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Group Corner—Sound Engineers
by Jeff Martell, Group Services Manager

 I have heard from a 
few different groups as of 
late that they have been 
having problems finding 
someone to run sound 
for their dances. A good 
sound engineer can make 
the difference between 
a wonderful evening of 
music and an ear rattling 
cacophony. The reality of 

doing sound is that most people don’t notice it at all 
unless something has gone awry. If your dance has 
an experienced sound engineer, do whatever you can 
to keep them happy! They are worth their weight in 
gold. They show up early, set up all the equipment, 
make sure the band sounds great, work all night (yes, 
even if they are dancing they are still listening), then 
they put it all away after everyone has left. Keeping 
them happy may include paying them if you can at all 
afford it, feeding them or giving them free admission 
to other events.
 If your group does not have a sound engineer 
on hand, you still have some options. For a bigger 
event it is often best to hire a sound company. They 
are professionals, have the right tools for bigger 
shows, but that can get expensive. Before hiring 
anyone, get some references. Another idea is to get 
the band to supply the sound for the night. The up 
side of this option is it is their stuff, and they are used 
to it. The down side is that if they don’t have a sound 
engineer either and are mixing from the stage, they 
are the ONLY ones in the room that cannot hear what 
is going on in the room. 
 Possibly the best idea is to train one, or a 
few, people in basic sound reinforcement. Most of our 
groups are not running huge sound systems, nor are 
they using complicated pieces of equipment, so most 
anyone with a basic to good ear can be trained in how 
to use it. There are a few options for this. You could 
send your sound people to a sound training held at 
an event or festival near you. It might be hard to find 
one, or expensive to do however. One of the better 
options is to hire a sound engineer to come out and 
do a training, or several, with your system at your 
site. The benefits of this are that people get hands-
on time with your particular system and hall, and it 
is probably less expensive than sending a group to a 
larger event. The CDSS store has copies of All Mixed 
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Up: A Guide to Sound Production for Folk and Dance 
Music (Rev. Ed), by Bob Mills, which is a great basic 
sound engineering primer for a pretty reasonable 
price. There are also CDSS-funded grants that a 
group could apply for to help fund such a training in 
their area. Information on these can be found at www.
cdss.org/grantguidelines.  
 In closing, if you have a sound person, thank 
them! If you are looking for one, it might just work 
best to grow your own! 

From the Youth Desk
by Max Newman, Youth Projects Intern

 As the Youth Intern, 
I get to work in a 
number of different 
arenas. Lots of time is 
spent communicating 
with people, finding 
out what’s going on, 
answering questions, 
and connecting people 
with similar experiences 
and ideas. My eleven day 

visit through Colorado is 
a fine example. People shared some clever ideas and I 
was able to connect some with useful resources. I just 
heard, for example, the Midwest Morris Ale will be 
receiving a grant from CDSS scholarships. Read Jane 
Srivastava’s article on page 29, for a little more about 
what was going on at Stellar.
 I’m also sure many of you have noticed my 
Youth Intern Facebook page. I’m now happy to unveil 
a similar resource we’re premiering: the CDSS Blog at 
www.cdss.org/blog. 
 Why Does CDSS Have a Blog? Our blog is 
going to be another resource to provide a forum for 
connecting people and sharing ideas, as well as a place 
to hear a little more about what happens at CDSS. It 
will be updated regularly and highlight some things 
that we can’t quite address with the newsletter. Some 
of these will be updates about the goings on in the 
office, while others will take advantage of all the web 
resources that we and others have compiled. Look out 
for our video-of-the-month feature! Our hope is that 
this will be a fun, informative, and even informal 
place you can check into regularly for news, ideas and 
memes (our community has memes, doesn’t it?). 
 But We Need Your Help! In order to create a 
place with the aforementioned “fun, informative” 
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content, I need your help. If you know of a cool link, 
have an experience/problem/solution to share, or have 
any other idea you think would make an interesting 
post, please send me an email. Some posts will be 
small, others will be longer, so I welcome anything 
and everything.
 I’m really looking forward to seeing where the 
blog takes us and hope you are, too. 

 Visit the CDSS Blog at www.cdss.org/blog. 
To find out what else Max is up to, check out www.
facebook.com/cdss.max. 

Outreach
by Linda Henry, Outreach Manager

 Greetings from the 
Outreach corner of the 
CDSS office where we 
offer grants, scholarships, 
advice and more! Here’s 
a glimpse of current 
news and projects on the 
horizon.
 Current outreach 
grants are supporting 
these exciting events:

scholarships for the • 
thirtieth Annual Midwest Morris Ale (Boulder, 
Colorado)
a new community dance series starting up • 
(Providence, Rhode Island)
the first Great Bear Groove dance weekend • 
(Fulton, New York)
the Nelson Strings Program to train young • 
musicians (Nelson, New Hampshire)
a new contra dance series (Wallingford, • 
Connecticut)
scholarships for young dancers attending DERT, • 
the Dancing England Rapper Tournament (Derby, 
England)
the Second Annual Open Band Contra Dance • 
culminating a six-month project to train musicians 
(Peace Dale, Rhode Island)

 How/When to Apply—If you are planning 
a music or dance-related event or project and need 
financial support, we encourage you to apply for CDSS 
outreach funding. Our next grant deadline is October 
1. See www.cdss.org/grantguidelines for guidelines 
and an application. If you have questions and/or need 
advice, feel free to be in touch. (See contact information 
below.) 
 We are especially eager to offer grants for 
projects/events beyond the northeastern United States. 

