in appropriate
accent, by those who know what it is they are doing,
it is certainly not an ungraceful dance, and is at times
very pleasurable, from this peculiarity of accent.

ACCENT. .

Trois Temps (Three Time).

MuJ:Sfo - R Y %
¥ e ¥ N e o~
3 3 3 .
3 3§388 §44§43%




GALOP. 49

Here we again have three-four time, but with a
different division of notes, giving a change of accent.
All the directions given for the galop are again ap-
plicable, the variation from that dance being simply
the addition of one slide, requiring two slides before
commencing each half turn.

Four-Slide Galop.

The directions for the galop are applicable in this
dance also, observing that three slides occur before
beginning to turn, four bars being required for one
complete revolution.

A very agreeable change is made by alternating
the two-slide with the four-slide galop; that is, com-
mence with left, two-slide galop with left, two bars,
then four-slide with left two bars, as this latter causes
only half a turn; commence the two-slide for two bars
with right, then two bars with right of four slides,
which again makes but half a turn, so that the two-
slide begins again with left.

© 3



CHAPTER VII.

RACKET AND POLKA
* AND THE VARIOUS DANCES FORMED FROM THE SAME MOTIONS.

Motions, Time, and Accent.—Not a Round Dar~e.—Racket
Waltz or the “Society.”—Two-Slide Racket.—Three-Slide
Racket to Galop and Waltz.—Polka Redowa.—Polka Ma-
zurka.—~Esmeralda.— A Pleasant Variation.—Bohemian.—
Combination.—Old and New Varsovianna.—Old and New
Five-Step.—A Curious Illustration.—Schottische.

HERE, again, we have to deal with but two mo-
tions, and they are the same used in forming the
Galop, viz., Slide and Change.

Galop Racket (or One-Slide Racket).
This requires one slide and two changes, accented
as follows: :

ACCENT.
Le&‘ Right. Left.‘ Rig‘ht.
: S X LR & s %
e iy ¥ Sl3 ¥ Fly ¥ Blz § §
: 5§ § 8| & §(8§ § €/ § ¢©
$ === — e
Laov.l Right. Left. Ri‘ll(. 1 Left.

This cannot be said to be a revolving dance—say,
_rather, a dance of angles, there being no full turn.
The learner should begin by repeating the motions,
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to and fro, sideways, one bar each way, being careful
not to throw the foot out farther than will allow the
toe to touch the floor when making the two changes.
By simply changing the angle of the slide to every
possible direction, the whole dance is accomplished.

Racket Waltz (One-Slide Racket in Waltz Time).

MM. j=72
‘hg. p m‘b&‘\ Ldﬁ. > Ri‘&“
sl ) 9 § ) -
Gm.:g ® % > X x 5 ® .§ ® ®»
5 33|13 d4|8 4|8 &3
etc.
Laov Risht | Lt | Righe Lt |

The racket, in this accent, is that unfortunate dance
known as the “ SOCIETY,” and is the medium through
which not a few show an entire absence of good taste
in motion.

& woSlzde Racket to Mazurka or Polka Redawa.

Three-Slide Racket to Galop.

" To GALoP.
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Changes are made, giving pleasant variation to these
motions, by alternating the one-slide racket with the
three-slide.

To Garor.

s 3 s S s S
s i fsdids s i
8 § § § § € § 3 § €
| Let. | Right. i Left.

Saﬂc/ordhr/nf
To WALTZ

Same for opposite fool.

Polka* and its Dertvatives.

In this class of dances two other motions are intro-
duced, viz., the Leap and Hop. We have, therefore,
slide—change—leap—hop—sideways either to right

or left.
ACCENTED TO THE Music.
MM, J

Right. Left. Right.
& ‘ s \
5333843
- = etc.
I'An'.l m" l m’. l m““’ l M_l .

Gnrr.

Ckam
Lm[
Slide
Change
Leap
Hop
Lu[

The same method is applicable to this as to the

* Introduced to my pupils in 1845.
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galop, that is to say, the revolutions should be
learned, following a straight line.

Starting with the left foot, as for gentleman, at
the slide no turm is made; at the change begin to
turn to the right; at the leap turn still farther; at
the hop, or rather between the leap and hop, finish
the half turn, so as to commence with the right foot,
and by following the same method the turn will be
completed, the pupil advancing along the line.

The explanation given in * General Directions,”
in regard to making one half the pivot of the other
half, must never be forgotten.

To Reverse or Turn o Left.

. The same motions are made, but the pupil is re-
volving or turning to left while executing them.

Pursuit.

One dancer follows the other; one going back-
ward, the other forward.

The same four motions are used, not sideways, but
forward or backward, as may be required.

1t may be remarked that a better and more grace-
ful effect is produced when the hop is reduced to
the smallest possible amount ; a rising and falling on
the foot without leaving the floor is preferable to a
more distinct hop.

In changing from the right to the reverse, or left
turn, one bar must be made as in the pursuit.

W b
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Polka Redowa*
PoLkA To REDOWA MusIC,

~ Same directions as for Polka.

Polka Mazurka.t

Combination of Polka and Mazurka.
The polka as already described, omitting the hop
Mazurk—slide—change—hop.

"For example, sideways with left foot. After the
slide and change, the left foot is held from the floor
while the hop is being made upon the right. It will
be observed that there is no return in the opposite
direction; the three motions, therefore, can be repeat-
ed only in the same direction, either to right or left.
When followed by the polka the change of direction
is available.

‘ACCENT.

During the first bar no turn occurs, in the second

* Introduced in 1852. t Introduced in 1850,
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the turn is the same as the polka. All the changes
may also be introduced as in that dance, viz., right
and left turns, and pursuit, with the addition of the
« QOscillations,” which consist of the lady passing to
and fro in.front of the gentleman (without changing
the position of holding), that is, half round to left,
and half round to right, each half round occupying
two bars.

Esmeralda (or Three-Slide Polka).

As the second name denotes, this is simply tﬁe
polka with two additional slides.

The first two slides at the first bar are made with-
out turning; at the second bar turn half round as in
the polka; at the third bar two slides are made with
the opposite foot without turning, and one revolu-
tion is completed by turning half round at the fourth
bar. - -

All the various changes of direction (reverse and
pursuit) occur in this dance as in the polka, the suc-
cession of the motions being always maintained.

A pleasant way of varying this dance is to make
the threeslide polka two bars, then one-slide polka
two bars, turning once and a half before sliding three
times on the opposite foot.
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Bokemian* (or Heel-and-Toe Polka).

This is one of the eccentricities of dancing, not
graceful unless exceedingly well executed.

Place the right foot in the second position, but
with the toe turned upward, heel upon the floor; at
_ the moment of placing the heel down hop upon the
left foot, so that the two motions are simultaneous.

Next place the right foot in the fifth position be-
hind the left, but with the heel raised (by bending
the right knee). Just as the toe is placed upon the
floor make a second hop upon the left foot.

The two motions, occupying one bar, are followed
by one bar of the polka, turning half round, when the
Bohemian occurs with the opposite foot, again fol-
lowed by the polka half round. The most agreeable
way of using these motions, which in a measure re-
moves the monotonous effect of the recurring heel-
and-toe, is to repeat the Bohemian four bars, then
the onesslide polka four bars.

* First introduced as one of the movements of the original
polka.
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Combination Polka,
Combining Bohemian, Esmeralda, and Polka.

Recommence with the opposite foot.

Varsovianna* (old). -

This dance is composed of polka and mazurka mo-
tions, the peculiarity of the dance consisting in the
stop after each half turn, when the foot is extended
to the second position. In another way, say, starting
with left foot,

Polka Redowa half round, . . Ibar.
Stop and point right foot, . . 1 “
Repeated { pojia Redowa half round, right foot, 1 “
Stop and point left foot, .« e “
Mazurka with left foot, . .
Polka Redowa half round, left,
Stop and point right, . .
Mazurka with right, . .

(]
<«
"
"

"

Polka Redowa half round,
Stop, pointing left, .

"

ot ) > o N e

* First seen in Paris, and introduced to my pupils in 1853.
3*
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Continuing, with the same succession, throughout

the dance.
Varsovianna (new).
Slide and slide, change, leap, left,. . I bar.
) Stop and point right, . . .
Fr“;“ Plt':;'“ Slide and slide, change, leap, nght, e
pea Stop and point left, R
Repeat same . . 4 “
Slide, change, hop, slide, change, hop, lefr., 2
Slide and slide, change,leap, . . . 1 *
Stop and point right, . . b B
Slide, change, hop, slide, change. hop, nght. 2z -
Slide, change, leap, right, o s . “
Stop, pointingleft, . . . . . 1 “
ACCENT.
MM. ] = First Phrase.

Same _for other foot.

Same for other foot.
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Five Step.* .
This is a peculiar dance in five-four time, for which
we have but few musical compositions. It consists
of the mazurka with leap and hop.

ACCENT.
MM. J=144.
S &
ow. ¥ s ¥ 3§ 3 ¥
S EEESEEER Y
2 e
="
§ 5 § § £33 5 &8 § 3
)
'1,.\\5_? -
Jds il fdryoe

T Ay : 7, h
ete.
g Sa;wnmmf'amaud.

