
Group Corner—Signs of Spring
by Jeff Martell, CDSS Sales and Group Services Manager

Group Insurance
 As you read this, 
it will finally be spring, 
and, of course, that is the 
time when a young man’s 
(or woman’s) fancy lightly 
turns to thoughts of ….. 
group liability insurance. 
CDSS continues to offer our 
affiliate groups two choices 
for liability insurance at a 
very reasonable price. We 
have a yearly policy from Essex that covers “regular” 
dances (regular means not a weekend, holiday, 
performance, ball, etc.) and a by-the-event policy from 
Philadelphia that covers everything else. If your group 
does ten or more regular dances a year, it pays to look 
into the yearly policy. Information on both policies 
is available on our website at www.cdss.org/group-
insurance. The insurance years are starting now.
 You may be questioning if your group needs to 
be insured, and why. Well, the most common answer 
seems to be that the owner of the hall requires that 
whoever rents the hall be insured. If that is the case, 
then you have your answer right there. If not, then here 
are some other things to consider. If there is a liability 
claim against the group, and the group is insured, the 
insurance company will pay the damages. That is the 
obvious advantage, but not the only one. If there is a 

claim against the group, valid or not, the insurance 
company will defend against it, which means that you 
save the legal fees you would otherwise have to spend 
to mount your own defense. It also makes it likely 
that, in the event of a suit, that group’s insurance will 
be the target pursued rather than individual members 
of the group. So young man (or woman), get out there 
and get some insurance!

Grants
    There are still CDSS grants available to 
groups to offer leadership training for your callers, 
musicians, singers and event organizers, to encourage 
youth involvement, to create a new event, to publish 
instructional materials (print, web, audio, video), for 
scholarships to attend CDSS and non-CDSS programs, 
and related endeavors that will have a lasting effect 
on the dance and song community. Preference is given 
to CDSS members and Affiliate Groups, but all may 
apply. For more information and applications, visit 
www.cdss.org/guidelines-for-cdss-outreach-funds.
html or contact Linda Henry at outreach@cdss.org. 
 So now that you know there are grants to help 
pay for this sort of thing, how about putting together a 
sound workshop (Bob Mill’s book All Mixed Up would 
be a great textbook, and it is inexpensive) or matching 
scholarships to send aspiring leaders to one of our 
summer camps?
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Another Sign of Spring

photo by Adam Brown



F r o m  t h e  Y o u t h  D e s k
by Max Newman, CDSS Youth Projects Intern
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 Happy spring—a time 
which makes us young and inspires 
a lot of dancing and singing! But 
while I ponder the metaphorical 
implications of the season, let me 
also tell you a bit about what’s been 
going on with CDSS on issues youth 
and intergenerational and what you 
should be looking out for.

The Youth Intern
 I’ve had the pleasure of 
visiting events in eleven states 
(and counting!), encountering scores of great people 
and great ideas, and communicated with even more 
folks through phone and email. To follow what I’m 
up to, visit www.cdss.org/youth and the Youth Intern 
Facebook Page at www.facebook.com/cdss.max. 

Starter Kits
 Many people have expressed to me how unique 
and useful an online resource the Starter Kits are, for 
both new and established communities. Check them 
out. Share them. Link to them. They are still growing; 
if you’d like to contribute some ideas (big or small), 
then we’d love to have your input. 

Camps and Scholarships
 CDSS is offering another great slate of 
summer camps, with exciting (and intergenerational) 
staff and courses for musicians, callers and dancers. 
Those of you who have been to camp know what a 
valuable experience they can be. Encourage someone 
you know to visit camp for their first time. Young 
people especially should know there is scholarship 
money available—over $20,000 last year—to help 
enable them to take part. Visit www.cdss.org/summer-
programs-2010.html for up-to-date info. 

Grants and Insurance
 If you have an idea that needs help getting 
off the ground, CDSS can help with grants, group 
insurance (see Jeff’s Group Corner column) and 

advice. For inspiration, take a 
look at some of the projects we’ve 
assisted:

Virginia Dance Leadership • 
Conference for callers and 
organizers (see article on p. 12)
Toronto Women’s Sword team • 
trip to the Half Moon New York 
Sword Ale
Young People’s Sacred Harp • 
Convention in Massachusetts
Youth Scholarships for the Set • 
For Spring English Country 
Dance Weekend in Texas

Fiddle and Dance Project, which offers free music • 
programming to underprivileged students and 
their families in Rhode Island
Sound Operators course at the Stellar Days and • 
Nights in Colorado
Group insurance for a techno contra in North • 
Carolina
Musicians Workshop in Arkansas (see article on • 
the next page)
Mentoring for musicians and callers, for groups • 
and individuals, young and old 

 These represent just a few of the possibilities 
available to enrich and promote our traditions. The 
next deadline is July 1. See www.cdss.org/outreach for 
application info. Linda Henry, our Outreach Manager, 
is especially interested to talk with folks interested 
in putting together regional leadership conferences. 
Contact her at outreach@cdss.org. 
 As always, I look forward to your suggestions, 
questions and ideas, as well as hearing about 
the successes and challenges in your community. 
Please don’t hesitate to get in touch—max@cdss.
org or 413.268.7426 x 114—if you would like advice 
on strategies to encourage youth participation and 
leadership, promote intergenerational communities, 
or information about applying for a grant. Thanks!

Check out www.cdss.org/youth and www.facebook.com/cdss.max 
to find out what Max is up to, links to the Starter Kits, and more!
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Yoga for Dancers--Opening the Shoulders
by Anna Rain

 As dancers and musicians, we use our arms 
for holding instruments and swinging partners, for 
turns and tuning. When we align our shoulders well 
and use muscles conscientiously, not only are we less 
likely to injure delicate tissue, but we also can keep 
our arms strong and healthy (weight-bearing exercise, 
anyone?). The pose described in the March/April 2009 
issue is a good preparation to heighten shoulder 
blade and thoracic spine awareness and flexibility, 
all of which are desirable for fluid arm and shoulder 
movement (see back over roll photo below).
 If you tend to have very stiff shoulders or have 
a history of frozen shoulder or rotator cuff injury, 
these poses, done gently and repeatedly over time, 
can ease tight muscles and tendons. Work your body 
with attention:  avoid strain and aggression, but do 

not be satisfied with 
your habitual lack 
of flexibility. Each 
of us can work to 
capacity, regardless 
of how loose or tight 
the shoulders may 
be. Begin with the 
easiest pose and 
progress as you are 
able, gently, asking 

of your body slightly more than it—or you—thinks it 
might be capable of giving.

 Pose 1. 
Stand with feet 
parallel, weight 
even on both feet. 
Rotate the arms 
entirely away from 
the mid-line of the 
body, turning the 
thumbs out as if 
you were hitch-
hiking with both 
hands. This is “external rotation,” and the flexibility 
to do this easily is essential for healthy shoulder 
movement. As you rotate the arms externally, roll the 
shoulders back and draw the thoracic spine forward, 
toward the front body.

