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SOURCE:

MUSTC ¢
FORMATION:

STEPS:

WMUSId:WMA/u”"N N

Upbeat
1

B ?_8

NOTE s

GAY GORDONS x1#
(Scotland)

Gay Gordons is = couple dance that originated in Northern
Scotland/

.RECORD: Express E-282-B

Cpls facing LOD in Varsouvienne pos (M H are not on bottom,
but H are raised from normal shaking H hold so that W's L H
cn bottom and W'rs R H on outside),

Walk, Pas de Basque: Leap lightly onto R, knee and toe turned
out (¢t 1), step L beside R so that L heel is close to R in-
step, knees and toes turned out (ct &), step R in place (ct 2)
extend L ft diagonally fwd L, Knee straight and toe pointed dn
{ct &), Begin next step L (et 3 & 4 &).

Skip Change of Step: Hop on L, 1lifting R leg fwd with toe
pointing dn, knee turned out {ct & of preceeding meas) step

fwd R (ct 1), close I ft up to and behhd R, L instep close to

R heel and take wt on I {ct &), step fwd R (et 2). Begin

next step hopping on R (cts &,3&,4), In this dance there are

2 skip changes of step per meas, and the step is the equivalent
of a ptr turning polka done on the toesg,

INTRODUCTION

Starting outside ft, walk 4 steps fwd LCD, Retaining H hold,
turn individually 2 CW on last step.

Walk 4 more steps bkwd LOD

Walk # steps fwd RLOD. Retaining H hold, turnindividually 2
CCW on last step.

Walk 4 more gteps bkwd RLOD.

Release I H and raise R H high. Progressing slightly fwd LCD
W turns twice CW in front of M under joined R H dancing 4 pas
de basque steps, starting R, M follows W with 8 walking steps,
starting L.

Assume closed pos and dance 4 skip change of steps turning CwW
and progressing LOD., On last ct W turns CW into Varsouvienne
pos to repeat dance from beginning.

During meas 5-6 as M follows W, instead of 8 walking steps he
may dance 4 pas de basques steps or 4 skip change of step.
All three versicns are danced in Scotland,

Presented by John Filcich
Idyllwild Workshop Mix Master 1977



GREIZ w2

(Lithuania)

SOURCE: Tess known among Lithuanians ig Greiz, which entered ILithuania
along the Latvian border, This dance ig derived from the
Kreuz {(Cross) polka of the Germans, who during the Teutonic
influx into Latvia brought it with them; from Iatvia it came
+to Lithuania %o bhecome the Greiz, which is meaningless in
Tithuanian, The Lithuanianized name Greicius means, "The
Speedy One", the effect one getes from spinning.

MUSIC: RECORD:

FORMATION: Cople in a double circle facing in a fwd CCW direction W to M's
R, inside H Joined.

MUSIC: 2/4 PATTERN

Meas,

1-2 Beginning with outside ft (M L, W R), walk fwd 3 steps. On
second ¢t of meas 2 turn about in place twd ptr to face in a
CW direction, placing heel of outise ft ( MR, WLO fwd on
floor, join other hands (M L, W R).

3-4 With outside ft (M R, ¥ L}, walk in a CW direction 3 steps and
turn about in place twd pltr to face CCW dlreotlon. placing
heel (M L, W R) fwd on floor.

5-6 With 4 gteps turn away from ptr, W turning in place, M turning
fwd to next V.

7-8 Taking new W in dance pos, turn with her in place with 4 steps.

Repeat dance.

Presented by Vyts Beliajus
Idyllwild Workshop Mix Master 1977



JAUNIMETLIS #3
(Lithuania)

SOURCE: Pronunciation - translatim "Our Youth"
MUSIC: RECORD:
FORMATION: Circle of cpls, all facing ctr, H joined, W to R of M.