The turn is made at the leap ; hop (fourth and fifth
motions), two bars being required for one revolution.
At the moment of making the last hop (fifth motion
of each bar), the disengaged foot should be brought
to the first position, so that the heels will touch si-
multaneously with the hop.

New Five-Step, -
A very agreeable change is made by making two
slides at the first and second motions, and at the
third a change instead of the hop.
The accent will be seen under the music.

* Introduced in 1849.
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This dance is a curious illustration of the effect of
education or habit. If the music is placed before a
musician, who may be a very thorough one, he will
very likely exclaim, at first seeing it, “ that the time
is unnatural,” and will probably have some difficulty
in playing it; yet children, even of four or five years
of age, learn the dance and its rhythm as easily as the
galop or polka.

Surely, the unnaturalness cannot be in the children.

Schottische*

The schottische consists of two phrases with the
motions used in the polka, viz., side—change—leap
—hop.

First Phrase—Slide, change, leap, hop; repeated
twice during two bars.

Second Phrase—Leap, hop; repeated four times
during two bars.

MM, J=76.

* Introduced to my pupils in 1849.
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Manner of Dancing.

The first phrase, to and fro sideways, without turn-
ing, during two bars.

The second phrase, turn half round with each leap
and hop, making two complete revolutions during
two bars.

As a variation, turn half round upon each of the
first two bars, as well as turn during the leap and
hops.

The same changes are made as in the other dances.

Turn to right, turn to left (or reverse), and pursuit.



CHAPTER VIIIL
WALTZ AND KNICKERBOCKER.

Survival of the Fittest.—A Picture of Good Waltzing.—An-
other Picture.—Malaria.—Motions, Time, and Accent.—
Turning and Pursuit.—Six Examples of Accent.—Length
of Motions. — Starting. — Knickerbocker. —Its Origin, —
Knickerbocker to the Waltz and Galop. — Redowa.—Its
Origin.—Hop Waltz.—Boston.

THE WALTZ.

WE have now arrived at the culmination of modern
society dancing, the dance which has for fifty years
resisted every kind of attack, and is to-day the most
popular known. From palace to hovel its fascination
is supreme, and it is truly worthy of this universal
love, for no other dance so fully gratifies the sense of
rhythmical motion as the modern waltz with its poetic
time and phrasing.

What is so charming as to see a couple of our
young people, just blooming into manhood and
womanhood, gliding about here and there in perfect
accord of motion, rhythm, and sentiment with the
strains of one of those exquisite compositions of
Strauss or some other master, the ever-varying mel-
ody and harmony of the music suggesting to the
dancers ever-changing expressions of motion. At
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first a legato movement, smooth, flowing, and gentle;
a beautiful bud, as it were, promising a glorious
flower. The dancers glide over the floor in subdued
joy, scarcely yet awake to the full meaning of their
pleasure. A burst of harmony, changing the key,
and introducing a more vigorous thought in the
music, the dancers, in delighted sympathy, spring
about with more and more action.

“See how like lightest waves at play, the airy dancers fleet,
And scarcely feels the floor the wings of those harmonious feet.

» » » » * »
So sport the docile footsteps to the heave of that sweet
measure,

As music wafts the form aloft, at melodious pleasure.” *

In another strain, the tone poem may express that
gentle sadness which so frequently flows in upon us
when very great happiness is experienced. Our
poem of motion quickly yields to the sentiment, ex-
pressing it in subdued action, for who can bound
about in such a mood?

Suddenly the major supplants the minor— forte-
crescendo-poco-a-poco-crescendo-fortissimo. The mu-
sic is full of electricity; this reaches the dancers; they
spring about, as if the previous gentleness had renewed
all their vigor for the rapture of this strain, where
both music and dancers seem to be overflowing with
vitality and joy. Let us draw another picture:

A man approaches a woman, tucks his arm under
her shoulder, she seizes that arm above the elbow,
with fingers well under, as if to tickle him. She will

* Schiller.
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then perhaps lay her anointed locks upon his snowy
shirt-front, mingling her crisp frizzes with his flowing
whiskers. He extends his left hand, palm upward,
as though catching rain, she seems to plaster hers
on top of it, both arms extended in imitation of a
pump-handle. Or perhaps he may take her hand, and
place it behind, in close proximity to the two buttons
at the top of his swallow-tails. They are now ready,
and commence with a simultaneous kick sideways;
then there is a slide, and a tremendous sway in the
opposite direction ; then the kick is delivered on that
side; another slide and sway sends them back again;
and so they continue to kick and sway.

The music may express every possible accent, or
shade of sentiment, yet these dancers will continue
_ their kicking and swaying, unconsciously proving, in
their case at least, that, “ A little knowledge is a dan-
gerous thing.” When asked what they are doing,
they tell us they are dancing the “ Society,” a substi-
tute for the waltz, forsooth: but this has the same
relation to true waltzing that “ Hey, diddle, diddle, the
_cat and the fiddle,” has to true poetry. Such sorrow-
ful pictures may be seen, unfortunately, not always
confined to the ignorant or vicious.

Another curious phase of manner may also be oc-
casionally seen, arising, as it is said, from the preva-
lence of that fashionable disease, Malaria ; this causes
the arms of many of our young people to shake ter-
ribly while waltzing. If the cause given is a true one,
then we can only pity them for their misfortune, as
it can scarcely be believed that any one would do as
they do intentionally.
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The Waltz Motions.

The following is the simplest form of the waltz
motions, and the best way for a beginner to learn is
to adopt this form:
1st Motion. Raise right, in fourth position, and leap
forward, say eight inches.

2d “  Placeleft in second position, and slide to
side twelve inches, not forgetting to
transfer the body to left foot, leaving
right in second position.

3d “  Change from left to right (slight spring),
at the same time raise left in fourth
position behind.

4th  “  Leap backward upon left, say, eight
inches.

sth Extend right to second position, and
slide, say, twelve inches, not forgetting

~ to transfer the body to right.

6th “  Change to left, at the same time raise
right in front, ready to begin the same
series of motions again. '

These six motions require two bars of music.

Reverse.
1st Motion. Leap forward on left.
2d «“  Slide to right. -
. 3d “  Change to left.
4th % Leap backward on right.
sth “  Slide to left.
6th “  Change to right.
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Pursuit (Forward).
1st Motion. Leap forward on right.
2d ¢«  Slide forward with left.
3d “  Change forward to right.
4th Leap forward on left.
sth “  Slide forward with right.
6th « Change forward to left.

Pursuit (Backward).
1st Motion. Leap backward on left.
2d ¢«  Slide “ with right.
3d “  Change * to left,
4th  “  Leap “ on right.
sth “  Slide “ with left.
6th “  Change « to right.

- Before going further, a learner should make himself
complete master of these four movements, so that he
can execute them at any speed, making them in
reality a memory of the muscles, not of the mind.

Waltz—Turning to Right.
Two bars of music are required for each revolution.
One bar may be termed the progressive, the other
the pivot.

1st Movement. Leap forward upon right.

2d “ Slide left.

: In making this slide, turn to the
right, so that the slide will follow
the same direct line forward as the
leap.
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3d Movement. Change to right.
At this change, complete the half
turn with left foot raised behind.
4th “ Leap backward upon left.
sth “ Slide backward with right.
At this slide continue the turning
to the right, keeping upon the same
, line.
6th “ Change to left.
Complete the second half turn,
resting upon left with right in
front, ready to recommence the
same series of motions.

Turning to Left, or Reverse.

1st Motion. Leap forward upon left.

2d “ Slide right, at the same time turning to .
left.

id « Change to left, completing the half turn.

4th  “  Leap backward upon right.

sth  “  Slide left, turning farther to left.

6th “  Change to right, completing the second
half turn.

Backward Change from Right Turn to Reverse.

After as many revolutions to the right as may be
pleasurable, one bar is made as in the pursuit, with-
out turning; this brings the right foot behind, raised
for the leap, which is made directly backward, but at
" the slide which follows a turn is made to the left,
the other half turn being completed at the change,

when the reverse is continued as described above at
4 ¢ A thenTt 2.2 .4.¢.6,
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Forward change from right to reverse—When it is
necessary to change one bar is executed straight for-
ward, as in the pursuit, which leaves the left foot in
front, raised for a leap, which is made straight forward ;
the following slide with right foot should turn the
body to the left,and at the change the half turn is
completed, and is followed by the other half turn, as
described above at 1, 2, 3, 4, 5, 6, following.

Various Accents that are Given to the Waltz in
' Dancing.

.
I
¥
4 Leap
Slide
Change
Leap
Slide
Change
Leap
Slide
Change
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The first four examples (to the waltz) show the
difficulty encountered by two persons dancing to-
gether who have not the same accent. The first is
recommended as giving more smoothness to the
motions.

The length or distance covered by the various mo-
tions should not be the same at all times; freedom of
motion is one of the great beauties in waltzing, and
that cannot be produced by exact measurement.