 Pose 2. To find the optimal action of the 
shoulder and shoulder blade, invite a friend to help 
you move in the right direction. Here’s where many 
of us carry our shoulders habitually. Have your friend 
stand to your left, with her left palm cupped on the 
front tip of your left shoulder, and her right palm on 
your left shoulder blade. Friend, here’s your task:  with 
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your left hand, roll the front tip of the shoulder up and 
back; with your right hand, draw the shoulder blade 
down the back, toward the waist. Go back and forth 
a few times:  shoulder forward and shoulder blade up 
(incorrect action!); shoulder back and shoulder blade 
down (right!). The more mobility you can summon 
in this action, the more resilience you create in your 
shoulder.

 Pose 3. With this awareness, come back to 
external rotation of the arms, and as you rotate your 
arms, roll the front tip of the shoulder back and lengthen 
your shoulder blade toward your waist. How flat can 
you make your shoulder blades against your back?  
Stand with your back to the wall, externally rotate 
your arms, and roll your shoulders back. Can you draw 
the inner edge of the shoulder blades in (toward your 
front body) so they don’t jut into the wall? Now keep 
the front tips of the shoulders back and the shoulder 

blades down, 
and take 
both arms 
out at the 
level of your 
shoulders . 
Bend your 
arms slightly 
and imagine 
y o u ’ r e 
circling left. 
Aim not to 
let your right 
s h o u l d e r 
c o m e 
forward! Pin 
the shoulder 
blade flat to 
your back 

and notice how your upper arm muscles are challenged 
to step up and lengthen. This is good!  Approach this 
action gently, with understanding of your own body, 
but do work the shoulder: more flexibility in the joint 
means less chance of injury.

 Pose 4. This pose increases rotation in the 
upper arm and mobility in the shoulder:  Take one 
hand behind your back with the palm facing out. As 
you did in the previous pose, roll the front tip of the 
shoulder back and descend the shoulder blade toward 
your waist. The upper arm rotates externally, which 
means that the inner upper arm moves forward and 
the outer upper arm moves back. If the shoulder is 
stiff, the ribs might stick out to make room for the 
arm to move—don’t let that happen! Keep the bottom 
ribs moving back, toward the back body. Do the pose 
in front of a mirror from time to time, checking to see 
that both sides of your 
ribs are equally long. 
The side with the arm 
behind the back tends 
to compress—avoid 
this by lifting the ribs 
on that side away from 
your hip and keeping 
the waist long. (See 
that the lift actually 
comes from separating 
the ribs from each other 
and away from the waist 
and not from lifting the 
shoulder.)

Recap:
• Upper arm rotates externally (remind yourself of 

the action with the arm straight)
• Front tip of the shoulder rolls back
• Shoulder blade descends toward waist
• Ribs move toward back body; don’t let them poke 

out.
• Rib on both sides of the body equally long (pay 

attention to the side with the arm back)

 Eventually, you’ll want to be able to slide your 
hand higher on your back AND draw the elbow close 
to the body. Work on one action, then work on the 
other without losing the first. There is no gain if you 
have your hand high on your back but the shoulder 
has slumped forward. Repeat all of this on the other 
side. 
 
Changing the 
habit of your 
shoulders is 
not a quick fix; 
it’s the work of 
weeks or months. 
Ideally, you’ll 
i n c o r p o r a t e 
this shoulder-
opening pose 
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into your daily life, working a little each day or two. 
The gains made day-to-day in shoulder flexibility are 
small, but small gains over time will strengthen the 
muscles and bring greater openness to the joint. 

 Pose 5. When you are ready to take on more 
challenge, add the second piece of this shoulder-
opening pose. Externally rotate one arm fully, then 

touch your shoulder (the 
shoulder that belongs 
to that arm) with your 
fingers. Keep the upper 
arm externally rotated by 
moving the elbow toward 
the midline of the body, 
then lift the elbow and 
slide your fingers down 
your back. The upper arm 
stays externally rotated 
(which can be challenging 
to feel, upside-down and 
backward):  the outer 
upper arm moves forward 

and the inner upper arm, next to your ear, goes back.  
As with the last pose, keep your ribs moving toward 
the front body; don’t let them poke out. Repeat on the 
other side.

 Pose 6. When you’ve worked Poses 4 and 5 
regularly for several days or weeks, you can put them 
together. Engage the bottom arm first (Pose 4), and 
then add the top arm (Pose 5). Keep the rest of your 
body steady:  feet parallel (heels slightly out); weight 
equal on both feet; torso long and lifted equally on 
both sides; low ribs drawing toward the back body.

 You can use a strap over your shoulder to help 
you get your fingers closer to each other, but see that 
you don’t lose the overall balance and symmetry of 
your body—keep your head balanced on top of your 
spine and your torso symmetrical. Correct action is 
more important than your fingers’ contact. Remember 
that both upper arms externally rotate:  inner upper 
side of the bottom arm moves forward; outer upper 
side of the top arm moves forward. Stretch your fingers 
toward each other and lengthen your elbows away 
from each other. Regular practice of this pose can 
unlock tight shoulders and increase your confidence, 
comfort, and safety in all movements that involve 
your arms.

 My yoga teacher tells a story about this pose:  
When he first began practicing yoga, he would only 
do this pose in the shower, where it was warm and 
soapy. Take a clue from his experience!  Warmth and 
slipperiness can enhance flexibility!

 Please feel free to contact me via my yoga 
email:  InnerLightYoga@msn.com. I’d appreciate 
feedback on what makes sense to you and how this 
column might be more useful. 

 Anna Rain thanks her buff son for modeling 
and her cheerful spouse for photographing. Join her for 
yoga and lots of dancing at English Week at Pinewoods 
this summer. (Hambo and downward facing dog after 
hours in Ampleforth, anyone?)
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 Nils Fredland has made a name for himself as 
the trombone-playing contra dance caller who loves to 
call singing squares. I’ve been working with Nils and 
Ralph Sweet over the last year and a half on a book 
of Ralph’s squares, On the Beat with Ralph Sweet, 
which will be published this spring by CDSS. Over 
the course of that time, I’ve learned that Nils is also 
a wonderful leader of songs. My own participation 
in his song workshops showed me someone with a 
strong emotional attachment to singing, and a fluid 
leading style. I was curious about this combination of 
interests and talents and asked Nils about his musical 
upbringing.
      ~ P.M.