And for groups that would like to offer workshops for 
your English country dance musicians, we encourage 
you to apply for assistance from the Chuck Ward 
Fund; see www.cdss.org/grantguidelines.
 Leadership Conferences—Another important 
aspect of our outreach work is to initiate and support 
regional leadership conferences. These events 
generate and strengthen networks between music 
and dance communities that can help them thrive.*  
For a first-hand account, see Gaye Fifer’s article on  
the Virginia Dance Leadership Conference in the last 
issue or in the online newsletter archives after July 
15, www.cdss.org/newsletter-archives.html.
 Our goal is to help several conferences happen 
each year throughout the U.S. and Canada. We are 
actively seeking organizers interested in running these 
events. We offer a variety of support to help design 
and run events based on the needs of the region. If 
you would like to create a conference for your area or 
know others who might be interested, I’d love to hear 
from you—outreach@cdss.org, 413-268-7426 x 105.

 * For ideas about creating a conference, see 
Shawn Brenneman’s suggestions soon to be on our 
website, www.cdss.org, under Outreach.



 On April 3, 2010, I stood on stage with Eric 
McDonald, Brendan Carey-Block (two-thirds of   
Matching Orange) and Andrew and Noah VanNorstrand 
(two-thirds of The Great Bear Trio), looking out on a 
crowd of outrageously dressed, high-spirited dancers. 
The attire included everything from tuxedo t-shirts, a 
maroon velvet coat with tails, a few ball gowns and lots of 
goofy thrift store outfits. The  elegant nineteenth century 
dance floor of Madison Hall in Morrisville, New York was 
packed with dancers, and the room was humming with 
energy and excitement. For those of you who weren’t 
there, this describes the scene this spring when I was 
calling for Syracuse Country Dancers’ second Seventh 
Annual Contra Prom. It was a really special evening 
and after seven years (I’ll explain the “second seventh” 
thing in a minute) of organizing, 
decorating and encouraging 
people to come out for the event, 
I felt like the Syracuse Contra 
Prom was finally realizing its 
intended potential.
 My friends and I started 
the first Contra Prom when we 
were all more or less juniors in 
high school. By that time, we 
were regulars at the Syracuse 
Country Dancers’ weekly contra 
dance, thanks to the comfortable 
and welcoming atmosphere that 
is the hallmark of our dance 
community. I think for many 
of us it was the first time we 
were enthusiastically involved 
and included in any sort of community. Finding a place 
to hang out and have fun together on a weekly basis 
with such a variety of people was a really unusual and 
enticing experience. Community is elusive in today’s 
world and contra dancing brings together the most 
unlikely people in an activity that is at its best when 
the dancers are not only connected with the music, but 
are equally connected with each other.
 When prom season rolled around, I wasn’t 
interested in going through all the motions, time-
honored though they are, of buying the dress, finding 
the date, going to the dance, where the actual dancing 
is pretty minimal, and then the marathon of after-
parties. The expense and the difficulty of navigating the 
super-cliquey atmosphere at school didn’t sound like 
fun to me. I’m sure many people, perhaps in different 
circumstances, do enjoy their proms, but I needed 
another option. I wanted to create an alternative that 

would involve more fun and less peer pressure, so I 
went to the board of the Syracuse Country Dancers 
and asked if we could put on a contra dance version of 
Prom.
 The first year was a real success. People 
understood the intended mood of the event right away 
and showed up in everything from tuxedos and bow 
ties to one of our friends in a superman costume. It was 
everything I love about contra dancing: great music, fun 
dances, all sorts of people, goofy outfits, even goofier 
attitudes and a warm, welcoming community of dancers. 
Since then, we’ve held the event annually and each year 
gathers a bit more momentum. The decorations are just 
a little more elaborate, the outfits get more creative, and 
each year’s cake outdoes the last. Now we have groups of 

people show up who’ve 
never danced before, 
but who are curious 
about this crazy folk 
music prom that costs 
only seven dollars. 
Great music and good 
dancing are central to 
the evening, but this 
event also strives to 
create an environment 
where people can feel 
free to be themselves 
without the pressure to 
conform to mainstream 
culture.
 This year was 
our second seventh 

annual event (last year, we messed up and called it the 
seventh annual when it was actually only the sixth) 
and it was the best combination of dancers, dance hall, 
music and atmosphere that I think we’ve ever had 
for Contra Prom. I’m very proud of the event and I’m 
excited that other people are considering starting up 
something similar at their home dances. I’m grateful 
to the Syracuse dance organizers for letting us give 
it a try, because it gave us a sense of ownership and 
inclusion that connected us with contra dancing in a 
permanent way. Many of that original group of friends 
are still dancing, even though we’ve dispersed and gone 
in different directions after high school and college.  
 Personally, I’ve continued my involvement 
with the Syracuse Dancers and now I’m a member 
of the board. I currently handle the booking for our 
dances and I’m an active caller. Music and dancing are 
integral parts of my life, largely thanks to a community 
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The Syracuse Contra Prom
by Sarah VanNorstrand



of dancers that made room for my 
friends and me at an important 
time in our lives. We found a place 
at those weekly dances where we 
could have an incredible amount 
of fun in a positive environment, 
and the music and dancing that we 
absorbed has stayed with us. Most 
of the old crew still make it back for 
every Contra Prom, and we mingle 
with a new crowd of dancers who are 
discovering the benefits of contra 
dancing for themselves.  I already 
have big plans for next spring’s 
eighth annual Contra Prom, and 
I really hope some of you will get 
out your prom attire, whatever that 
might be, and join us on the dance 
floor for what I think will be the best 
prom you’ve ever experienced.

Sarah can be reached through 
her website, web.me.com/
e v e r g r e e n f a r m / S a r a h _
VanNorstrand/Welcome.html.