When a couple is seen darting about from one
place to another, and then fluttering, as it were, with
short motions upon a small space, as if extracting the
very essence of pleasure from the flowers of music,
bringing to memory the fascinating movements of
the humming-bird, we feel within ourselves the
pleasurable effect of this freedom ; but the unchange-
able revolutions of others present to the imagina-

~ tion a picture too closely resembling the revolving
figures upon a hand-organ to be agreeable.
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Starting the Waltz.

To begin the waltz with the leap is somewhat awk-
ward, and for that reason many dancers adopt the fol-
lowing excellent expedient:

Immediately upon taking position for waltzing, the
gentleman slides the left foot, occupying two of the
three notes of the measure; at the third, a change is
made from the left to the right foot, leaving the left
elevated for the leap which follows; with these two
movements the gentleman places himself in front of
the lady, so that his first leap may be backward. At
the same time the lady makes a very short slide with
the right, then a change to the left foot, raising the
right preparatory to the first forward leap, which oc-
curs simultaneously with. the gentleman’s backward
leap.

It must not be forgotten that a waltz is written in
phrases of two bars each, the lady beginning each
phrase with the right, the gentleman with the left
foot; as the foregoing method of starting requires
but one bar, it is necessary to wait for the second bar
of a phrase before beginning. .

-KNICKERBOCKER. :

Although this dance was introduced and named by
me, I cannot say it is of my invention; it is rather a
copy from my own pupils. Observing a couple of
the best amusing themselves by trying to invent a
variety of motions while waltzing, I recognized the
beauty of this combination. After giving those mo-
tions form and regularity, I induced my pupils to
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learn the dance. So universal were the expressions
of pleasure that I was encouraged to compose music
for it with vocal accompaniment; those no¢ dancing
joining the others in the recurring vocal strain.

Among children, whose innocent tones of voice are -
at all times so touching to us older ones, the effect
is at once novel and charming. To give still more
zest to the dance, I also introduced an octave of
small bells, which, joined to the voices, produced a
pleasing effect.

The dance having begun its career among our
young New-Yorkers, the name Knickerbocker was
deemed appropriate. ’

These motions, when accompanying the delightful
rhythm of a suitable waltz, are certainly more in ac-
cord with our ideas of poetic motion, and more fasci-
nating to the dancers, than any other combination.

KNICKERBOCKER.
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REDOWA.

When first introduced this dance had the time of

a polka mazourka, the melody usually being smoother
and more gracful in style. It consists of the three
motions, leap, slide, change, the same as in the waltz.
The accented motion falling upon the unaccented
part of the music, at this slow speed many persons
failed in accenting it correctly, gradually falling into
the simpler succession of slide, change, leap, as in the
polka; after a time this was called polka redowa, and
completely displaced the redowa. The name was,
however, retained in the redowa waltz, and a distinc-
tion was made between that and the ordinary waltz
by springing with great energy upon the leap—the
’s” (or excessives) of those days not failing

|

‘“too-too’s
to make their disposition known by exaggerating the
leap. Our beautiful waltz of to-day is a subdued red-
owa. Those who failed in those days, finding this
redowa beyond their powers of accomplishment,
modified it to the hop waltz, as those who fail now
modify the waltz to what is called the Boston; both
of the modifications are childish forms of waltzing,
scarcely worthy of adults.
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One revolution in two bars.

BOSTON. -
ACCENT.

Step
Rise
Rise

$3 s 33323
8 8§ & 3 & §
=
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The motion step is the same as described in the
account of radical motions. When stepping with
the right foot, the left knee is slightly bent, produc-
ing the dip, from which the name Boston Dip was
derived.

In stepping with the left foot, bend the right knee.

The motion rise is simply raising the heel of the
foot upon which the step is made, marking the third
beat by the descent. The turn is made by changing
the angles of the steps, and twisting upon the foot
at the rise, while the heel is up.

Right turn, right forward, left backward.

Left turn (reverse), left forward, right backward.

: -4



CHAPTER IX.
WALKING.—SALUTATIONS.
Use of the Arms.—Walking.—Salutations.

GRACEFUL walking depends greatly upon the man-
ner of swinging the leg forward ; the knee should be
bent as little as possible, yet it must not be rigid, as
flexibility is a large part of gracefulness. When the
foot is placed down, the heel should touch barely an
instant before the forward part, and the weight of
the body should be carried forward as the foot is
put down, the knee behind being allowed to bend
very slightly. Of course the body should be erect,
as described in standing.

To walk well, means a graceful carriage of the en-
tire person. A favorite theme with writers is the
beautiful walk of the Spanish ladies.

Let us remember that this is not learned without
study and practice, which is also shown in their use
of the fan. ,

Climate has much effect upon these motions, as it
has upon the greatly praised Spanish waltz, causing
them to be slow and curved, with an expression of
languid gentleness natural to the warmer latitudes.
Angularity is a characteristic of colder climates.
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Arms.

As a general rule, the arms should be raised from
the shoulder, the entire arm rising in a curved line.
If there is any deviation from the straight line up-
ward, it should be from the inside towards the out-
side, seldom in the opposite direction—the curve
being the line of beauty. All the motions should co-
incide with that idea. Angularity should be avoided
as a serious mistake. When one hand is given, the
face should always be turned in the same direction.

SALUTATIONS.

The manner of making these motions are sure in-
dications of the standing and associations of both
lady or gentleman, but more especially of the latter.
The various circumstances of social intercourse re-
quiring their use in almost unlilmited variety, unmis-
takably show the difference between good habitual
motions and an occasional attempt.

The Bow,

The test of good-breeding.

Stand in first position.

1. Slide right to second.

2. Close the left. v

_ 3. Bend the head forward, looking downward ; this

may be described as a curling over forward.

4. Bend shoulders.

5. Commence to rise.

6. Finish the rising.

The arms should be allowed to hang in the normal
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position, loosely, so that they may swing slightly for-
"ward as the body is bent. The slide (No. 1) changes
the direction of the bow, to right or left, straight for-
ward, or, if to turn to the left, the right slides forward,
while the body turns to the left; if to the right, the
left slides forward while turning in that direction.

. Never bow while the feet are apart.

The Courtesy.

This is a combination of motions, of no little diffi-
culty, requiring repeated practice for its accomplish-
ment with the necessary ease. It is singularly artifi-
cial and unnatural, and yet is of great beauty when
executed by a well-trained lady. The best form and
method of practice is as follows: At first, the lady
should practice the bow, with all its variations, as
described for the gentleman; when entirely familiar
with those movements she should proceed to add
what follows:

At the preliminary slide mentioned for the bow,
the lady should not bring the heels together, but pass
the foot behind. For example, if the slide is made
with the left foot, the right is passed behind; if the
right makes the slide, the left is passed behind into the
fourth position, the feet being thus separated about
twelve or fifteen inches. While thus standing upon
. both. feet the lady commences to bow, but at the
same time both knees are bent outward sideways, so
that the bow and sinking down may be simultaneous.

Upon rising, the front foot should be carried back
to the one behind, so that the courtesy is finished in
the first position. :
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If the walk is begun directly from the courtesy,
the front foot must make the first step. There are
occasions when it may be necessary to walk backward
a few steps, as at very ceremonious receptions or
presentations. In this case, the backward steps
should be commenced while the body is still bent
for the bow, and it should be retained in that attitude
until the final step is made. The heel of the foot
extended backward should not touch the floor, while
the leg should be pushed backward as straight as
possible. In this way, if the lady is “en traine,” the
skirt is pushed backward out of the way at each
step, obviating the exceedingly unpleasant “faux
pas” of stepping upon the skirt. '

The preliminary slide is used in changing the direc-
tion of the courtesy. If to the right, the left foot is
extended in front, while the body is turned to the
right, so that when fully turned to the right the right
foot will be to the side in second position, that foot
is then passed behind as described above. The same
when turning to the left; while turning, the right is
extended and the left passed behind.

Every degree of respect may be indicated by the
courtesy and bow in their several forms, from the
supercilious nod, which says, “ How are you, Billy,”
with an upper inflection of voice and sneering ex-
pression, to the movement which plainly means, “I
present myself before you with profound respect.”

Passing Salute.

The passing salute is the same for lady and gentle-
man. It is,in fact,a slight bow or curved inclination
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forward, from the hips upward. The important point
to be observed is, to make that inclination forward
just as the left foot is placed down in walking when
the person saluted passes on the right. If to a per-
son passing on the left, the inclipation is made just
as the right foot descends; the face, in both cases, is
turned towards the person saluted. No check, how-
ever, should be made in the natural walk.

When the hat is removed in saluting it should be
with the hand on the side opposite the person pass-
ing, other circumstances allowing.



CHAPTER X.

QUADRILLE
AND OTHER FIGURE DANCES (SO-CALLED SQUARE DANCES).

Manners in this Dance.—Want of Good-breeding. — Conse-
quence of Attention to these Dances.— A Hint on Eti-
quette.—Motions, Time, and Accent.—Formation.—Head
of Room.—The Figures as Danced at Present.—The Origi-
nal Form.— Modifications Introduced. — Extra Figures.—
Polo.—Caledonians.