 I grew up in the same house my dad grew 
up in and went to the same Episcopal church that 
he went to with his family when he was young. It 
was in the same part of downtown, with deep family 
Fredland roots in Annapolis [Maryland] and in that 
church community. The first singing that I 
have a memory of doing and being part of 
was singing in church.
 I joined the church choir at St. Anne’s 
when I was eight. I remember singing for 
John Cooper, the choir director—it was my 
first audition for anything and I remember 
going in and feeling really scared. He would 
say, can you sing this? (sings) I was actually 
quite a high boy soprano. Mr. Cooper had 
the loudest, earth-shattering sneezes I have 
ever heard. He would be up in the choir loft 
and it was this great big organ, with all 
the foot pedals, and sometimes his sneezes 
would rock him down onto the keyboard 
and if the bellows were open, the whole 
church would just fill with the sound of his 
sneeze, and this honking sound from the organ!
 I had started playing piano when I was in the 
second grade and had started to be able to read music 
at that point and actually do a little bit of creating 
of my own sounds on the piano. My older brother 
Lars was part of the choir too, so that probably had 
something to do with the reason that I wanted to join. 
As a younger brother should, I wanted to do the things 
that he did, and I remember we joined together. I was 
by far the youngest one in the choir. I have a lot of 
really strong memories of singing in that church choir. 
I keep coming back to my experience singing with 
John Cooper and the important role that he played 
in my musical life, because he was the first ensemble 
director that I ever worked with.

Part I:  Music and Song

What do you think you learned from him?
 Well, passion first of all. I don’t remember 
him as being a particularly gentle person. I was never 
afraid of him but he also wasn’t a father figure to me. 
He was sort of distant and he was really all about 
the music. That’s a fairly profound experience for 
an eight-year old. I think the fact that I remember 
that with fondness and that it didn’t color my musical 
experience in a negative way but rather feel like it 
really opened up my eyes, speaks to my interest in 
music but also to his ability to communicate to me, 
through his demeanor and his relationship to the 
music he was bringing to us. I remember having those 
intensive hour and a half rehearsals, then playing 
tree tag with my friends and then going every Sunday 
morning and donning the red choir robe.

And the feeling of wanting to make that 
commitment came from John Cooper?
 Absolutely. I remember being surprised at the 

way that it hit me when I heard that he was 
sick and then that he had died. I really felt 
that I had lost of major part of the history 
of my relationship to music in him. I did not 
have a continuing relationship with him 
after I left the choir when I was fourteen. 

What other instruments were you 
playing at that time?
 I picked up the trombone when I was 
eleven; piano all the way through until 
when I was a senior in high school. I got 
very serious about playing the trombone a 
couple years after I started playing, around 
seventh grade. I was taking lessons and 
when I got to the eighth grade I announced 
I wanted to be a trombone player.

Did you stop singing when you left the choir?
 My schooling at specific schools has some 
bearing on the journey that I took to get to singing 
again. I was in a great public junior high school that 
had an exceptional instrumental music program and 
a mediocre choir program. I had nothing to do with 
the choir program there and my lifeline as a junior 
high school student was the band, because I didn’t 
have a great junior high school experience, but who 
does, right? I went to the public high school and I did 
the marching band. A very good friend of mine, Karl 
Erik Johnson, who had been a friend on swim team, 
had left the public school that he was going to in favor 
of going to an arts magnet school in Baltimore. He 

Above: Piano recital, 1984; left: 
On accoustic/electric bass, with 
Mock Turtle Soup, 2004;
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would call me up every day and say, you have to go 
there, they need you; there are no trombone players 
there. This was when I was in the tenth grade. I was 
not happy in the high school I was going to; my arm 
didn’t need to be twisted very much to be convinced 
that was where I needed to be. I started bugging my 
parents and it took me a year and a half and they 
eventually did let me go.
 At the school for the arts I continued to do 
a lot of instrumental music but there was a choir 
requirement there. Unfortunately it happened 
opposite the only opportunity to do calculus; as much 
as I wanted to sing in the choir, I ended up taking 
calculus. But I did do some singing with that group 
in preparation for big concerts, when I wasn’t playing 
in the pit orchestra. Even if I wasn’t singing in the 
choir, the experience of being that close to a group 
that sounded that good, with lots of people that were 
my age or younger, taught me a lot about the power 
of singing in a group. Singing with that choir, though 
it was only occasionally, had a profound effect on me 
as a musician and as a singer. All the music students, 
other than the kids taking calculus and there were only 
three of us, grades nine through twelve, instrumental, 
choral, the whole school was in that great 
sounding group.

What material did they sing?
 It depended on the show they were 
preparing for. They would do large scale 
choral works and gospel. It was an eclectic 
mix of material. At the time I wasn’t so 
tuned into the repertoire, but in retrospect 
I wish that I had been paying a little bit 
more attention because I do remember the 
choice of material being really potent and 
as I have evolved into a teacher of this kind 
of singing myself, it would be nice to be 
able to draw on that material.
 Another outlet that I had for 
singing during that period from ninth to 
mid-eleventh grade—my brother was very heavily 
involved in the children’s theatre of Annapolis which 
put on at least two musicals a year and did summer 
workshops as well. Similar to the experience with 
joining the choir when he did, I got interested in doing 
these theater productions and my friend Karl Erik 
and I did a lot of this children’s theater stuff together. 
He was sort of a star in that he got a lot of leads and 
did a bunch of solo singing; I was often in bit parts 
or the chorus. But I did spend quite of bit of time on 
stage singing in that capacity. 

So you’ve told me of two really meaningful 
experiences you’ve had with singing. As a young 
person these kinds of experiences can be much 

more influential in your life than they may be 
when you are older. Were you influenced by 
them towards leading song?
 I’ve never really made a conscious connection 
with those two experiences. But because I’ve been 
drawing up the emotions I experienced as a very 
young person in singing with Mr. Cooper I would 
say that, even though I can’t honestly tell you that 
it’s conscious, I’m going to be passionate about music 
the way that John Cooper was with me when I was 
young. It obviously has had a profound impact on my 
musical being. I’m sure that all of the experiences 
that I have as a song leader do connect to that in some 
subconscious way.
 I’m going to use two conflicting words here—
to me at least they make sense together and actually 
continue to be a way that I communicate songs to 
people when I have the opportunity to lead a group—
“raw” and “polished.”
 [The high school choir was] just kids that were 
really passionate about music. Not all exceptional 
musicians but they just wanted to take music by 
the neck of the shirt and shake it up. That’s just the 
way that a lot of these singers approached singing, 

especially the ones that weren’t trained as 
singers. You throw these trumpet players 
into the choir and say, “OK, you’re going to 
sing tenor,” and they just go (hollers high 
note) and you have these sopranos that go 
(vibrato soprano sound). You have beautiful 
sound over there but then you’ve got your 
tenor section and they’re like, “You want 
us to sing this?” and they’re like (arrrggggg 
sound). When I’m faced with a group that 
is feeling sort of tentative about something, 
I try to draw that same sort of spirit out of 
them in some way.