Previous page: Dancers at Madison Hall. This page, 
top: “You never know what might happen at Contra 
Prom” (a.k.a. Sarah and Kailyn), below: this year’s 
cake; photos by Andrew VanNorstrand.
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C h e e r s  f o r  t h e  C a n o n e e r s !
b y  J u d y  C h a v e s

Dedicated to Bill Osgood

	 Entering	 the	 fifth	 year	 of	 teaching	 a	weekly	
English	 country	 dance	 class	 at	 Wake	 Robin,	 a	
retirement	 community	 in	 Shelburne,	 Vermont,	 I	
wondered	if	the	class	was	ready	for	a	major	challenge:	
a	 dance	 that	 would	 take	 the	 group,	 instead	 of	 the	
usual	 twenty	 minutes	 to	 learn,	 several	 sessions—	
perhaps	 even	 the	 entire	 ten-week	 “semester.”	 So	 I	
asked	my	co-teacher,	Val	Medve,	what	she	thought	of	
the	idea,	and	she	was	game.	The	dance?	John	Tallis’s	
Canon,	 a	 duple	minor	written	 by	Pat	 Shaw	 in	 1970	
in	 which	 corners	 do	 the	 dance	 in	 canon,	 the	 first	
corners	 initiating	 the	dance,	 and	 the	 second	 corners	
coming	 in—and	 remaining	 throughout—four	 beats	
behind.	The	dance	itself	is	quite	simple—forward	and	
back,	 cross	 over,	 right	 and	 left	 hand	 turns—but	 the	
matter	 of	 coordinating	 the	 canon,	 particularly	 the	
progression,	can	prove	enormously	tricky.		Never	had	
we	tried	anything	even	remotely	as	complicated	with	
this	group.	We	suspected	 that	 it	was	either	going	 to	
prove	an	immensely	satisfying	experience	for	all—or	
one	of	 the	craziest	 teaching	 ideas	 that	 the	 two	of	us	
had	ever	had.	
	 Our	standard	repertoire	for	the	class	includes	
simple	duple	minors	 like	The	Duke	of	Kent’s	Waltz,	
Freeford	Gardens,	and	Dover	Pier;	a	few	circle	dances	
like	I	Care	Not	for	These	Ladies	and	Epping	Forest;	
and	an	occasional	 three-couple	set	dance	 like	Scotch	
Cap	or	Grimstock	(using	only	one	or	two	of	the	choruses	
that	work	best	 for	 the	group).	Recently	we’ve	upped	
the	difficulty	level	with	Handel	with	Care,	Barbarini’s	
Tambourine,	and	Jack’s	Maggot.	It	seemed	to	us	that	
John	 Tallis’s	 Canon,	 though	 of	 a	much	 higher	 level	
of	 challenge	 than	 our	 standards,	 would	 offer	 a	 type	
of	 challenge	 of	 exactly	 the	 right	 sort.	 Difficult,	 but																																								
Wake	Robin-friendly.
	 Exactly	 what	
qualifies	 as	 Wake	 Robin-
friendly	is	something	Val	and	
I	 have	 gotten	 increasingly	
better	at	 identifying,	 just	as	
we’ve	grown	adept	at	writing	
adaptations	 to	 dances	 to	
make	 them	 Wake	 Robin-
friendly	(eliminating	all	turn	
singles,	 for	 example)	 and	
adjusting	 the	 speed	 on	 our	
MP3	players	to	do	the	same	
(sometimes	 down	 to	 eighty-
five	percent	of	recorded	speed).		
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	 With	most	of	the	class	being	in	their	seventies	
and	 eighties	 (one	 member	 just	 turned	 eighty-
nine),	 speed,	 balance	 and	 dizziness	 are	 our	 biggest	
concerns.	 The	 Canon	 seemed	 perfect	 because,	 as	 I	
said,	 the	 dance	 itself	 is	 not	 difficult,	 and	 there	 are	
no	fast	parts,	no	repetitive	turns,	nothing	to	bring	on	
dizziness.	 Its	 challenge	 lies	more	 in	 the	 intellectual	
realm	than	physical.	And	whereas	this	group	might	
have	balance	and	knee	and	back	issues,	they	are	as	
sharp	 intellectually	 as	 any	 other	 English	 country	
dance	group—which	is	to	say	very.	They	immediately	
grasped	the	concept	of	the	canon	(and,	many	of	them,	
the	reference	to	Thomas	Tallis)	with	great	appreciation	
and	enormous	anticipation	of	what	they	could	see	lay	
ahead.	They	were	as	excited	as	we	were	to	take	on	the	
challenge.		
	 At	 the	first	 session	 in	 early	October,	we	 got	
off	 to	 a	 great	 start.	 The	 figures	 themselves	 were	
easy	to	teach,	and	for	the	first	few	weeks	we	had	the	
group	do	the	dance	not	as	a	canon,	but	as	a	“solo”	for	
each	 set	 of	 corners,	 the	 first	 corners	 dancing	 while	
the	 seconds	 stood	 still,	 and	 vice	 versa.	We	 also	 left	
out	the	progression.	(Instead	of	veering	right	or	left,	
you	simply	returned	to	place.)	Once	it	was	clear	the	
class	 could	 do	 this	 repeatedly	 with	 confidence,	 we	
introduced	 the	 canon	 aspect,	 one	 figure	 at	 a	 time,	
still	without	any	progression.	Val	would	call	 for	 the	
first	corners;	I	would	call	 for	the	seconds.	Doing	the	
dance	this	way	was	clearly	a	challenge,	but	one	the	
group	finally	mastered	with	such	success	that	Val	and	
I	were	tempted	to	call	it	quits	right	there.	“We	could	
just	turn	it	into	a	two-couple	set	dance,”	I	suggested.	
“No	progression	necessary!”		
	 But	 the	 class	 knew	 there	was	 a	 progression	