AT no time are the habits of good-breeding so evi-
dent as when moving through the figures of this
class of dances. This will be readily appreciated by
those who have enjoyed the good-fortune of joining
a set composed of cultivated persons. Each one
appears to vie with the others in efforts to increase
the general pleasure, at one time advancing in a pleas-
ant manner to meet the opposite couple, then courte-
ously presenting hands; at all times a conscientious
readiness and visible pleasure in doing the part re-
quired render the entire dance a mutual interchange
of kindly consideration and a consequent satisfaction
to all.

We may easily conceive that when one is used to
such movements in dancing, they are not forgotten
at other times. How different the same dance is
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without this element of good-breeding many can tes-
tify from experience.

You have been induced perhaps to obtain a part-
ner in order to complete a set lacking one couple;
you take the place, feeling under an obligation to
be fully prepared to aid the others in the execution
of the various movements, naturally supposing that
those you assist are actuated by the same sense of
duty. Your first experience may be, when, after the
salutation to your partner, you turn to the lady at the
~ side, with the expectation that she will be ready to
receive your compliment, and thus prepare the way
for a series of movements equally agreeable to both.
A keen sense of disappointment occurs when you
find your polite motions ignored—the young person
being too much engaged in entertaining her part-
ner to remember her duty to others. You advance
to take hands, and find the person opposite suddenly
drops her previous animation, and presents her hands
to you in a way that unmistakably says, ¢ This is en-
tirely compulsory, and I don’t like it;” turning with
you in evident anxiety to fulfil the disagreeable duty
as quickly as possible. - This manner is repeated in all
the many movements which occur in such a dance,
making the duty you and your partner have assumed
anything but pleasurable; you feel a sense of injus-
tice in the fact that at every moment these others
are taking from you that which as truly belongs to
you as your own property, viz., the right to an agree-
able period of pleasure. A kind of resentful indif-
ference soon makes itself felt, and the dance, which
should have been a gentle contest of kind attentions,
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degenerates into a competition of supercilious indif-
ference not creditable to those engaged. It is not
surprising, therefore, that persons of sensitive nat-
ure should shrink from such encounters, and, when
not among intimate friends, content themselves with
those dances that require but one partner for their
execution.

There is, perhaps, stronger individuality shown in
the manner of making the simple motions required
in these “square” dances than at any other time,
and they reveal the habits, education, and surround-
ings of those dancing, as is shown in the stately
movements of a court ball, and in other forms of fig-
ure dancing, through every descending phase down
to the notorious can-can, which is only a quadrille
danced by gross people, who make motions outrag-
ing decency. Unfortunately, so little attention has
been given to these dances of late years that when
a quadrille is required to open one of our great balls,
scarcely eight persons can be found capable of ren-
- dering the dance worthy of the occasion or of them-
selves. )

When once a place is taken, and the other dancers
see that it is accepted, a change to another set should
not be made except under very exceptional circum-
stances, and then not without proper apologies, nor
until another couple is found to assume the place
vacated. Etiquette, justice; and self-respect require
this.

Motions.

All figures may be executed by the aid of three

motions: ‘

4*
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1. Walk (Pas Marché).—No explanation is neces-
sary, except that it is better to push the feet about,
not raising them from the floor.

2. Slide (Chassé), as explained in “ Radical Mo-
tions” for two-slide galop or side slides.

3. Balancé.—The English word balancing might
be used, as somewhat descriptive of the motion.

Balancé, Forward.

1. Step forward on the right, balancing on that
foot. ‘
2. Extend the left, to second position.

Balancé, Backward.

1. Step backward on the left, balancing on that
foot.
2. Extend the right to second position.

This is also executed twice forward, with alternate
feet, and the same backward.

Movements.
FORWARD AND Back.
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BALANCE.
1: %
S
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b ' Forward. Backward. |
BaLANCE, FORWARD AND BACK.
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Movements.

The original quadrille probably contains two thirds
at least of all the movements used in any of the fig-
ure dances. It is upon this that all subsequent com-
positions of the kind are based. A minute descrip-
tion of them will, therefore, enable a learner readily
to comprehend other combinations.

Formation in Square.

2d Couple.

L@

i

'
" ot %
%S Side i Couples. Fg
Sreeeeeees s of
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L

6. L.

st Couple.

(G. for Gentleman. L. for Lady.)
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The head of a room, by which the position of the
couples is determined, is rarely designated. The po-
sition of the music is sometimes adopted as the head,
but that appears somewhat awkward, when the or-
chestra is at the side. If the entrance is at one end,
then it seems natural to adopt the opposite as the
head. In private houses the end of the drawing-room
towards the street is usually taken. This being deter-
mined, the first couple would face the opposite end,
the second face the first, third on the right of the
first, and fourth facing third.

The figures are first described as danced at the
present time; then according to the original form,
followed by the various modifications that have been
introduced in successive years.

. First Figure.
Introductory salutation to first strain. 8 bars.
(Alike in all square dances.)
1st Movement. Right and left (Ckaine Anglaise). 8 bars.

2d “ Balance. 8 bars.
3d “ Ladies’ chain. 8 bars.
This to the “da
4th “ Ba.lancc{ capo” to the }8 bars.
first strain.

Describing them in the order as above:
Introductory Salutations.

For Lady.—Slide the right foot towards the cen-
tre of the set, at the same time turn to face
your partner; courtesy with the left behind;
then slide back to place with the left, at the
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same time turn back to your partner; slide the
right outward, and again courtesy with the left
behind ; then slide back to place and side to
partner.

For Gentleman.—Slide the left forward, at the
same time face your partner, bring the right to
left and bow ; slide the right back to place,
and turn back to your partner; slide the right
_outward, bow and return to place by sliding
“the right foot.

1st Movement.
Right and Left.

. Two couples cross over; when crossing, the two
ladies pass between the two gentlemen, each

" lady giving her right hand to the opposite -
gentleman’s right; immediately upon passing
through, which should be at the fourth step,
the right hand is disengaged and the left given
to partner’s left ; at the fifth, sixth, and seventh
steps the partners pass each other across the
line of advance, the lady in front ; and when ar-
riving at the halt, the lady should be upon the
gentleman’s right, both facing the opposite
side (their own places) or point from whxch'
they started. .

This requires music, 4 bars.

Going across is kalf right and left.

Going and returning is known as Right } 8 bars.
and left.

2d Movement.
Balance.
- This movement must not be confounded with the
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motion Balancé, though the same word is used
for both. The confusion arose in this man-
ner: Originally the word described the mo-
tions used at this part of the dance, which
were balancé and turn partners. Latterly, va-
rious other movements have been introduced
taking the place of these, but the word &a-
lancé has been continued as indicating that
part of the music.

A distinction may be made by using éalance for
the movement, and balancé for the motions.

Origzinal Form of Balancé.—The two couples who
are executing the other parts of the figure stand face
to face with partners.

They balancé forward and backward. Four bars.

Then turn partners. Four bars.

In turning partners the lady and gentleman take
both hands, holding them downward, but extended
out slightly, and then walk round each other, each
walking upon the same circle, ending in original
places, always going to the left.

Second Form of Balancé.—The gentlemen take
partners’ hands crossed in front right above the left;
standing face to face, both couples slide seven times
in succession across the set, passing to the right and
returning to places with the same slides and upon
the same side.

Third Form.—Same position of hands. Only three
slides are used, to and fro, which must be repeated.
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Fourth Form.—Take one hand, the dancers stand-
ing sideways (lady’s left, gentleman’s right); walk
across, passing to the right of the opposite couple;
at the seventh step both turn half round, change
hands and walk back to places.

Fifth Form—Hands the same; walk three steps,
and three backward and then turn partners.

3d Movement.
Ladies’ Chatn.

Two ladies cross over, giving right hands in pass-
ing, then give left hands to opposite gentle-
men, passing round until the opposite lady’s
place at the right of the gentleman is reached,
at the same time the two gentlemen follow
their partners, each extending the left hand
to receive the opposite lady as she advances
towards him, and so handing her round to his
partner’s place, he stopping in his own.

This is half ladies’ chain, requiring 4 bars.

Repeating the same movements in returning
to places forms the whole ladies’ chain. 8
bars.

4th Movement.
Balancé.

As described at 2d movement. 8 bars.

Originally the 4th movement was half prome-
nade, half right and left.

In the half promenade two couples take each
one hand of partner, and walk across to the
opposite couple’s place, passing to the right.
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Half right and left as described in 1st movement.
These four movements are repeated once by the
head couples, and once by the sides.

Second Figure.
Wait. 8 bars.
1st Movement.
Forward Two.
, Two opposite couples forward and back. 4 bars.
2d Movement.
Cross Over.

Same two couples cross over, ladies pass-
ing between, not giving hands nor
turning round, except when on the
other side, when each faces partner.

3d Movement.
Pass Partners.

The same couples balancé forward and )
back, passing in going forward, also } 4 bars.
in going back, ladies inside.

4th Movement.
Recross to Places.

4 bars.

Same as 2d movement. 4 bars.
sth Movement.
Balancé. .
Same as described in 1st figure. -8 bars.
Repeated twice by head couples and twice by
sides.

Originally, two persons only executed the 1st, 2d,
3d, and 4th movements, hence the words * forward
two.”
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Third Figure.
 Wait. 8 bars.
1st Movement.
Right Hands Across.