How do you do that?
 I do that by being as courageous with 
my own singing in front of them as I am 

asking them to be with their singing in front of me. In 
a lot of registers I’m very comfortable and I feel that I 
have a nice voice, the lower the better. When I stretch 
up to tenor and soprano it often sounds ridiculous 
and I know that. I used to ask people, “Could you sing 
this part and be my demonstration person?” But now 
I have basically given up on that as a technique in 
favor of sometimes sounding really bad. That doesn’t 
always deliver the best model because I don’t want 
people to be straining their voices, but I think what it 
does do is give everyone permission to try things that 
they might not otherwise try. Because if the guy that’s 
standing in the middle of the circle that’s supposed to 
have his act together is standing there cracking these 
notes and he can’t quite get up to that tenor note, then 

Annapolis, MD, 1990
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you know what, I’m going to give it a whirl.
 That’s gets to the raw part. The polished 
part is I think where I have a really good ability that 
makes me a song leader with that “John Cooper” 
energy. At some point, for me, it becomes about the 
sound that we’re able to cultivate as a group and 
through cultivating that sound we also develop all 
these others parts—people’s emotional relationship 
to the music and this community developing around 
being in a group and singing together. I’m recognizing 
the relationship between what I do now and those 
first two experiences that I had as a singer that have 
obviously lived with me and travelled with me. And I 
think that it’s a combination of those two things that 
informs the way I approach song leading now.

Nils found himself, after a short stint as a trombone 
major at Southern Methodist University, back home 
in Maryland. I asked him what happened then in his 
singing life.

 During that period 
of time I was auditioning for 
transfer schools, because I was 
not going to go back to SMU. 
I decided to go to Indiana 
University and I am so glad 
that I did because Indiana did a 
lot for me. I’ll tell you that my 
experience as a trombone major 
at Indiana made me realize that 
I didn’t want to play trombone 
as a professional classical 
musician. That happened about 
halfway through my junior year 
and I called my father and he 
said no, you’re too close and you 
have to finish your degree. I’m glad I did but I was 
twenty, twenty-one and I didn’t know what I wanted 
to do. I just knew I wasn’t going to do trombone as I 
had always thought.
 So, this is really when my career as a singer 
started. I remember walking around in the music 
school, pretty early in my time there, and I looked at a 
flyer posted up on one of the lockers and this flyer had 
these words scattered all over the page, “Do you sing 
or think like a bass? If so, call Daniel.” My voice at the 
time had changed twice—once around the traditional 
time of fourteen or so and then it changed again when 
I was in high school in my senior year, when it went 
from baritone to super low bass.
 I saw this flyer and thought, I have no idea 
what this is all about but I should call this person. 
I remember going to meet him and having really 
great rapport and long story short, eventually this 

five-voice a cappella band formed and we were called 
Monkey Puzzle. We sang that whole time that I was 
in Bloomington, both as a student and beyond, for 
probably six years. During that time we became one 
of the most popular live original acts in Bloomington, 
which is saying something because it’s a really 
vibrant original music scene there. In this group 
were Daniel (Reed), the one that formed the group 
with his then girlfriend now ex-wife, unfortunately, 
Nicole (Kousaleos) and then another friend of theirs, 
named Jerry (McIlvain), all part of the same folklore 
department [at Indiana University], and the three 
of them found me and another fellow named Dan 
Schumacher. Are you familiar with the a cappella 
group The Bobs? Dan is the newest Bob.
 Monkey Puzzle opened my eyes to music that 
I didn’t even know was out there. The five members 
drew from so many different musical experiences. 
Dan had a huge background in vocal improv and jazz 
singing. Daniel was an ‘80s rocker really, so he drew 
from that whole body of material. When I was young I 

was listening to classical music 
and I just didn’t have any kind 
of pop music experience, so 
Daniel was my teacher in that 
way. He was also a folklorist 
and an ethnomusicologist. 
He had done some traveling 
in Africa and drew a lot on 
African rhythms and his 
experience being part of mask 
rituals in Cote d’Ivoire. Nicole 
had a stunning voice and had 
done a lot of musicals, onstage 
singing and a little bit of 
singing with Daniel. Jerry 
was a big theatre guy too. 
I was like a sponge; just so 

excited to be with these older people. I was nineteen 
when I joined when I first moved to Bloomington and 
was the youngest by ten years in that group. Every 
time we got together it was like magic what we would 
come up with to sing.
 At the beginning, I didn’t really have a huge 
part of the creative process. I was just so excited and 
I would do anything that they asked me to. Just tell 
me what to sing! This is awesome! And as the group 
evolved we all became a little more a part of the 
creative process. Initially it was more heavily weighted 
in the direction of covering Jackson Five tunes, or 
Todd Rungren. I knew the Jackson Five obviously but 
I didn’t have any idea who Todd Rungren was, or Sly 
and the Family Stone or the Talking Heads. I didn’t 
know! As the group evolved we started writing a lot 
more of our own material and that was really my first 
experience writing any music. We would collaborate 

Monkey Puzzle, Bloomington, IN, 1993
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on arrangements; we would each come up with our 
own part and the shows were just hysterical fun.
 The group also helped me to think outside 
the box about what a voice is! We did a lot of vocal 
percussion and vocal mimicking of instruments and 
things. The singing that I had done up to this point 
was all just put this music in front of you and sing it. 
Or here’s this lovely melody and sing it back to me. Or 
here’s your part of this four part choral arrangement; 
sing it. Now it was—alright, you’re going to be a bass 
drum and here’s the sound that I want you to make 
(makes sound). You’re going to be the bass guitar in 
this part and you’re going to do this (makes sound). All 
of a sudden I’m using my voice in all these different 
ways. Freeing myself of all the conventional ways that 
I would think about choral singing also translated into 
the way that I thought about my overall relationship to 
music, because as a trombone player, and particularly 
as a classical trombone major at a fairly high powered 
music school, I had never been asked to create music 
without having something sitting in front of me. 
I never regret the fact that I 
studied in that way but I feel 
really lucky to have discovered 
what I discovered through 
Monkey Puzzle and subsequent 
experiences that has allowed 
me to broaden my relationship 
to music. And that broadening 
happened because of this group.
 The other thing that it 
did was to teach me about how 
imperfection is okay. Because 
we did a lot of performing and 
especially early on the group was 
super fun; we had an incredibly 
good time singing together 
and it was always fun for the 
audience, but going back and 
listening to old Monkey Puzzle 
recordings is sometimes kind of 
painful because it’s not very well 
in tune. We got way better over 
time but we were never shy. We 
weren’t trying to be imperfect; 
we wanted it to sound as good as it could, but it 
sounded as it did and we were okay with that. I think 
I was less okay with it than the other people around 
me. But they were older and I was taking their lead 
because I was learning; it meant that I could let go of 
whatever baggage I brought in and learn how to have 
fun performing music.
 Monkey Puzzle took a year off right after I 
graduated. My first job out of college was as a trombone 
player in a ska band.
 Ska is sort of like sped-up reggae. It’s really 