and	made	it	clear	they	would	not	
be	 satisfied	 until	 they	 learned	
it.	 Val	 and	 I,	 unsure	 exactly	
how	we	were	 going	 to	 teach	 the	
progression,	 fearful	 of	 failure—
both	 our	 own	 and	 the	 group’s—
kept	putting	 the	progression	off.	
Yet	 the	 class	 kept	 asking	 for	 it.	
“How	 could	 anything	 be	 that	
hard?”	 they	 asked.	 How	 indeed.	
(I	should	mention	here	that	when	
I	 asked	 caller	 David	 Millstone	
for	 tips	 on	 teaching	 the	Canon’s	
progression,	he	replied,	“I	haven’t	
taught	[the	dance]	in	ages	



precisely	 because	 of	 the	 difficulty	 of	 getting	 that	
progression	 across.”)	 Oh	 great,	 I	 thought:	 expert	
confirmation	that	Val	and	I	are	indeed	insane!
	 But	 I	 finally	 bit	 the	 bullet	 and	 taught	 the	
progression	 (thanks	 to	 page	 31	 of	 CDSS’s Legacy: 
50 Years of Dance and Song,	 plus	 several	 nights	 of	
tossing	and	turning).	There	 followed	a	 few	weeks	of	
exactly	the	sort	of	progression	mayhem	that	Val	and	
I	had	feared.	First	and	second	corners,	forgetting	who	
did	what	when,	walked	into	each	other;	partners	split	
apart	and	progressed	in	opposite	directions;	genders	
changed.	 Those	 who	 did	 successfully	 navigate	 the	
steps	 of	 the	 progression	 were	 unable	 to	 locate	 any	
next	 corner	 with	 whom	 to	 dance,	 and	 forget	 about	
anyone	being	able	to	enter	the	dance	after	waiting	out	
at	either	end.	Val	had	some	success	with	a	call-and-
response	 exercise:	 “First	 corners	 veer…?”	 “RIGHT!”	
came	the	answer.	“Second	corners	veer….?”	“LEFT!”	
But	 for	 the	most	 part,	 the	 progression	was	 a	mess,	
and	the	insecurities	caused	by	the	progression	started	
seeping	 into	 the	 rest	 of	 the	 dance,	 particularly	 the	
right	and	left	hand	turns	which	started	deteriorating,	
second	corners	getting	seduced	into	dancing	the	first	
corners’	 part.	 The	hard	work	 of	 the	 previous	weeks	
seemed	 to	 have	 been	 for	 nothing.	 “Judy,”	 one	 class	
member	cried	out	after	a	particularly	awful	attempt	
with	 music,	 half	 a	 dozen	 participants	 collapsed	 in	
giggles,	having	abandoned	the	set	entirely,	“is	there	
some	reason	why	we	HAVE	to	learn	this	dance?”	
	 And	though	most	of	the	class	assured	me	that	
yes,	 there	 was	 a	 reason	 and	 they	 were	 determined	
to	carry	on,	 I	was	painfully	aware	 that	much	of	my	
own	eagerness	for	the	class	to	learn	the	dance	was	the	
satisfaction	I’d	get	in	having	been	able	to	teach	it.		So	
we	carried	on,	devoting	a	good	half	hour	each	week	
to	what	was	becoming	known	as	“THE	DANCE”	(all	
other	dances	known	as	“NOT	John	Tallis’s	Canon”).	
	 Amazingly,	the	majority	of	the	class	grew	only	
more	 determined.	 There	 were	 intense	 discussions	
at	 the	 end	 of	 each	
session	 in	 which	 they’d	
evaluate	 what	 we’d	
done,	 pinpointing	 areas	
of	 difficulty,	 suggesting	
possible	 teaching	
strategies.	 In	 a	 stroke	
of	 genius,	 Gloria	 and	
Bob	 McEwen	 suggested	
that	second	corners	wear	
hats	to	make	it	easier	to	
locate	 one	 another	 after	
the	progression	 (an	 idea	
we	 	 took	 up	 with	 great	
success,	making	sure	the	
hats	were	easy-on,	easy-
off	 for	 quick	 switching	
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at	either	end	of	the	set,	where	corners	change	roles).	
Bill	Osgood	coined	the	verb,	 “to	canoneer,”	 for	what	
we	were	doing.	(“Will	we	be	canoneering	today?”	Bill	
would	 ask	 at	 the	 start	 of	 a	 class.)	And	 things	were	
going	 on	 outside	 of	 class,	 as	 well.	 Thelma	 Osgood	
confided	that	she	was	lying	in	bed	at	night	doing	the	
dance	mentally,	as	did	Jessie	Snyder:	 “I	visualize	 it	
and	rehearse	it	in	my	mind	frequently,	hoping	to	hold	
onto	 it	 until	we	 can	 try	 it	 again.”	Several	members	
held	an	informal	practice	session	in	one	of	the	Wake	
Robin	parking	garages.	“I	have	never,”	veteran	dancer	
and	class	member	Beal	Hyde	said	to	me	at	one	point,	
“seen	a	group	at	Wake	Robin	this	determined	to	get	
something.”	
	 But	 time	 was	 running	 out.	 With	 only	 one	
week	 remaining	 until	 the	 end	 of	 the	 semester,	 the	
group	was	still	unable	to	do	the	dance	more	than	two	
or	 three	 times	 through	without	 total	melt	 down.	 	 I	
decided	to	offer	a	special	“John	Tallis’s	Canon	Only”	
session	for	those	who	were	interested	and	willing	to	
subject	 themselves	 to	 a	 full	 hour	 of	 THE	 DANCE,	
warning	them	that	 I	would	work	them	hard	“and	 it	
will	NOT	be	fun!”	To	my	amazement,	everyone	came.	
Even	 those	with	 conflicts	 came	 for	 the	 few	minutes	
they	could	spare.	We	had	to	dance	in	a	hallway,	since	
our	usual	space	was	set	up	for	a	holiday	concert.	So	
with	 other	 residents	 and	 staff	 occasionally	 walking	
through	(you	can	imagine	their	expressions),	and	the	
holiday	decorations	a	visual	reminder	of	our	looming	
deadline,	we	drilled.	
	 “Repeat,	repeat,	repeat,”	was	David	Millstone's	
advice	to	me.	“Simply	do	the	progression	and	just	the	
progression.	And	then	add	in	the	chunk	right	before	
the	progression	and	then	do	the	progression.”	So	we	did	
the	progression	more	times	than	should	be	legal,	and	
then	we	did	the	right	and	left	hand	turns	more	times	
than	I’d	like	to	admit,	with	everyone	taking	turns	at	
being	 first	 and	 second	 corners.	My	 calls	 became	 so	
repetitive,	the	whole	class	was	chanting	them	along	