Two opposite couples cross over, each )
lady giving the right hand to the
opposite gentleman’s right, all turn-
ing to face when passing; disengage
hands, then separate backwards; this
brings each couple to the opposite
side, with ladies on the left of their
partners.

2d Movement.
Left Hands Back.

The same couples return, giving their )
left hands; when past the other
couple they turn and face without
disengaging hands; each one then
gives the right hand to partner’s right,
forming a circle; in order to do this,

_the ladies cross the right arm over
the left. - . S
3d Movement.
. Balanc¢ in Circle. _ :

While holding hands in circle, all bal-
ancé; but the step should be more
to the right than straight forward, ¢ 4 bars.
and more to the left than straight
back.

4th Movement.
Cross Over.

> 4ba.rs.

o

+ 4 bars.

P
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The two couples disengage hands, re-
taining partners, and slide or walk
round to right, continuing until each
reaches the other couple’s place.

sth Movement.
Two Opposite Ladies Forward and Back. 4 bars.

With walk or balancé. :

6th Movement.

4 bars.

Two Gentlemen Forward and Back. 4 bars,
7th Movement.

Four Forward and Back. 4 bars,
8th Movement.

Half Right and Left to Places. 4 bars.

. Each figure repeated twice by head couples, and
twice by the sides.

Originally, the 1st and 2d movements were exe-
cuted by one lady and the opposite gentleman; at
the left hand back, retaining the left hand, each gave
the right hand to partner’s right, thus forming a line
across the set.

At the sth and 6th movement also, one lady and
the opposite gentleman executed the forward and-
back, forward again, and dos-3-dos—which is to pass
round each other back to back; this was afterwards
modified to going forward and back twice, the second
time making salutations before going back.

Fourth Figure.
Wait. : 8 bars.
1st Movement.
Forward Four and Back. 4 bars.

(Opposite couples.)
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2d Movement.
Leave Lady on Opposite Side.

The same couples forward a second time, )
when the first gentleman hands his
lady to the opposite gentleman, the
lady taking his left hand with her ¢ 4 bars.
left, then all go backward, the first
gentleman alone, the three together,
alady on each side of the gentleman. J

3d Movement.
Forward Three and Back.

The two ladies face outward, so that
while the gentleman walks forward,
they are going backward in the same
direction. :

4th Movement.
Change Ladies.

The three go forward a second time; at )
the same moment the single gentle-
man walks forward to meet them,
and while in the centre the second
gentleman transfers the two ladies to
the first gentleman, who goes back-
ward with them, while the other gen-
tleman goes backward alone. )

s5th Movement.
Forward Three and Back.

In same manner as at 3. 4 bars.

6th Movement.
Forward and Stop.

The same three forward a second time,
and stop while the single gentleman } 4 bars.
advances to meet them.

4 bars,

- 4 bars, -
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7th Movement.
Hands Round,

The four take hands in a circle, and
slide or walk round to the left, con-
tinuing until each couple arrives at
the other’s place.

8th Movement.
Half Right and Left to Places. 4 bars.
Each figure repeated twice by the heads, twice by
the sides. .

4 bars.

First time the 1st lady passes over to the 24 couple.
Second « 24 “ “. “ Ist «
Third =« 34« o« W g
Fourth “« 4th “« ‘¢ “« 3d “«

Originally the 5th and 6th movements were a solo
for the single gentleman, who then took occasion to
show all his skill ; at times motions of great difficulty
were introduced.

This was first modified by the gentleman going
forward and turning the two ladies, the opposite lady
first, then his partner.

Fifth Figure.
Wait. 8 bars.
1st Movement. .
Ladies’ Chain. . 8 bars.
2d Movement. Forward Two.
3d “ Same as 1st, 2d, 3d,and
4th  « 4th movements of 2d [ '© birs.

Sth  « figure.
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6th Movement. :
Balancé. . 8 bars.

After repeating these movements four times,
twice by the heads, and twice by the sides, at
the second eight bars of the first strain.

7th Movement.
All Chassé Across.

All standing side to side with partners,
the lady a little in advance, all slide
sideways three times, lady to left in
front, gentleman to right, thus pass-
ing or crossing each other, then all
balancé once forward and once back-
ward ; repeat the three slides going
back to places, lady again in front.
All then turn to partners and make
the concluding salutations. J

> 8 bars.

Originally, @/l promenade was used in place of ladies’
chain. The movement consists simply in the couples
following each other in walking round the circle of
the set, holding partner’s hand.

QUADRILLE IN LINES. - '
L..G'..'-L. G...oLo Gooo-Lo G--..Lo G..-.Lo Go:coLo Go’ etcoy

any number.
6. L....6.L....6. Li...6 L....G. L....G. L.... G. L., etc,
~(When in this form, each number is repeated twice only.)

In Europe this is more .generally adopted than
-with us. As a vis-d-vis only is required, this form
affords an excellent method by which we can avoid
those unpleasant people who intrude themselves
without previous knowledge, either of motion or
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movement, and who, not expecting to have much
pleasure, are satisfied with the idea of learning; at
the end the egotism of such persons will frequently
prompt them to say, and believe, “ that they were as
successful as the others, as they all occasionally ap-
peared to be in great confusion,” their lack of infor-
mation blinding them to the fact that they alone
were the cause. After thus marring the pleasure of
the other unfortunates, they retire to their seats quite
satisfied with their doings. Surely such persons do
not remember the Golden Rule; could they do so,
self-respect would prevent such mistakes.

Would it not be quite as reasonable to take part
in a chorus, without previous knowledge of music?

Fig Figure.
Hands all Round. 8 bars.
All ladies to the right, balancé to, and turn, } 8b
the next gentleman on their right. ) ars.
In the same manner balancé to, and turn, } 8 bars.
the next gentleman.
In the same manner balancé to, and tum,} 8 bars.
the next gentleman.
Finally, all balancé to, and turn, partners. 8 bars.
Hands all Round. 8 bars.
All the gentlemen to the right, passing
their partners, balancé to, and turn, the } 8 bars.
next lady on their right.

Same to each lady of the set, and finally }
24 bars.
to partners.
Hands all Round. ' 8 bars.

All Chassé. 8 bars.
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Cheat, or Cogquette.

First Couple Balancé to Right.

Forward and back; forward again and turn, giving
both hands to opposite persons. Balancé to
the next couple, then to the fourth couple, and,
finally, balancé to and turn partners.

Third Couple Balancé to Right.

And the same as above.

Second Couple Balancé to Right.

- And the same as above.
Fourth Couple Balancé to Right.
And the same as above.

This figure derives its name from the privilege al-
lowed after balancing, either to turn the opposite
person, or make a feint to do so, and suddenly turn
some other person, thus cheating the first.

Basket Dance.

Forward Two. - 16 bars.

Balancé. 8 bars.

Ladies, hands round in centre to left and )
right, remaining in centre; gentlemen
hands round, outside of ladies, to left
and right, stopping on left of partners;
gentlemen pass their hands over the
heads of the ladies (ladies stooping),
and form the basket. All balancé to,

and turn, partners. J

> 16 bars.
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THE POLO QUADRILLE.
Four couples, formed as for the ordinary quadrille
or lancers. Each number twice. Eight bars are
played before the commencement of each figure.

No. 1.
All Promenade Half Round. " 4 bars.
. Head Couples Forward and Back. 4 bars.

When head couples are going back, the sides for-
ward, and go back as the others forward again
for next movement.

Head Couples Half Right and Left to Places. 4 bars.
Stdes Same. 4 bars.

Double Ladies’ Chain, ladies crossing hands} 8 bars
. in centre.
Same for Gentlemen. 8 bars. -
No. 2. ‘
Hands all Round to Left. "~ 8bars.
Four Ladies in Centre, back to back, and)-
gentlemen promenade all round outside 3 bars.

to left, turning partners with both hands
when in places.

Gentlemen Inside, back to back, and ladies
promenade all round outsxde, turning part- % 8 bars.
ners to place.

Second time, finish with hands all round.

No. 3.-
Four Ladies Cross Over to each other's Places,
the first two passing first, and all turning % 4 bars.
to face inside.
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Four Gentlemen same. "4 bars.
The gentlemen do not turn round ‘but each gives
his left hand to his partner and right to the next
lady on his right, forming a circle, with ladies
facing inward and gentlemen outward.
All Toward the Centre and Back, holding} 4 bars.
hands.
All Round to Places, still holding hands; }
. . 4 bars.
gentlemen to left, ladies to right.
All the Gentlemen Pass in Front of Partners,
and turn, with both hands, the lady on } 4 bars.
the rxght
And in Succes.mn eack Lady, lastly, thexr} 12 bars.
partners.
No. 4. .
Head Couples Forward and Back. " 4 bars.
* While the head couples are going back, the sides
forward, and go back when the heads forward for
the next movement.
The Two Gentlemen of the Head Couples
leave their ladies with the right-hand side } 4 bars.
couples.
The Six Forward Again, and hand the la-
dies to the other gentlemen; the right- } 4 bars.
hand lady to the right, the left to the left.
Stz Forward and Back at the Heads. -~ -~ - 4 bars.
Forward Again; and leave ladies with partners. 4 bars.
Hands Round, half way to Ieft and back to} 8 bars.
nght : : '

NO. 5. . :
Hands All Round to Left. - 8 bars.
Form “ Basket,” and again round to left. * 8 bars.