aggressive, plugged in, loud, hard rocking bar band 
music. I was in this local band that was founded in 
Bloomington. They had become one of many nationally 
touring, but essentially unknown, bands. Next time 
you’re driving on a freeway around here and you see 
a van with tinted windows and a trailer, I bet that it’s 
some band that has played seven shows over the last 
seven nights and they’re driving nine hundred miles 
to do another show tomorrow. I joined the band in 
January of 1997 and I was with them until January 
of 1998; the band was called Johnny Socko and we 
played two hundred fifty shows that year. I had a 
green Mohawk and at one point my hair was purple 
and I had dreadlocks in it. 
 That horribly unhealthy year taught me a lot; 
it continued to open up my eyes musically speaking 
to a whole other punk, hard rock style of music that I 
never would have found if it hadn’t been for those guys. 
And that experience of playing in that band REALLY 
taught me how to perform. I remember two months 
after I joined the band, somewhere around the first 

of March, we got in the van and were 
gone for two months with a show every 
night. From one place to the next; 
all these college towns and sticky 
bar floors, horrible couches that had 
bugs in them, that I don’t even want 
to think about. It was a really awful 
year in a lot of ways but no matter 
what, I was getting a paycheck every 
week and I had a per diem that I was 
given—it was actually a fairly well-
run business. This was my first job 
out of college and I had a job to do. 
We would roll up to these places and 
I would get out feeling like crap and 
go on stage and just flip the switch 
and be a lunatic for three hours and 
then go offstage—alright, well, that 
was fun and now I’m going to go and 

get a terrible night’s sleep and get up and drive eight 
hours tomorrow and do the same thing in some other 
smelly bar. I knew that these people paid their money 
to see a show and most of them knew this band and 
the band had a certain reputation and even though 
it didn’t really feel like ME, I was going to perform 
in service of upholding that image. I would say being 
on stage now would be much harder for me had I not 
had that experience in the band. I’m not pretending 
in the way that I did then but I have the ability to get 
up night after night after night and do this performer 
thing.
 I came back from the year with Johnny Socko, 
and sang again with Monkey Puzzle. But right before 
joining the ska band, something happened vocally 
speaking that was very significant. 

Above: with Brass 
Beacon, 2002; left: 
with members of 
Mock Turtle Soup, 
2004



 Malcolm Dalglish lives in Bloomington with 
his family and Malcolm was a fan of Monkey Puzzle. 
He came to a show once at this place called the Wild 
Beat, and approached us afterwards and said, “I’m 
putting together this group to record some of my 
new choral music that has percussion and hammer 
dulcimer (because that’s his thing) accompaniment. 
I’m flying in all of these singers from New England—
these young female voices that are sort of fitting for 
the sound that I want to accomplish—but I need men’s 
voices to fill out the sound for the pieces that require 
tenor and bass parts. Would you be interested?”
 “Well, sure! What’s the commitment?” So, it 
was a month of intensive rehearsals preparing for 
the recording and also for a performance at the Lotus 
Festival, which is a big world music festival that 
happens every year in Bloomington in September.
 All these beautiful, young singers came in 
from Vermont and I met Suzannah and Rosie [Georgia 
Rose] Armstrong-Park. Rosie taught me how to do the 
contra dance swing on Malcolm’s back porch. I sang 
my first shape note song with them, 
sitting on the floor in Malcolm’s 
kitchen. I eventually [later that 
year] went to my first contra dance 
with them. 
 This was a kind of magical 
month that, at the time, I knew was 
a really profound and emotional 
experience. I got to sing in a way 
that was different from what I had 
done with Mr. Cooper and anything 
I did in high school. It was very 
different from what Monkey Puzzle 
was doing. It was this shape note 
sound; powerful and emotional—I 
can’t even really put in into words; 
somehow it would make it less 
potent if I tried. I hear the voices 
in my head and it brings out the 
emotions in me that I can’t even 
explain. So, even though I wouldn’t 
have been able to articulate it at the 
time, that month totally changed 
everything. So, I went off and had 
my rock experience and I came back and I sang with 
Monkey Puzzle, but what I’m doing now is so tied in to 
what I was exposed to during that period of time with 
Malcolm. 

What was the recording?
 There were two—”Hymnody of Earth,” which 
he recorded first with a boy’s choir; we re-recorded 
it and I think he added a couple of things to it; and 
we also recorded a CD called “Pleasure” which is the 
name of one of the songs on that particular record. 
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Above: First time calling, Phoenix, AZ, 2001

The Ooolites was the name of the group.
 Through that experience I met two other very 
influential people in my life as a singer and as a song 
leader—Larry Gordon and Patty Cuyler [of Village 
Harmony]. Suzannah, who was fifteen at the time, 
insisted that Larry ask me to be part of this recording 
project. So my first experience singing shape note 
music was in this particular recording project called 
“Endless Light” by Village Harmony.
 And then fast forward through the Johnny 
Socko year and into my time that I finished up in 
Bloomington, and Monkey Puzzle. Larry calls up and 
says we have this group that tours the world called 
Northern Harmony and we have a spot open for a 
bass. And I said, lemme think…yes, of course! So, I 
went on tour with them for three months. We toured 
in England, and we went to Denmark and Germany; 
we toured through Canada and we came back to the 
U.S. and did a big loop through the States and that 
was were I really started to develop a repertoire of the 
kind of music that I lead now: a lot of South African 

choral music, a certain amount of 
bigger classical works, other folk 
and choral traditions. Larry and 
Patty draw from a lot of different 
things. I don’t really do a lot of the 
Balkan music, which is a staple in 
their repertoire, or the Georgian 
music which constitutes a lot of 
the material that they do. I made a 
particular connection to the shape 
note and South African choral music 
that I learned from them.
 I do some of the South African 
material from Monkey Puzzle. If 
there’s time in a vocal workshop I’ll 
often do material that relates to the 
“outside the box” thing that I was 
talking about with Monkey Puzzle, 
where you’re using your voice in 
a different ways with a lot of vocal 
mimicking of instruments and vocal 
percussion, which is sort of a novelty; 
but if there’s enough time for people 

to actually understand how to use 
their voice in that way if can be really fun. I’ve done 
whole workshops on that, actually.