with	 me,	 especially	
during	the	right	and	left	
hand	 turns	 for	 which	
we’d	 all,	 in	 unison,	
count	 in	 mounting	
crescendo,	 “One,	 two,	
three,	 four,	 FIVE!…”	
emphasizing	 the	 beat	
upon	which	the	second	
corners	join	in	to	make	
the	 two-person	 turn	
a	 person-person	 star.	
After	forty-five	minutes	
of	 such	 dilling,	 I	 put	
on	 the	music.	 	And	 for	
the	 full	 seven	 times	
through	the	Bare	



(Canoneers, continued from page 17)
Necessities	cut,	the	group	did	the	dance.	True,	I	had	
to	run	interference	now	and	then,	but	the	group	did	
the	dance.	And	then	they	did	it	again.	
	 I	have	heard	it	said	that	the	highs	and	lows	
of	 being	 a	 teacher	 are	 higher	 and	 lower	 than	 any	
others—and	 I	 have	 to	 say	 that	 this	was	 a	 teaching	
high	unlike	any	I’d	ever	experienced.	I	was	elated.	But	
class	members,	most	of	whom	I	think	were	in	shock,	
were	 not	 so	 easily	 satisfied.	 They	 refused	 to	 admit	
that	 they’d	really	done	 it	until	 the	final	class	of	 the	
semester,	when	they	did	it	again	without	me	doing	a	
thing	except	prompting	for	first	corners	only.	Feeling	
on	top	of	the	world,	we	said	goodbye	for	the	holidays,	
with	everyone	agreeing	that	they’d	done	it.	
	 And	I	was	sure	that	they’d	never	want	to	do	it	
again	except,	perhaps,	on	penalty	of	death.
	 But	lo	and	behold,	Bill	Osgood	soon	sent	me	
an	 email	 (from	 whose	 subject	 heading	 comes	 the	
title	of	this	article)	saying,	“We	look	forward	to	more	
canoneering	in	2010!”	Others	sent	similar	messages.	
And	 so	 here	 we	 are,	 a	 few	 sessions	 into	 the	 new	
semester	and	we	continue	to	do	John	Tallis’s	Canon	
—hatless,	and	practically	promptless.	I	would	even	go	
so	 far	as	 to	 call	 it	now	one	 of	 our	 “standards.”	 	Val	
and	I	 can	 take	credit	 for	some	of	 it,	 to	be	sure.	But	
I	stand	in	awe	of	the	group’s	energy,	determination,	
and	persistence.	As	class	member	Jini	Hornung	put	it,	
“Our	group	may	be	‘over	the	hill,’	but	we	are	dancing	
all	the	way!”	

Postscript—Bill Osgood died on May 8, 2010.

 Judy Chaves teaches cello and English country 
dance in the Burlington, Vermont area.  She's currently 
working on a guide for leading English country dance 
classes for seniors, to be published by CDSS.  
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Sylvia (SC):  Stew, how long have you been 
involved in dancing?
 I’ve been calling square dances for sixty-three 
years and international folk dances probably about 
forty-five years.

Don (DC):   How did you get started calling?
 We used to have regular 
square dances at our community 
center in Fairdale, Kentucky and I 
danced with a group of teenagers—
we were in high school together. 
The caller would get up and say 
“we’re going to do Birdie in the 
Cage, everybody get a partner.” I 
had memorized all these calls. The 
other teenagers would run to me 
and say, “How do we do this?” And 
I would tell them how Birdie in the 
Cage went. The center had roller 
skating at a certain time, followed 
by the square dancing. The kids on 
skates told the recreation director 
they thought they could do square 
dancing on roller skates. He said to 
me, “You know all the figures, you 
show them what to do.” So I showed 
them all the basic figures. I went 
back to him and said, “Mr. Lamb, I’ve shown them all 
the figures I know.” He was standing there with the 
record player on and had a microphone in his hand. 
He said, “Here, hold this.” So I took the mic and he 
turned his back and said “You’re going to have to call 
because I don’t know how,” and he walked away. He 
left me holding the microphone with the record player 
going and the kids out there waiting to dance. So, that 

started my calling at that time and I’ve been doing it 
ever since.  

SC:  Who called the dances when you were 
learning the figures?
 It would be a different caller each time. Once 
a month we had live music—fiddles, guitars, banjo 

now and then. This was under the 
Jefferson County Recreation 
Department.

DC:  Do you remember the 
first dance you went to?
 Yes I do. Since there were no 
classes that taught people how to 
dance at that time, the caller would 
have a set that would travel with 
him and he would get them out in 
the middle of the dance floor and 
say, “Okay, this is how this figure 
goes.” And he would walk them 
through these figures. Just about 
everything that I was exposed to 
in square dancing I memorized.

SC: What started you calling 
in the square dance clubs?