5
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“ Basket ” is formed by all the ladies taking hands
‘ together in front of the gentlemen, and the gen-
tlemen taking hands in front of the ladies, the
arms of the gentlemen above those of the ladies.
Ladies Round Inside to Right, while gentle- } 8 bars
men round outside to left. )
To bring the ladies inside, the gentlemen raise their
arms, still holding, and allow the ladies to pass
under.
All Promenade Round in Star 8 bars.
To form the star, the gentlemen, when coming
round to places in the previous movement, give
right hands to partners and change places, bring-
ing the gentlemen inside, when all four gentle-
men take left hands, forming the star, and, at
same time, take their partners about the waist
with their right arms, and in that way prome-
nade round.
After the second time, finish with hands all } 8 bars
round to left. )

CALEDONIAN QUADRILLE.

First Figure (Twice).
Fzr:t and second couples cross hands round } 4 bars
with right hands. )
Same couples cross hands back to places,}
with left hands. 4 bars.

Same balancé to, and turn, pé.rtners. . 8 bars.
Ladies’ chain. 8 bars.
Half promenade. 4 bars.

Half right and left. 4 bars,
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Second Figure (Four Times).

Forward four and back twice, second time} 8 bars.
bowing to opposite lady, when forward.
Fourladies balancé to gentlemen onthe right. 4 bars.
All turn the gentlemen on the right, and}
, 4 bars.
take next lady’s place.
All promenade with changed partners. 8 bars.
After the fourth time, all the ladies will have: re-
gained their partners.

Third Figure (Four Times).

Opposite couples forward and back. 4 bars.
Forward again, and swing round to pla.ces} 4 bars
with right hands. )
First and second couples cross over, ﬁrst}
. . 4 bars.
couple passing through the second.
Return to places, second couple passing} 4 bars
through the first. )
All balancé at corners. 4 bars.
Turn partners. 4 bars.
All form circle (hands all round), and for-} 8 bars
ward and back twice. ’

Fourth Figure (Four Times).

First lady and opposite gentleman forward } 2 bars
and stop. ’
Second lady and opposite gentleman for-} 2 bars.
ward and stop. *
Turn partners to places. 4 bars.
Four ladies pass to the right and stop, each} 4 bars
in the next lady’s place. )
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Four gentlemen pass to the left and stop,} b
. 4 ars.
each in the next gentleman'’s place.
Four ladies again to the right. 4 bars.
Four gentlemen again to the left (thus meet- } b
4 bars.
ing partners on the opposite side).
All promenade to places, and turn partners. 8 bars.

Fifth Figure (Four Times). ,
One couple promenade or polka round m-} 8 bars
side of the set. )

Four ladies forward and back. 4 bars.
Four gentlemen forward and back. - 4 bars.
All balancé to, and turn, partners. . 8 bars.
Grand chain half round the set. 8 bars.

All promenade to places and turn partners. 8 bars.
Finish with all chassé across, saluting at the cor-
‘ners, and the same to partners upon retummg

to places. . S

T e e

)



 CHAPTER XL
LANCERS.

As Now Danced. —The. Original, and the Changes Intro-
duced.—Saratoga Lancers,.—New York Lancers.

m@m,m DANCED AT THE PRESENT TIME.

T First Figure.
Ist Strain.

Salutations to partners and then to corners. 8 bars.
Ist Movement.

Forward and Back, two opposxte couples. ' 4 bars.
2d Movement.

Forward and Turn.

Same two couples forward a second )
time, each gentleman presenting both o
hands to the opposite lady, walking ¢ 4 bars.
round as in turning partners (to left),
and returning to places. J

3d Movement. '
Cross Over.

Same two couples cross over and re-)
turn, one couple passing through the 8 bars
other, but returning outside to allow )
the other to pass through. f
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4th Movement.
All Balancé to Corners.

The four ladies turn to the right, the )
four gentlemen turn to the left; those
turning will thus be face to face; all
balancé forward and back, then walk > 8 bars.
forward round to the left, giving both
hands, and back to places (same as
in turning partners). ]

These movements are repeated four times.

At 3d movement (crossing over).

First time, first couple passes through, and re-
turns outside.

Second time, second couple passes through, and
returns outside.

Third time, third couple passes through, and re-
turns outside.

Fourth time, fourth couple passes through, and
returns outside.

Original Lancers—Same Figure.

1st Movement.
One Lady and Opposite Gentleman only, Forward
and Back. ’
2d Movement.
Same Two Forward and Turn.
3d and 4th Movements as before described.

Double or Saratoga Lancers—Same Figure.

1st Movement.
All Four Couples Forward and Back. 4 bars.
The heads towards the sides—sides towards heads.
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First and second times heads to right, sides to

left.
Third and fourth times heads to left, sides to
right.
2d Movement.
Forward and Turn with Same Side. 4 bars.

3d Movement.
Cross Over, passing through, with same } 8b
ars.
side couple, returning outside.
First time, heads pass through, returning outside.
Second time, sides pass through, returning outside.
4th Movement.
Balancé to Corners, as before described. 8 bars.

Second Figure.
Wait. 8 bars.
1st Movement.
Forward and Back, two opposnte couples. 4 bars.
2d Movement.
Leave Ladies Inside.

The two gentlemen stand and hand )
their partners in front, thus facing
each other, each lady walking three
steps, commencing with left, at the } 4 bars.
fourth facing partner, when both
make salutations, the lady with the
left foot behind.

3d Movement.
Balance.
Both couples balancé forward and back,
passing partners each way to the } 4 bars.
right.

4
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.4th Movement. : :
Turn Partners to Places.

Same couples present bothhands to part-

ners,and sohand theladybacktoplace.
sth Movement.
All Forward in Lines.

The head couples separate from part- )
ners, ladies going to the right, gentle-
men to the left sides, joining hands
with side couples, forming a line of
four on each side; in this form all
forward and back.

First and second times, side couples
join the heads to form lines.

Third and fourth times, head couples
join the sides to form lines. J

6th Movement. S :
. All Turn Partners to Places. 4 bars.
Figure repeated four times. '

}4bars.

> 4 bars.

- Original Lancers—Second Figure.

Wait. - v . 8 bars.

1st Movement. Oﬂe Cou;ﬁle only, Forward
- and Back.

2d “ . Leave Lady in Front. 16 bars.
3d “ Same Balancé.,
4th “ Turn Partner to Place.
sth “ As before described. - . 4 bars.
6th “« As before described. 4 bars.

Double or Samtogu Lancers—Second Figure.

All the couples execute the 1st, 2d, 3d, and 4th
movements alike.
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g:; Move‘ment. } Same as before described, or
sth- “ All Hands Round, half way, } 4 bars.
to left, :
6th “ And Return to Right. 4 bars.
Third Figure.
Wait. 8 bars.

1st Movement.
Forward and Back, two opposite couples. 4 bars.
2d Movement. .
Forward, make salutations, and back, same } 4 b ars.
two couples.
3d Movement.
Ladies’ Chain.
Same as previously described in quadrille. 8 bars.
: Original.
One lady and opposite gentleman execute the 1st
and 2d movements.

3d Movement.
(In place of Ladies’ Chain.)

Four ladies cross hands half round with right
hands, and return to places, gwmg left hands.

3d Movement, again. :
(In place of that given above.)

Four ladies cross hands half round with right
hands, when at opposite side give left to op-
posite gentleman’s left, going round the gen-
tleman, to cross right hands in centre again,
and round to partners, in going round giving
left hand to partner.

5*
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Double or Saratoga— Third Figure.

1st and 2d Movements by all four couples. 8 bars.
3d Movement.
Double Ladies’ Chain. 8 bars.
Same movement as described in “3d Move-
ment, again” of Original Lancers.

Fourth Figure.
Wait. 8 bars.
1st Movement.
Head Couples to Right.
Two head couples to side couples on} 4 bars
the right. All make salutations. )
2d Movement.
The same two couples then pass across,
,going round to the left to opposite% 4 bars.
side couples. All make salutations.
3d Movement.
Head Couples to Places.
Same couples return to their own places and
make salutations to partners.
4th Movement.
Right and Left. .
Same two couples right and left,as de-} 8 bars.
scribed in quadrille.

Original Lancers—Fourth Figure.
Precisely as now danced, as described above.

Double or Saratoga Lancers—Fourth Figure.
The only changes made are at the second and fourthk



LANCERS. 107

movements, where the two gentlemen in passing
round from one couple to the other (after saluta.
tions), take each the lady of the other couple with
him to the opposite side, leaving that lady in the
other lady’s place; at the repetition of the figure,
the ladies are returned to their own places.

At the fourth movement, the right and left is made

with side couples.

First and second times, heads to right, sides to left.

Third and fourth times, sides to right, heads to

left.
Fifth Figure.
No wait. :

At the introductory chord of the music, all turn
and face partners, giving right hands. (This in-
dicates in which direction each is going.)