 End of Part 1 of the interview; go to our website 
after mid April for Part 2—www.cdss.org/current-
issue.html. 
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A Musical Journey -- An Interview with Nils Fredland 
Part II: Dance and Song 

 
Interviewed by Pat MacPherson 

 
 
 
I asked Nils about the current connection in 
his life between singing and dancing and how 
that had happened.  
 As often as I can, I like to lead these one-
shot singing workshops at dance weekends. And 
there was a period when I first moved to Keene 
when I was the music teacher/chorus/band leader at 
the Waldorf School here and that also exposed me to 
a whole body of material that I didn’t have access to. 
Seth Houston was the previous music teacher and 
he had a bunch of material that was great for the 
eleven to fourteen year olds I was working with. I 
brought a lot of the stuff that I knew both from 
Monkey Puzzle and from Northern Harmony to my 
work. And Seth was very generous with his library. 
There’s a fair amount of the material that I 
gathered from him that I now use in my singing 
workshops. It is really perfect for an hour-and-a-half 
long workshop for people that are at a contra dance 
weekend and that just want something different in 
their day.  
 
Can you talk about the relationship between 
singing and dancing, and dance calling? 
 It really goes back to that period of time 
where I was preparing for the Ooolites recording 
and then the Endless Light session that followed it. 
My first exposure to shape note music in particular 
probably happened on the same day that I went to 
my first contra dance in Plainfield, VT. Shape note 
music and contra dancing are really tied together 
for me because my exposure to those two totally new 
things happened almost at exactly the same 
moment. That’s just how it is in my heart. 
 There was a period in there where I was in 
Bloomington, after my time with Johnny Socko and 
not singing with Monkey Puzzle, and not really 
doing a lot of the kind of music that I had been 
exposed to with the Ooolites and during the Endless 
Light session, when I was doing a lot of contra 
dancing. 
 I started dancing regularly in 1998 and 
somewhere in there was probably the first time that 
I ever tried calling a dance. It was Sam Bartlett’s 
wife, Abby Ladin, who told me that I would be a 
good caller. 
 
 
 

Well, what did you think? 
 I think I might have expressed an interest 
in it, but it wasn’t what I felt really compelled to do 
at the time. I had a friend named Mark Langner, a 
caller who lives in Asheville, who showed me the 
mechanics of calling and showed me my first dance 
card and he said, “OK, this is how it works and 
here’s how it relates to the tune and you’re a 
musician, so you’ll understand it. The calling part’s 
gonna be easy for you but the thing you’re really 
gonna have to focus on is how to teach.” I remember 
getting up during an open mic in Bloomington and 
realizing just how true that was. It was a good 
group of dancers and they knew what I was trying 
to say, but I had no idea. Basically I was lucky on 
that night because all I really had to do was say: 
make wavy lines and they all did it. Ladies chain 
and they all did! I didn’t have to really teach 
anything. I remember not knowing how to tell the 
band that I didn’t want them to play anymore; 
y’know, the dance had been going on for long 
enough. It was a good experience. I did two open mic 
nights I guess and then I didn’t do it for a couple of 
years. 
 After Bloomington I went on the road with 
Northern Harmony in early 2000. I came back from 
that and was just at home in Maryland. I moved to 
Arizona and happened to show up in Phoenix at the 
local contra dance there and by the end of that 
night, I was the local caller and a member of the 
Board. They saw this young, energetic, good dancer 
and they just went (noise), which was great. They 
didn’t have a local caller at the time. I told them 
that I had a little bit of experience and I sort of lied; 
you know, I’d called two dances, but I think they 
thought that meant I’d called two whole nights. And 
they said, great, you wanna call next month and I 
said, sure! So, I did call over the course of about two 
years, through the rest of 2000 and into 2001. 
 I was working as a special education 
teacher. But the thing that really kept me being in 
Phoenix was my role in the dance community, which 
became increasingly large. I became the local caller 
and I started bouncing around doing other dances in 
Arizona and just gained a lot of confidence. I had a 
lot of support from people. I think I basically took a 
dance community that was kind of waning in terms 
of energy and interest and gave it a jolt and it still is 
really healthy. There’s a caller that came after I left, 
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Peg Hesley, who really picked up the ball. I’m not 
suggesting that the Phoenix dance community was 
going to die if it hadn’t been for me, but the same 
folks that started twenty years before I moved to 
town, were still the people that were on the Board. 
The same story can be told for so many different 
dance communities in the country, and this was just 
one. I showed up at just the right time both for them 
and for me, because it gave me a chance to just try 
this thing that I had been kind of peripherally 
interested in since the time that I did it in 
Bloomington. And all of a sudden I had this 
situation where I could do as much of it as I wanted 
to do and people were so grateful and super patient 
and really helpful. And that’s where I learned to call 
dances—just by being there and being given tons of 
opportunity every time I turned around. It was kind 
of towards the end of that time when I realized that 
I really didn’t want to be in Phoenix. I was starting 
to do more traveling out of town to call dances 
around there and distances to call are just hours; I 
remember driving twelve hours to Salt Lake City to 
call a contra dance for forty people. So, it was then 
that I made a phone call and said, I’m coming home 
and I’m gonna be a contra dance caller. 
 
Can you describe what took place to make you 
know that’s what you wanted to do? 
 I’m totally at home doing this work. And I 
can recall experiences calling in Phoenix when it felt 
that way. I remember the first night that I called 
there just knowing that I was screwing up and 
struggling a little bit but just the whole time 
thinking, YES!!! Oh man! This is great! I love it! 
This is more fun than anything I’ve ever done. And 
I’ve done a lot of fun stuff. This is it! This is the 
thing! And that just increased over the time that I 
was there. I knew that I was better than a lot of 
people that were doing it. The fact that I enjoyed it 
and I could give people something they weren’t 
getting from other people that were taking the 
microphone meant a lot and made me want to do it 
more. 
 When I got back East I didn’t have any 
concept of what it was gonna be like. I remember 
coming back to Maryland and thinking alright, 
geographically things are much closer together and 
I know that there’s a lot of dancing that happens in 
Maryland and in New England and I’ll just come 
and I’ll just start calling dances there. It was easy in 
Arizona; I’m sure it’s going to be easy here. And 
actually it was not nearly as hard as it should have 
been. I was kind of blissfully unaware of how 
difficult it actually should be to get booked at Glen 
Echo. But I found an open mic in Annapolis which 
was a mile from my parents’ house and I went 