 When I graduated from high 
school I went to Western Kentucky State Teachers 
College, before it became a university. I was there 
two years, then I went in the Navy in 1949 and got 
stationed in California, which was a hotbed of square 
dancing at that time. 
 I met two square dance callers there in San 
Diego who sort of took me under their wings and helped 
me learn more. One was Harold Lindsey and the other 

 Stewart “Stew” Shacklette has been calling dances for many years. Now at age eighty he seems disgruntled 
that the days don’t contain enough hours to get in all the things he wants to do. And make no mistake, all the things 
he wants to do would daunt many people of half his years. With credits including thousands of dances called across 
the nation plus decades producing the half-century old Kentucky Dance Institute (KDI), he has spent much of the 
past decade hauling, sorting, inventorying and managing one of the world’s largest collections of vinyl folk dance 
records. His heart’s desire is to make available to the national dance community the collection’s tens of thousands 
of dance tunes, most of which are decades out of production and hard to find. 
 As a contemporary and personal friend of many of the nation’s past and present dance leaders, Stew 
Shacklette’s life experience reaches across all major branches of American traditional dance—Anglo-American, 
western squares, international folk dancing. But his story is best told by himself. To interview Stew, my wife Sylvia 
and I visited his Folk Dancer Record Center near Brandenburg, in beautiful rolling Kentucky countryside not far 
south of the Ohio River west of Louisville.
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was Bob Shepherd. Now Harold and Bob alternated at 
the YMCA on Monday nights, doing square dancing for 
the service men. They found out I did some calling, so 
they would put me on their program. Then Bob passed 
away and Harold said, “I don’t want to do this every 
Monday night.” So the YMCA hired me to come in on 
alternate Monday nights to take Bob’s place calling 
the dances. 
 Then Harold passed away too, and that left 
another two Monday nights that somebody had to cover. 
They asked me to do all four Monday nights. Also at 
that time there were USO-type girls who would come 
and dance, and they said why don’t we form a square 
dance club?  So we formed a YMCA club called the 
Ys Allemanders and danced every other Thursday at 
the Y. And of course, every Monday night we danced. 
At that time there were probably fifty or sixty square 
dance clubs in San Diego. If something happened or 
a caller would leave a club and they were looking for 
a new caller, they would call me to call their dance.  
Before long I was calling seven nights a week. 
 The hardest thing when I first started was 
finding resources. I read everything I could find, 
searched for material, and contacted and pestered 
people clear to Canada. There were really not that 
many books available on how to do these dances. I 
think it was 1949 when Bob Osgood started Sets in 
Order and I was able to get these magazines. I was 
featured one year—each month they would feature a 
caller and write about what was in his record box and 
that type of thing. 
 After I was discharged from the service in 
1952, I came back to Louisville. Soon I was calling 
for five or six local clubs. The first class I taught in 
Louisville had thirty-four squares of dancers. These 
classes were not advanced; we had sixteen weeks of 
basic figures. I was very much a part of the western 
square dance club movement and brought contras 
into the Louisville area clubs. I was a founder of the 
Louisville Callers Association. 
 Also around that time I met a lady who was 
a recreation leader and she went to the schools and 
taught physical education for some of the universities. 
And she taught international folk dancing. Her name 
was Shirley Durham. Shirley had a great influence 
on me. She would teach me the folk dances—I had no 
concept of folk dancing at that time, I guess it was the 
late 1950s or early ’60s. Folk dancing was strange to 
me but the love I had for dances inspired me to learn 
them.  

DC:  How did you get started with Kentucky 
Dance Institute?
 Shirley Durham, who became Shirley Fort 

after she married, was one of [its] directors. She 
insisted that I must come to KDI. At that time it 
was at Morehead University. So I went just because 
Shirley insisted that I come. I enjoyed it so much that 
the next year she put me on staff. I think that was in 
1961, and I’ve been there ever since.  
 In the beginning Ricky Holden, who was a 
square dance caller at the time, was on staff. He was 
also doing some dance research in Europe for Frank 
Kaltman. So that introduced me to square dancing 
and folk dancing together. The KDI philosophy 
at that time was that they didn’t want to do just 
international dance, they wanted everything included 
in the program, which included squares and round 
dancing, English—everything. So that philosophy is 
sort of what I’ve stuck with ever since I’ve been the 
director of KDI.
 The thing I could not get the square dance 
club callers to understand was that there was a world 
of dances out there that people were dancing and 
enjoying, that you could put these in your program if 
you would just learn them. They would not cross over 
that barrier.

SC:  How did you learn to call contras?
 I was calling squares in San Diego and there 
was a man by the name of Doc Graham in the area 
who did contras. He was a friend of Bob Osgood. Doc 
Graham said, “Stew, you ought to call contras— you’d 
be good at it.” He showed me some things and I would 
practice calling contras and put it on tape and send it 
to Doc. Doc would then go over it and evaluate what I 
was doing. If I did something wrong, he would tell me 
what was wrong and how to fix it.  

DC:  Who were the most influential people in 
your folk dance journey?  
 In square dancing I would say it was probably 
Bob Osgood. I did a lot of communication with Bob, 
enjoyed his Sets in Order. I’ve got them all. In folk 
dancing it was Shirley Durham Fort. 