MUSIC: 3/4 PATTERN

Meas'

1-8 A1l walk to R

9 211 stand still

10 Clap H twice

11 Stand still

i2 Stamp twice

13-16 Play music as many times as reguired to meet ptr, while doing

the Grand Right and Left. 3Start dance with new ptr,

Presented by Vyts Beliajus
Idyllwild Workshop Mix Master 1977



SOURCE:

KALVELIS _ ' sl
{Lithuania)

=7

No dance of Lithuanianorigin has won greater favor among
American folk dancers than has Kalvelis, which is now known
in almost every nook of the country. Among the Lithuanians,
too, 1t ig the first dance they learn in their repertoire,
Becauge of its popularity, it is no wonder that many folk dance
groups here created new versions or elaborated on its simple
playfulness. - In some regions, the versgion is a far cry from

‘ " the orlalnal which I first introduced +to the general American

' folk dance audiences durhg the late "30's. However, the version
degcribed below ig the authenic one and is set down in a Lith-
uanian governmental publication, This dance may be considered
an occupational dance, though the only thing portraying the
smithy's occcupation is the handCLapplng in the Refrain whlch
represents the striking of the hammer- on the anv1l

MUSIC « RECORD:

FORMATION: = Any number: of cpls. 411" join H's in'a circle, W on M's R.

MUSIC: 2/4 PATTERN

Meas. - _ . o
PART I
Polka in circle to the R, seven polka steps.

8 Stamp three times,

9-16 A1l polka to left ending with 3 stamps, facing ptrs,

REFRATN

1 Clap own H twice (R over L) (1), L over R (2), Imitate hammer
beating over anvil :

2 Same as meas 1, Refrain

3-4 Hook R arms with pfr and turn once in place with four skips

56 Clap as in meas 1-2, Refrain

7-8 Hook L arms and turn in place

- 9-16 Repeat meas 1-8, Refrain
PART IX _

1-3 A1l face ctr of circle, W dance twd ctr with 3 polka Steps;

L 3 stamps and turn to face ptr,

5-8 Back to place with 3 polka steps finish with 3 stamps and
turn to face ctr,

9-16 M polka into cirele and out ag in meas 1-8 of this Part.
HOWGVGI‘,_ theitr S'hiéi}s ES AL SR 17 10) R 'zi,w':tu_uun, RN e R R Ty I TR - PN Firak
beat of each meas.

REFRATN
PART TIZX
1-16 Face ptrs and do a grand R & L, If the group is small continue

Grand R & L until ptrs meet a second time. If ptr meet before



KLUMPAKOJIS *H¥*

{Tithuania)

SOURCEs Klumpako jis is an adopted and a favorite of the Lithuanian
dance repertoire, It resembleg many other dances found among
the Dutch, Germans, Swedes, Czech and others. Translations
The Wooden Shoe.

MUSIC: RECORD:

FORMATION: Cpls anywhere in =z dance pos,

MUSIC: 2/4 PATTERN

Meas, .

1-8 Polka in a CCW direction, cpl behind cpl

9 Releagse hold and walk CCW two steps (in circle)

10 Stamp three times

11 Walk two steps CW

12 Clap three times

13 Shake R index finger three times

14 Shake I index finger three times

15 >lap ptr RM, one complete turn to L and face a new ptr to
own L,

16 Stamp in front of new ptr.

Repeat to end of music.

Presented by Vyts Beliajus
Tdyllwild Workshop Mix Master 1977



KGJA, KOJA Hy®
(TLithuania)
SOURCE: This dance seems to be another variation of the Russian "Oyda®
or as the Lithuanians call it, "Anelkute, Kaire Koja" {(Little
Anna, Your Left Foot)., This Version is found among the Lith-
uaniang of Beltimore, Md, The tune was given me by Kazys
Stupuras who danced it in Tryskiazi, district of Siauliai, and
brought the dance to this country,

MUSIC: RECORD; _
" FORMATION: Cpls anywhere on the floor, Both H's jolned, facing pitr.

MUSIC: 4/4 PATTERN
Meas.,
PART I
1 Step R,I,R, turning slightly to R until L shoulders are adja-

cent and joined H's are stretched across each other's chest,
Stamp in place twice with I ft.