there. I got in touch with the organizer and said, 
“Can I call this open mic and here’s who I am and 
I’ve just moved back.” And she said, sure! Steve 
Hickman was the fiddler and Jonathan Jensen 
might have been playing piano. Anyway, I called 
three slots at this open mic and the organizer for 
the Glen Echo Sunday night dance was there and 
she came up afterwards and said, “You’re great! You 
wanna call at Glen Echo on a Sunday?” I said, 
“Sure! What’s Glen Echo?”  
 And then Beth Molaro booked me down in 
Asheville shortly after I moved back. So, I was doing 
all of this driving to these various places and the 
calendar obviously was thin when I first moved 
back. Not even close to being able to call it what I 
did as my profession. But I was living at home so I 
had no expenses really. Thanks to my parents for 
being as generous as they are. I didn’t have another 
job so I would just say yes to everything and saying 
yes kind of got to be a habit. That’s what I did for 
three years—just drive all over the country and call 
as many single night local dances as I could and it 
was through that that I started getting festivals.  
 The period of time when I was doing that 
was what made it possible for me to make a living 
doing it now. I was not making a living doing it 
then. I was living mostly on the generosity of the 
people who loved me. It was not like I was bringing 
in enough money to feed myself or to make a car 
payment. The car that I travelled around in before I 
bought the car that I have now was a car that was 
given to me. It was basically a new car at the time, 
and this friend of mine basically said, “Take this car 
and pay me if you can. Just take it.” 
 When I weave the whole tale, it’s like I hope 
that I’m giving back in the way that is consistent 
with everything that’s been given to me over the 
course of the time that I’ve been moving my way 
through life. Because I don’t even really feel like I’ve 
had to make choices. I don’t feel like I’ve really had 
to think about what to do next because it’s just been 
so obvious.  
 The strength that I carry in both of these 
roles [song leading and calling] comes from the 
people that I learned a lot from. Go back to Mr. 
Cooper—because I was young and I wasn’t aware in 
an adult way about his relationship to the music, he 
seemed to be all just passion for the music and clear 
in his delivery and in his expectations and that’s a 
big part of who I am as a leader. I am a lot of heart 
and I’m clear in my musical vision. Here’s this song; 
I love this song; you’re gonna love this song; let’s 
sing it together. It’s the same in the way that I 
approach sharing dances with people—be as clear as 
possible in the teaching and as obvious as possible 
in communicating my passion for the material. 
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 I’m more of a scholar with dancing than I 
am with singing. And I have worked with other 
choral leaders who have that scholarly side who are 
[also] very, very good at leading a group. I’ve 
watched these people—Kate Howard is one and 
Brendan Taaffe is another one—who are great song 
leaders who have intelligence about the music and 
where the music comes from. I did a weeklong 
workshop a couple of years ago with Brendan and 
Kate and it was during that week in Ireland that I 
realized that this was something they had in their 
presentation and delivery that I didn’t have. I think 
that did, at the time, hold me back a little bit. I’m 
still aware of it but I’m not letting it define my 
ability to be an effective song leader. That’s what 
the Pinewoods week showed me—during American 
Week [one of CDSS’s music and dance weeks, 
summer 2009] there was something really magical 
about the energy in that group of singers. It was 
something that started with my ability to lead a 
group in song; that was the seed and it just grew 
into this whole other thing that was amazing. I had 
a part in cultivating it but it was something that we 
really all did together. 
 That experience is making me be even more 
insistent that I be given the opportunity to lead a 
singing workshop at dance weekends that I go to. 
Which is generally not a very hard sell, but some 
people want more dancing and less of the other kind 
of thing. I think I’m going to get to be a pain in the 
butt of a lot of these dance weekend organizers; it’s 
good that I have the reputation that I do because 
I’m doing things like saying I want to lead a singing 
workshop and insisting that they let me call 
[singing] squares and a lot of people just don’t want 
to do that. 
 
You’ve talked with me previously about what 
calling singing squares means to you. Tell me 
a bit more about that. 
 In that period of time that I was living back 
East and doing a lot of touring around, a friend 
handed me a pre-release copy of Ralph’s CD 
“Shindig in the Barn” with Ralph Sweet’s All-Stars. 
This was a pre-mastered, raw version that she’d 
gotten from one of the friends of the Greenfield 
[Massachusetts] Grange. It’s the story that I tell in 
the introduction to the book (On the Beat with 
Ralph Sweet). I heard Ralph’s voice and it was 
like—OK, there’s the next project. And I don’t know 
this man but I’m ready to learn everything I can 
glean from listening to this record eight thousand 
times and let’s see where that takes me. That is 
what opened up starting to call the singing squares.  
 Meeting Ralph made it something more 
profound because he was the source of all of the 

dances that I knew at the time. I’ve learned things 
from other sources now but it all comes back to him. 
When I first started calling the dances I didn’t know 
where the tunes came from; I had no idea how long 
these dances had been around; I just knew that I 
liked “The Auctioneer” and it seemed like a good 
dance and I could figure out the chords and teach a 
band. Early on, I just liked the variety, but then 
dancers seemed to enjoy it and I felt like it was 
something I could do well. I understood that I could 
communicate the dance in a way that was pleasant 
for people; and people that hate squares had fun 
dancing the singing squares. 
 
Calling singing squares lets you combine 
singing and dancing—both so important to 
you. 
 I think it involves more than that. One 
thing is that the singing squares do what other 
elements of calling dances aren’t really designed to 
do. That is, the caller’s the host and a caller with a 
good personality and a good way of being commands 
attention from the floor and that’s a good thing, but 
it’s not really the caller’s job to be the center of 
attention and the life of the party. When I’m calling 
contra dances I’m just trying to teach effectively. If I 
know the crowd that I’m working with really well, 
then there can be some kind of playful elements 
involved. But if I don’t, then I’m teaching as quickly 
as I can and making sure that everyone is well 
taken care of on the floor and letting the music go 
and getting out of the way as fast as possible. And if 
people are paying attention and they look up on 
stage, they see me bouncing around and I think 
that’s one of the things that make the dances I call 
feel good. People can look up there and go—Man, 
he’s having a good time. But the singing squares 
allow me to put on that performer hat. You’re doing 
all of those things that a caller does and then you’re 
taking on this whole other performer persona that 
doesn’t exist quite to the same extent when I’m just 
wearing the contra caller hat. It kind of brings back 
the Monkey Puzzle, Johnny Socko side—it allows 
me to step into the spotlight a little bit. I like it. 
 
And it’s not the fake Johnny Socko person? 
 It’s a totally genuine thing. Through work 
with the book and meeting and talking with Ralph 
early on, I understand a lot more about where the 
singing squares came from. I also feel that in 
addition to the fact that they’re good dances and 
they add variety to a program, there’s an important 
historical side to it. My ability to do these dances 
well is going to mean that they are going to continue 
being danced and embraced by contra dancers into 
the future. And that is important and that is—I 
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want to use the word “humbling.” I don’t know if 
that’s the right word but I do feel a responsibility 
and it’s a kind of profound responsibility to these 
dances. It’s not really about me; it’s about the 
material. And I think that gets to be truer the more 
I understand about the singing squares themselves 
and the more I get to know Ralph and the more I 
work on the book. 
 