SC: What are some special highlights you 
remember?
 Well, besides dancing on skates, I remember 
teaching dancing on horseback. I called for four 
squares of kids on horses. They liked us so well we 
were asked to do it again at the county fair and then 
again at the state fair.
 Two awards I received a few years back are 
pretty special to me. At the 2003 San Antonio Folk 
Festival I got the National Dance Award. The next 
year CallerLab gave me their highest honor, the 
Milestone Award.
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 On lovely, winding Olin Road, four miles 
outside Brandenburg, Kentucky, one comes upon a 
moderately large warehouse just a hundred feet off the 
road. What commands attention is the big round sign 
posted high on its wall: Folk Dancer Record Center.
 The upper floor houses Stew Shacklette’s 
recording studio, office and his miscellaneous archives 
of American traditional dance references—over three 
thousand of them, including his own publications. 
As one descends to the lower floor, the meaning of the 
sign outside becomes clear. Records. Vinyl records, 
old breakable records, even some ancient bakelite-like 
disks quarter-inch thick, grooves on one side only. 78s. 
45s. 33-1/3 LPs. Most in jackets, many brand new still 
in plastic wrap. Gazillions of records filed neatly away 
on shelves four, five, six tiers high, two-sided shelves 
running the length of the building, shelves to the right, 
shelves on the left, records everywhere. One does not 
expect it. It overwhelms. 
 It is a world-class collection of vinyl records 
dedicated to traditional 
dance. Stew built the 
warehouse and the shelves 
and brought in the records. 
Now he wants to make 
this treasure of historical 
tunes available to dancers 
everywhere.

DC: You have one of the 
world’s largest folk dance 
record collections. What 
possessed you to take on 
such a task?
 Michael Herman had 
this successful recording business in New York called 
Folk Dancer Records [and] produced many recordings, 
plus he collected thousands of other labels. Michael 
and his wife Mary Ann were major leaders in folk 
dance and music, very creative. After they passed 
away their huge record holdings went to their heirs in 
the early 1990s. The heirs tried to sell the collection, 
but nobody responded. They moved as much as they 
could into the Hermans’ residence and were paying 
to warehouse the overflow. The city dump was 
eventually considered, but haulers estimated it all 
weighed seventy-one thousand pounds and the dump 
charged fifty cents a pound, so even that option would 
cost about $35,000.
 I wanted to save the records for future 
generations. This wasn’t just any old record collection. 
Michael’s music was uniquely authentic. If he wanted 
to record native dance tunes of any particular country, 
he’d search out musicians from that country and hire 
them to play it. [The heirs] finally advertised the 
collection free to anyone who would pay to haul it 

away. I heard about this, and talked with Dr. David 
Lewis at Elizabethtown. He and his wife Leslie danced 
with us and were strong dance supporters. He and I 
decided to pay the costs to transport it down here and 
I would construct a building to store it in. So we hired 
the Bekins Van and Storage of New York to make the 
move.
 There were records all over the [Hermans’]
house, the basement was full, the garage was full, 
two upstairs rooms, a lot more in storage facilities 
seventeen miles away. The basement had flooded and 
ruined everything on the bottom, so that went in a 
dumpster we set in the front yard. It was dirty, heavy 
work. After a couple of weeks we finally salvaged all 
we could into the van and headed south. We eventually 
got still more records that were stored up at Maine 
Camp. Many were ruined where porcupines and cats 
had got in and made quite a mess. 
 When I started into this I had no idea how 
very much Michael had. Besides his own records 

there were about a 
hundred twenty-five labels 
of other companies he’d 
purchased for resale─RCA, 
Decca, Mercury, Folkraft, 
McGregor, Capital, Apex, 
Sperry. Some have hundreds 
of duplicates. The last two 
LPs Michael made were 
South American music, and 
there’s twenty-five hundred 
copies of each. I have no 
idea why he made so many 
copies.
 After we got home this 

all had to be sorted, inventoried and shelved. Some 
defied logical categorization, so we had to invent our 
own inventory system. It took two years to unbox and 
sort them all into a rational sequence on the shelves. 
We had a data entry person helping us for a while, but 
mostly it was just Kathie and me—mainly me.

SC: What is the oldest record you have?
 Henry Ford’s music. We have “Early Time,” 
recorded about 1938. There’s also a quarter-inch thick 
ten-inch 78 rpm Edison label that was recorded “for 
Edison Laboratories.” It has a foxtrot “Save Your 
Sorrows,” with “Madeira” on the reverse, played by 
Polla’s Clover Garden Orchestra. Edison’s signature 
is printed on it. 
 There’s also a “V-Disk” label from World War 
II that was played for servicemen over Armed Services 
Radio. These are popular tunes of the period.

DC: What types of music are in the collection?
 Lots of old English, Appalachian, early 
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American, and just a bunch of ethnicities: German, 
Lithuanian, Polish, Greek, Czech, Yugoslav, 
Hungarian, Gypsy, South Seas, Armenian, Israeli, 
French, French Canadian, Italian, Swiss, Austrian, 
Romanian, Turkey, other mideast. More I can’t 
think of. These records confound modern maps, for 
some nationalities don’t exist anymore—Yugoslavia, 
Czechoslovakia. 
 Then I’ve got lots of playparty games, the Honor 
Your Partner series, the Running Sets collection, 
George and Onie Senyk’s collection, Ball State 
University collection, Columbia DX Series of twelve-
inch 78s containing quadrilles, lancers,mazurkas, 
waltzes, saunters, the Paul Jones and so on. There’s a 
lot of music here.
 I added about 
three thousand records I’d 
collected over the years. 
Other callers contribute 
records from time to time. 
Large collections have been 
donated by Cal Campbell, 
Ted Vaile, Nick Hartley, a 
bunch from the Lloyd Shaw 
Foundation archives. I’m 
still accepting records into 
the collection. People came 
down here from the Library 
of Congress and spent a lot 
of time looking it over, then 
said they’d like to have two 
copies of everything I’ve 
got. I’m waiting for follow 
up on that.

SC: What provisions 
have you made for 
the future of this 
collection?
 I’d put out some 
feelers for a successor, and a young man and his wife 
from Georgia came up to visit and talk it over. They 
were interested enough that they sold their house in 
Georgia, moved to Versailles, Kentucky, and he got a 
state job in Frankfort. He and his wife will eventually 
come in and continue what we’re doing. They’ve 
formally agreed to take over after we’ve passed on. 