1st Movement.

Grand Chain, or right and left all round.

All pass partners, continuing half )
round the circle of the set, ladies
one way, gentlemen the other, giv-
ing alternate hands to those com-
ing in the opposite direction (thus
a chain is made, named in French
chain platte); when partners are
met, on opposite sides, all stop face
to face, without giving hands, and
make salutations, after which the
right hand is given, and the chain
continued until all meet partners
again in places, when the saluta-
tions are repeated.

> 16 bars.
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2d Movement.
One Couple Round. . . .
One couple promenade round inside,}
o . 4 bars.,
stopping in place, facing outward. . ,
Right side couple behind. 2 bars.
Left side couple behind. A . 2 bars.
Opposite couple remaining in place.
Thus all the couples are in a line, one behind the
other. :
3d Movement.
All Chassé Across.
Four ladies to left, three slides and)
halt.
Four gentlemen to right, three slides
and halt.
All balancé once forward and back—
ward.
All slide back again. I
All balancé again. - )
4th Movement. : . o
March Round.
Head couple separate, lady to nght )
gentleman to left, and march down
outside to the place of the bottom
couple, where hands are taken, and
march up inside to the head again. ¢ 8 bars.
The other couples follow, and as
each arrives at the head they sep-
arate, still following, until the last
couple arrives at the bottom again.
sth Movement.
All Forward in Lines.

> 8 bars.
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Two lines are formed, ladies on one side,
gentlemen opposite, facinginward and
joining hands. All forward and back.
Forward a second time, when all take
partners, giving both hands, and turn
to places. e

The figure recommences with grand chain, and

ends with repeating that movement a fifth time.

8 bars.

Original Lancers—Fifth Figure.
Precisely as described above.

Double or Saratoga Lancers—Fifth Figure.

1st Movement.
Grand Chain.
Same as described above, except that )
upon meeting partners at the op-
" posite side the right hand is given,
and both go half round so as to
change places and face the other
way ; then the grand chain is re-
peated half round back to places
in. opposite direction; arriving in
places, the right hands are given,
and the change of places must oc-
cur in order to bring each person
to the proper side of partner. )
2d Movement. As described before.
3d Movement. (In place of Chassé.)
All Balancé Forward and Backward. 8 bars.
4th Movement.
March.

> 16 bars.
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Commence as before described at 4th )
Movement, but in place of marching
up inside, the two lines march past
at the bottom, and continue until the 3 8 bars.
ladies arrive on the gentlemen’s side, ~
and g'c':’ntlemen on the ladies’ side,
ladies passing inside. - )

sth Movement.
Same as before.

\

DODWORTH'S NEW YORK LANCERS.
First Figure.
Head Couples Cross Hands Half Round, with }
X A ; 4 bars,
side couples on the right.
This leaves the heads at the sides, and sides at
the heads.
All Forward and Back. 4 bars.
Heads (now at the sides) again Cross Hands } 4 bars.
Half Round, with couples on their right.
This leaves all the couples opposite to places.
All Forward and Back. 4 bars.
All Balancé to Corners. 8 bars.
These movements are repeated in the
same manner, bringing all the couples } 24 bars.
back to places.
Second Figure.
Head Couples Forward and Salute. 4 bars.
First gentleman takes second lady’s hand,
both turn to fourth couple and salute, and
then take places one on each side of fourth ; 4 bars.
couple, lady next to side gentleman, gen-
tleman next to side lady, forming a line.



LANCERS. 111

Second gentleman and first lady in the same manner
and at the same time, after saluting side, take places
in line.

All Forward and Back in Two Lines. 4 bars.

All Turn Partncrs to Places. 4 bars.

All Hands Half Round to Left. 4 bars.

Back to Right. 4 bars,
Third Figure.

All the Couples Pass Partners and Back; } b
4 bars.
chassé across.
All Pass Again, salute at corners, then re-} 4 bars.
turn to places.
Form Star, and promenade round. 8 bars.
Star is formed by the four gentlemen crossing left
hands in centre, and giving right hands to part-
ners’ left. .
Fourth Figure.
Head Couples turn to Right Side Couples, and } 4 bars.
Salute.
Half Right and Left with same couples, and }
4 bars,
bow to partners. :
This brings head couples to sides.
Head Couples (now at the sides) Half Right
and Left, with next couple on the right, % 4 bars.
and bow to partners.
This brings all opposite to places.
All Foin Hands, and Forward and Back. 4 bars.
All Turn Fartners. 4 bars.
The repetition of the movement brmgs} 12 bars.
all back to places.
All Foin Hands, Forward and Back,and turn ) 8 bars.
partners. -
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First and second times, heads turn to right.
Third and fourth times, to the left.

Fifth Figure.
At the usual chord of introduction, all salute.
AUl Chassé Across. 2 bars,
Half Turn, giving both hands at corners. 2 bars.
All Chassé Across Again, ladies going still
farther to the left, while gentlemen go to } 2 bars.
the right.

Half Turn at Corners. 2 bars.
All Chassé Again. : 2 bars.
Half Turn at Corners. - 2 bars.
All Chassé. : . 2 bars.
Half Turn at Corners. 2 bars.

This brings all back to places. .
All Promenade Round—first couple stopping
in place, with fourth couple directly be-
hind ; second couple stopping in place,
with third couple directly behind. ]
All Balancé, twice forward and back. 8 bars.
All March, ladies passing between; when )
the couples have passed, ladies turn to
right, gentlemen to left; counter-march-
ing in opposite directions, the two ladies } 8 bars.
pass in front of the two gentlemen, and, :
when passed, join hands and form lines;
all opposite to partners. o)
All Forward and Back in Two Lines. 4 bars.
All Turn Partners to Places. 4 bars,
Finish at the end of first strain, the same as the
lancers.

> 8 bars.




CHAPTER XII.
COURT QUADRILLE (HUNGARIAN “KORTANZ”).

IN the summer of 1857, while in Vienna, I had the
pleasure of seeing this beautiful dance in its native
atmosphere, with all the peculiar vigor characteristic
of the Magyar race shown both in music and mo-
tion; the officers of the Hungarian Guard, in their
gorgeous uniforms, and ladies dressed with equal rich-
ness, forming a picture not readily forgotten. Ad-
miring the beauty of the peculiar music and move-
ments, I modified those parts not suited to our uses,
and introduced the dance to my pupils during the
following season, 1857-58, and have never failed since
that time to teach it; not only on account of the
novelty and charm of both dance and music, but also
for the educational value of the dance.

This dance is only for the initiated ; let no one im-
agine it can be walked through as is sometimes done
with the Lancers. - The ludicrous appearance of those
who make the attempt has been so frequently ob-
served that it is truly a kindness to ask the egotistic
to put aside their self-confidence for.once and save
themselves from shame and this one dance from deg-
radation. The rule should be, “ Do not try it, if you
do not know it.”

The dance cannot be executed before learning the
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peculiar motions (or so-called steps), which are six in
number:

1st. Greeting.

2d. Mazurka.

3d. Double step.

4th. Single step.

sth. Dash slide.

6th. Promenade.

First Motion—Greeting (*“ Gruss'™).

1. Step to right. )

2. Bring left to halt.

3. Rise on the toes, throw the heels out-
ward, and then strike them together
quite vigorously—the stroke of the
heels marking the time.

Same to the left.

> I bar.

L

ACCENT.

T %
7]

P

Same to right, left, or forward.

Rise
ﬂ... Heels out
M Strike

=

Second Motion—Mazurka (Always Sideways).
Stand on left, with right in second position.
Hop on left, and instantly,
1. Slide right to side.
2. Change to left.
3. Hop and slide again.
4. Change to left.

To right or left.

I bar.
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This is never used except in connection with other
motions, most frequently with the Greeting.

ACCENT.
MM. J=16. s .
- S 2
> 3 3 ] > N -
5 885 & §F & & 3
| o the Right. - |
) ) 3
3 8 3 3 « 3
5 & ¥ 3 § 5 8 3

g [~
B
To Left. hd |

With these two motions, all the “turn partners”
are made (“ Holupzas”), position being taken as for
waltzing, a little farther apart. Both lady and gen-
tleman use the left foot in the slides, thus going
round to the left once in two bars, as shown above.
There is but one exception to the left turn, which
occurs in the third figure, where the right turn fol-
lows the left.

-

Third Motion—Double Step.
This is very like the Schottische, to the side.
1. Step.
2. Change."
3. Step.
4. Hop.

Same motions to right or left.

I bar.



116 DANCING.

: ) » 2
: s 3
"5 §§5§§§5%§q§ra

383
ﬁ === o
| To Right. To Left. To Right. Greeting to Left.

Same succession, commencing to the left.

Fourth Motion—Promenade.

The motions of this are exactly the same as the
Double Step, except that they are made in a forward
direction, not sideways, and never backward.

Fifth Motion—Single Step.
. I. Step.
Right foot. { 2. Hop.
3. Step.
4. Hop.

I bar.
Left foot. {

Sizth Motion—Dash Slide (Only Forward).