Does being a singer affect how you hear dance 
music and/or does being a dance caller affect 
how you lead songs? 
 I would say being a dance caller affects how 
I lead songs more than being a singer affects how I 
hear dance music. Though, being a singer definitely 
affects how I call dances. They definitely tie in and 
it goes both ways for sure. As a dance caller, 
particularly as a contra dance caller, I think there 
are a lot of different ways to deliver the calls. The 
most natural way for me is not necessarily to sing 
the calls; I’m not trying to clash so much that it’s 
unpleasant; I’m basically speaking the calls in 
rhythm. I’m, for lack of a better word, rapping out 
the calls in a way. But the way that I deliver the 
calls is definitely related really closely to the music. 
I’m not talking over the music so much as I’m trying 
to be part of it and have my voice be a unique 
enough element that it does what it’s supposed to do 
for the dancers. So, yes, my singing definitely 
informs my dance calling in that way. And when 
you move into the realm of calling squares, the 
relationship is much more obvious. In the patter 
squares, I am really trying to find a spot in the 
harmony of the tune that I can kind of chant along 
with and then the singing squares is where all those 
things come together in a really obvious way. 
 In terms of the way my dance calling affects 
my song leading—finding out what works as a 
dance caller when you’re trying to communicate a 
figure to a crowd of people of varying experience and 
standing in front of people of varying experience 
that are wanting to learn a song—I think the same 
teaching techniques exist and work. I don’t feel like 
those two things are different at all. I’m basically 
putting on the same teaching hat.  
 This goes back to the experience of being led 
by Mr. Cooper, back when I was eight. He was 
gently insistent that it needed to be a particular 
way and I think that I’m also that insistent as a 
dance caller. As a dance caller you need to be a little 
more subtle with that insistence; or you need to find 
more subtle ways to communicate the beauty of a 
dance. Still maintaining that fun, loose feel but 
knowing what it feels like—what a particular contra 
dance feels like when it’s really danced perfectly 
and trying to communicate that through the back 

door. In song leading, because we’re more sitting 
down together and saying, alright, here’s this song 
and here’s what we’re going to do to make it great, 
that communication can be a little bit more direct. 
 The things are all related, for sure. 
 
 The interview was held on September 23, 
2009 at Nils’ home in Keene, New Hampshire. Part 1 
appeared in the CDSS News, Spring 2010. Both 
parts will become part of the CDSS News Archives. 
 
 
Nils in action 
1. Leading CDSS American Week 2009 participants 
in a South African apartheid-era song “Garai Pano” 
to close out the evening dance -- 
http://www.youtube.com/watch?v=sxqmk9H3v_E 
 
2. Nils and his workshop singers in the finale of the 
FolkMADness talent show, May 2009 -- 
http://www.youtube.com/watch?v=GJx_boQq2iI 
 
3. Leading a round, Ooh La La dance weekend in 
Richmond, Quebec, July 2009 -- 
http://www.youtube.com/watch?v=G9_9xcS0_dc&NR
=1 
 
4. Playing with the band, Ooh La La dance 
weekend, Richmond, Quebec, July 2009 -- 
http://www.youtube.com/watch?v=NIOy1JuW3U0&f
eature=related 
 
5. Calling a square, Lava Meltdown, Lava Hot 
Springs, ID, March 2010 
http://www.youtube.com/watch?v=6jx9gCLJI_c 

http://www.youtube.com/watch?v=sxqmk9H3v_E
http://www.youtube.com/watch?v=GJx_boQq2iI
http://www.youtube.com/watch?v=G9_9xcS0_dc&NR=1
http://www.youtube.com/watch?v=G9_9xcS0_dc&NR=1
http://www.youtube.com/watch?v=NIOy1JuW3U0&feature=related
http://www.youtube.com/watch?v=NIOy1JuW3U0&feature=related
http://www.youtube.com/watch?v=6jx9gCLJI_c
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Guiding Star Nights                                                        © 2008 Susan Conger

Commissioned by the Friends of the Guiding Star Grange as a thank-you to David Kaynor for his years
of service on the FGSG Board. 

© 2008 Susan Conger 

Commissioned by the Friends of the Guilding Star Grange as a thank you to David Kaynor for his years of 
service on the FGSG Board.

tune notation courtesy Susan Conger

Guiding Star Nights
by Susan Conger
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David’s Guiding Star
by Steve Zakon-Anderson

Formation: duple improper, intermediate
Tune: Guiding Star Nights, by Susan Conger

A1 Right hand star with neighbors once into long waves (with right to neighbor, 
 and men facing out) (8)
 Balance wave (4), women cross the set while men turn over right shoulder, 
 to form new  waves (4)

A2 Balance wave (4), swing partner (12)

B1 Circle left three-quarters (8), swing neighbor (8)

B2  Long lines forward and back (8)
 Left hand star with these neighbors (8) into right hand star with new neighbors

Teaching tips:
 As the transition from the star to the wave in the A1 is a bit tricky, with tight timing, I usually start my 
walkthrough by having the dancers form the waves they will be getting in eventually so they can see where they 
will want to be after the star.
	 If	your	dancers	are	not	that	familiar	with	the	“rotate	the	wave”	figure	in	the	A2	you	could	mention	before	
they move that the women are crossing to take their partner’s spot and the men are rotating to move into their 
neighbor’s spot.

© 2008 Steve Zakon-Anderson

 In the fall of 2008, David Kaynor resigned from the board of the Friends of the Guiding Star Grange after 
many years of service.  At that time, the remaining board members  decided to honor him by commissioning both 
a tune and a dance.  Susan Conger wrote the tune “Guiding Star Nights,” and Steve Zakon-Anderson contributed 
the dance “David’s Guiding Star.” Both were debuted, and presented as a surprise to David, on the night of April 
17, 2009, which happened to be not only one of the regular nights in David’s dance series at the Grange hall, but 
was David’s birthday as well.
 Almost twenty years ago, when the Guiding Star Grange was considering abandoning its building, David 
was instrumental in getting dancers to join the Grange organization, thus helping to not only save the hall as a 
dance venue, but to work over the years on many major renovations. During that time he has continued to support 
not only the Grange Hall and his regular dance series there, but has been a steadfast advocate of maintaining 
contra dancing as a vital folk art form, and introducing it to as many new dancers as possible.  It was in recognition 
of David’s dedication and efforts towards contra dancing, this Grange hall and the dance community it supports 
and inspires, as well as of his long service on the board of the FGSG, that he was being thanked and honored by 
the dance and tune.

~ S.Z-A.
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Trails of Kubinek
Keith Murphy, 2007
Black Isle Music, BMI

© 2007 Keith Murphy, Black Isle Music, BMI

 Tomas Kubinek is someone worth googling and one of the more interesting people I have met en route 
to a gig. A defining feature of the tune for me is in the anticipations of some of the phrases. I have notated some 
of these but in reality, those anticipations can be placed in many different points in the tune and can be moved 
around. I think of Trails of Kubinek as a cross between French Canadian tunes like Pointe au Pic and the Buena 
Vista Social Club. The tune is included on the new Nightingale CD, Jolie.*

~ K.M.

* See page 23 for information about this new recording.

tune notation courtesy Keith Murphy

Trails of Kubinek
by Keith Murphy
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© Copyright 2009, Jonathan Jensen.
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