DC: How can people discover what tunes you 
have, and order CD copies? Or even records 
where you have multiple copies?
 I can mix down onto a CD any combination of 
tunes from a record or any combination of different 
records. One CD will hold up to thirty short tunes 
or fewer longer tunes—up to about seventy-nine 
minutes. I can even slow down the recording, at pitch, 

so it’s useful for handicapped dancers.
 I charge twenty dollars to mix down a CD and 
the shipping costs three dollars anywhere in the U.S. 
Vinyl record prices are two dollars for 78s, twelve 
dollars for LPs, five dollars for 45s, and seven fifty for 
45 rpm extended play. I have reproduction and resale 
rights over the entire Michael Herman collection, and 
most of the others.
 As to discovering the thousands of tunes on 
these shelves people can get a good start by looking 
at Folkdancer.org. The rest of the collection is listed 
on a DVD [and] I’d welcome anyone who’s willing to 
help me get it all on line. I’m also hoping to open up 
a bunch of Michael Herman’s original recordings that 

are on ten-inch tape reels 
he never transferred to 
records. I’ve got fifty-six of 
these oversize masters, and 
nobody even knows what’s 
on them yet.
 A good proportion of all 
dance tunes ever recorded 
are right here, and I usually 
have the records people 
tell me they’ve been trying 
to find for years. Folks can 
contact me by phone, 800-
446-1209 or 270-422-3655, 
by email, fdrc@aol.com, or 
write me at Folk Dancer 
Record Center, 6290 Olin 
Road, Brandenburg, KY, 
40108.

 Postscript—As he 
works among his record-
laden shelves, in the 
studio room, anywhere in 
the building in fact, Stew 
Shacklette listens to his 

records. His speakers are strung so that the tune 
currently playing can be heard wherever he chooses 
to roam. On the day we visit this arrangement is in 
full swing, turned temporarily, reluctantly, off to 
accommodate our interview, then back on according 
to his custom. At the moment, the selection playing 
happens to be a jaw harp. It is uncommonly raucous. 
Kathie Shacklette sympathetically hopes we aren’t too 
bothered by it, admitting that once in a while some 
tunes—like this one─get on her nerves just a bit. “He’s 
never without something playing,” she says.
 A trace of smile flits across Stew Shacklette’s 
face. “I like it,” he murmurs.

 Don and Sylvia Coffey, longtime dancers and 
dance organizers, live in Frankfort, Kentucky.
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Thanks to the Don 
by Ed Vincent

Formation: Duple improper

A1 With the ones in the middle, down the center four in line; turn alone; return 
 (stay in the line).
A2 Twos hand-cast off the ones (4 counts). Ones gypsy clockwise about three-quarters
 (4 counts). Swing neighbor.
B1 Circle left three-quarters. Swing partner.
B2 Balance the ring. Petronella twirl one place (resist the urge to clap here, as there 
 is no time). Twos arch and ones dive through to new neighbors. Mirror allemande 
 the new neighbors (ones splitting the twos), twos adjusting to end in a line of four 
 facing down. 

© 2009 by Edward Vincent

Author’s notes: 
 I offered to write a new dance “to a theme of your choice” as an auction item at Michigan Dance Heritage 
Fall Dance Camp in September 2008. Kathi Slater made a very generous bid and her theme request was “something 
related to Don Theyken.” So, I started with the beginning part of his great dance “The Dawn Dance” and then let it 
take a different direction from there. The title is derived from my own personal gratitude for all the mentoring Don 
has provided me to develop as a caller and dance choreographer. I am sure it also speaks on behalf of our Michigan 
dance community for all the years of great calling, his fine English and contra dance compositions, the ever fun 
time Second Saturday at Webster Hall dances, and a whole lot of other offerings and services he has consistently 
provided. Thanks also to Robin Warner for convincing me this is a nice dance and also for suggesting a mirror 
allemande at the end instead of a mirror gypsy which was my original figure. The allemande seems to work better 
to align dancers back to a new line of four though I still like the mirror gypsy. 

~ E.V.

Editor’s notes: 
 Set drift is a potential problem with any unequal dance such as this one. Upon first inspection, it looks like 
there is no time that the twos move up. The saving grace is the unusual dance phrasing in A1. If it were danced 
conventionally, then after the lines return, two to four counts would be taken up with a bend-the-line, or a cast 
off—anything that would keep the lines from progressing further up. In this dance, the cast off (a hand cast in this 
dance) takes place during the following phrase, which allows the whole line to progress up a bit. When you call 
this, you need to keep the dancers from falling into old habits. 

~ Dan Pearl
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Hoosier Girl 

by Ken Gall

Formation: Duple Improper

A1 Circle left (once). Balance the ring. Men cast over right shoulder.
A2 Gypsy neighbor clockwise. Swing neighbor.
B1 Circle left (once). Balance the ring. Men cast over right shoulder.
B2 Gypsy partner. Swing partner (in center of set).

© 2009 by Ken Gall

Author’s notes:
 The caller should have the sets far enough apart so that the action in B2 doesn’t create problems, but if 
the dance hall isn’t too crowded this will work well, leaving everyone feeling good. As an Indiana guy who gypsys 
a lot, the name seemed obvious. Who’s your girl? (Mine’s Carole.)  

~ K.G.

Editor’s notes: 
 The repetitions in this dance will make it easy to teach, but the men may need reminding as to whom to 
face for the gypsies. The “cast” in this dance is used as a time-gobbler. The men do a full turn to the right, making 
a small loop and end facing their gypsy target person. 

~ Dan Pearl
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