1. Hop on left, slide on right.
2. Hop on right. :
3. Hop on right, slide on left.
4. Hop on left.

1 bar.

This is used only by the gentleman, and is a pe-
culiar and active motion, always connected with the
Greeting. > ' o
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ACCENT.
3 3
3 3 3
3y 3 0§ 2
34384883 8 5§ 3

Formation.
Elght couples, formed as a Double Quadrille.

ﬂConple. : adC:uplo.~

i
5» ®
4 .

4th Couple.
I  §
A
9dno)) pt <tdno) pt

A B
zst Couple. ‘2 ¢t Couple.
First Figure.
Salutations, as in Lancers or Quadnlle.

1st Movement. :
All the couples take hands, except at corners,
forming lines.
All repeat double step to right, 1 bar.
€« ~ € - &« left 1 ¢ )
[ [{4 [{3 ". {3 o nght, I ' 4 bars'

All the Greeting to left, 1 «

8 bars.
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2d Movement. .
All repeat double step to left, 1 bar.

.« {3 11 3 ﬁ ht 1
“« «“ « ‘ le%t, ’ 1 ¢ 4 bars.
All the Greeting, G

These movements are made in the form of a
square, not in that of a circle.

3d Movement.

Four head couples forward with single} 4 bars.
step.

(These steps must be made very skort, so that
the 4 bars may be filled out.)

4th Movement.

The lines being close together, each gentleman
takes another lady, when the four newly as-
sorted couples separate in four directions.

This brings
The 1st gentleman A with 2d lady B between the two 3d couples.
The 2d “ A “ st B « ¢ ¢ gth «

The 1st “ B “ 1st “ A back to 1st couple’s place.
The 2d “ B “ 2 « A “ o« ad “ “«

In making this movement, the Mazurka } 2 bars
and Greeting are used. :

s5th Movement.

.- All turn, 2 bars.

At the end of the turn each lady should be upon
the left of the gentleman.

6th Movement. )

The same forward, with single step, un-
til the lines are again formed, each
facing partner, standing with sides
towards original places.

4 bars.
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7th Movement.

All return to places, with Mazurka and }

. 2 bars.
Greeting.
8th Movement.

The same couples turn partners in } 2 bars.
places.

The 1st and 2d movements are now repeated by
all, then the sides forward, repeating the 3d,
4th, sth, 6th, 7th, and 8th movements.

Repetitions of music: 1st strain twice; 2d strain
twice; Ist strain once; 2d strain twice.

Second Figure.
Wait. :
1st Movement.

Four head couples simultaneously pass )
partners, lady to left, gentleman to
right, all with Mazurka and Greet- ¢ 2 bars.
ing, turning to face partners at Greet-
ing. )

2d Movement.

The same cross over to other side of )
set, with same motions, two ladies
‘passing between two gentlemen; ¢ 2 bars.
at the Greeting turn sides to part-
ners. . J

3d Movement.

The same pass partners again as|
above.

4th Movement.

The same return to places same as at} 2 bars.

2d movement.

8 bars.

> 2 bars.
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5th Movement.

Two first couples cross with three prom- )
enades, stopping in front of opposite
couples, with Greeting.

6th Movement.

At the same time the two second couples
each take partners’ right hands, nearly
at arm’s length, and make three prom-
enades entirely round each other to
the left, stopping in place, with Greet-
ing. ... . . )

7th Movement.

First couples turn half round, change )

“hands, but not sides, and return to
places, same as in 5th movement.
8th Movement.

At the same time second couples change
hands, making round to left, as at

6th movement. . o J

oth Movement.

Second couples cross over, same as at )
s5th movement, while first couples
make round to right as at 6th move-
ment. ]

1oth Movement: C :

Second couples return as at 7th move-
ment.

First couples round as at 8th move-

2

> 4 bars.

>4bars.

>4ba.l'3-

> 4 bars.

ment.
Stdes repeat all—At sth movement, thxrd
cross over.” At gth movement, fourth coupl
over.

couples
es cross
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Mausic : 1st strain twice; 2d strain twice ; Ist strain
once; 2d strain twice.

Third Figure. _
Wait. - 8 bars.
1st Movement.

Four gentlemen cross over with three )
dashing slides to opposite ladies.
stopping in front, with Greeting. 2

Same four make turn to left with

. > 8 bars.
same ladies. 2
The four gentlemen return to partners
as in crossing. 2
All then turn with partners. 2

2d Movement.

The same four couples promenade en-} ars
tirely round to the right inside of set. )

During this movement the ladies take the arms
of the gentlemen as in walking.

3d Movement.

The two first couples face, the two sec- )
conds also face each other, and take
hands in two circles, then execute two
Mazurkas and Greeting to left, the 8 bars.
same again to left, next four Mazur-
kas back again to right, thus return-
ing to places, where all turn partners. J

Sides repeat all. '

Repetition of Music: 1st strain twice; 2d strain
twice; 1st strain once; 2d strain twice. :
' 6
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Fourth Figure.
Wait. 8 bars.
1st Movement.

Four opposite ladies cross directly over
to opposite gentlemen, using three
promenades in a zigzag line across, } 4 bars.
ending with Greeting in front of those
gentlemen.

2d Movement.

The same ladies, with these four gentle-
men, make a turn (same as turn part- ¢ 4 bars.
ners) to left, and then again to right.

This is the only instance of turning to right.

3d Movement.

The same four ladies return to partners,
in the same manner as in the crossing.

4th Movement.

The foxfr couples turn partners to left} 4 bars.
-and right.

sth Movement.

Four gentlemen with three dashing
slides, each to one of the right-hand
side couples, stopping in front with
Greeting.

} 4 bars.

2 bars.

This brings the 1st gentleman A to 4th couple B
1st “ Btogth “ A
2d “ Ato3zd “ B
2d  “ Btozd “ A
6th Movement.
The three then execute hands-round to } bars

left with two Mazurkas and Greeting.
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7th Movement.
Same gentlemen dash directly across
the set, stopping in front of opposite } 2 bars.
side couple.
8th Movement.
Three hands round, with that couple. 2 bars.
oth Movement.

Back again to other side couple. 2 bars.
1oth Movement.

Three hands round. 2 bars.
11th Movement.

The gentlemen return to partners. 2 bars.
12th Movement.

Same turn partners. 2 bars.

Same repeated by sides.
Repetition of music: 1st strain three times; 2d
strain twice; Ist strain twice; 2d strain twice.

Fifth Figure.
No Wait.
Ist Movement.
Grand round. -
All join hands in circle.

Aliln ;o left with Mazurka and Greet—} 2 bars.
A%:gm to left with Mazurka and Greet-} 2 bars.
All to right with four Mazurkas. 2 bars.
All turn partners. 2 bars.

At the end of this turn the eight ladies place
themselves inside in front of and facing part-
ners, thus forming a circle of ladies facing



124 DANCING.

outward, and a circle of gentlemen facing
inward.

Hands are not taken.

2d Movement.

All with two Mazurkas and Greeting )
to right, ladies one way, gentlemen
the other.

After leaving partner, each passes one,
and stops with Greeting in front of
the next. )

All make left turn with the persons)
in front of whom they stop, bring-
ing each back to same place again;
lady facing out, gentleman inward.

> 2 bars.

* 2 bars.

All pass again to right. ‘ 2 bars.
Each turns with another person. 2 bars.
All pass again to right. 2 bars.
Turn to left. 2 bars.
Again to right. 2 bars.
Left turn. 2 bars.

This is continued until each person goes entire-
ly round the circle, the last turn being made
upon meeting partners in places.

3d Movement. '

Grand round. 8 bars.
This ends the dance, all making salutations.
Music: Ist strain once; 2d ‘strain twice; Ist strain

" twice; 2d ¥ strain once.

*The coda is played in place of this strain at the last Grand
Round. :



CHAPTER XIIIL
MINUET.

Tradition.—Secondary, not Primary, Fact Recognized.—Elimi-
nation of Slow Movements.—Motions.—Figures.

THIS dance has a traditional reputation for grace,
which it is supposed to possess in an inexplicable de-
gree. Its beneficial influence upon manner and mo-
tion is often mentioned, with accompanying lamenta-
tions for the loss of this to the present generation.
These lamentations are, however, wasted upon a sec-
ondary fact, the primary truth not being recognized,
that this dance in the time of its glory was confined
exclusively to the cultivated classes, with whom the
dancing-lesson was an important part of education.
The dance was only the medium through which their
culture was made manifest. It may easily be con-
ceived that our musical -taste would be far below its
present elevation had the slower movements been
eliminated as has been done in dancing, for assured-
ly, as the adagio or andante in music is the medium
through which an artist expresses his highest con-
ceptions, so is it in motion.

The practice of the slower movements refines and
elevates the taste. It may be that the exaggeration
of motion which was formerly common would be con-
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demned at the present day, and justly so; yet the
same movements, when not so exaggerated, are iden-
tical with those required in all social intercourse.

If the custom prevailed now as formerly, of se-
lecting one or more couples to open a ball or par-
ty with this ceremonious dance, our young people,
who are usually so ambitious and persevering in
other ways, would show these traits of character in
learning<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>