Step L,R,L, turning slightly to L until R shoulders are adja-
cent and Jjoined H's are stretched across each other's chest,

4 Stamp R ft twice.
PART 11X

oW oo B

same as meas 1, Part I
Hip I hips against each other twice
Same a8 meas 3, Part T
Hit R hips sgainst each other twice
-8 Polka in dance pos anywhere on the floor,

Repeat to end of music,

Presented by Vyts Belia jus
Idyllwild Workshop Mix Master 1977



LA BASTRINGUE 3 *
(Lithuanila)

SOURCE: A nice French Canadian Mixer, originally learned from Germain
and ILouise Hebert, presented at the lawn party Thursday evening
by David Chang and Lige Liepman,

MUSIC : RECORD: Jean Carignon "Electra EKL 266A-8, also identical
recording produced in Log Angeles

FORMATION: Cpls in single circle, W on M's L, H held shoulder ht, all
facing ctr,

MUSIC: PATTERN

Cta

1-4 All starting on R, take 3 steps to ctr and hold (R,L,R, hold)

5=8 All starting on L, take 3 steps bk to circle and hold (L,R,L,
hold)

9-156 Repeat action of cts 1-8

1-8 Still holding H's and each turning 7 L, take 4 twe steps in
RLOD (starting R)

9-16 Take four two steps in LOD {starting R).

14 Holding M L, W R and releasing other H, M turns W one turn
CW under joined H to end in banjo pos (R hips adjacent), with
4 steps (M dance in place),

5-16 Starting with R £t, do 12 buzz-turn steps, ending in open
ballroom pos facing LOD,

1-16 Starting R, do eight two-steps in LOD. End facing c¢tr in

single cirele, H's Jjoined with neighbors.

Repeat from beginning.

Fregented by John Fileich
Tdylliwild Workshop Mix Master 1977



NASLYS *#g%
{TLithuania)

SOURCE: Translation: The Widower

MUSIC : RECORD: |

FORMATION: Cpls stand behind one another all facing fwd, W on the R, ins-
side H's joined, At the head of the column stands a single M
the "widower",.

MUSIC: 4/4 PATTERN

Meag,
PART A
Widower leads column anywhere on the floor, walking slowly.,
A1l release H's at the end of this pat,
PART B
Widower starts swinging {with walking steps) the first ¥ behind
him, The gwinging is dowe for just a few turns. The widower
swings the second W, while M number 1 swings his own ptr. The
gidower swingg the 3rd W, M 1 swings the second and M 2 swings
the lst W, This is continued, the widowsr swinging each W in
turn asgs he progressed to The %t of the line, and each M in
turn following him.
Muslc repeats and when stops the M without a pir will be +the

widower,

Presented by Vyts Beliajus
Tdyliwild Workshop Mix Master 1977



PLUM PICKER'S WALTZ ' *10¥

(Czechoslovakia)

SOURCE: This dance is reconstructed from a traveler's description of
a gathering at an inn celebrating on their pay for plum
picking. The locale 18 someplace in what would now be southern
Czechoslovakia., They distill slivowitz, a variety of liquid
dynamite from the fermented plums. Any evenly phrased Czech
waltz can be used,

MUSTC ¢ RECORD: Suggested: In the Green Meadows FOLKRAFT 1168X45

FORMATION: Cpls in a circie in closed dance pos.

MUSIC: PATTERN

Meas

1-8 A11 dance turning waltz progresging CCW around the circle,

9-16 R H joined and held high, the W fturns CW under johed H's
progressing CCW around the circle ag the M follows with a
Twd waltz,

1724 Face ptr, M facing CCW, the W CW. the M with thumbs in vest
slzeves, steps csdwd twd the ctr of the circle with his L £t
bring R ft up to L and repeat, The W, H's on waist, walks
straight fwd (CW around circle) using a fwd waltz step and
paseing her ptr by the R shoulder. The M now repeats the

steps to his H, while the W continues on around the circle,
the whole being a sort of "weave the ring". In effect, the
M steps to the L to let his ptr pass; to the R to allow the
next W to pass, Now thi M steps one step to his R, stopping
directly in the path of the W. ™M bows, W curtsies. With
this new W as pir, the dance is repeated frm the beginning.

Presented by Vyts Beliajus
Idyliwild Worksbp Mix Master 1977



SOURCE:

MUSIC:

FORMATION:

RATUKAS #31#
(Lithuania)

Rsatiko, or Radiko, seems to be not a "certain dance", but a
“"family of dancesg",like Varsouvieene. Most folk dance lorists
concede Raatiko to Finland as the home of crigin even though

it is also danced in Norway and Sweden. In Denmark and Germany
it is known as "Lott is Dead”, while the New Mexicans dance it
ag the Finnd do and call it "La Camilla”, The version described
here could, perhaps. be called =z Lithuanian version, but it is
NOT a Lithuanian dance even though it is supplied to us by
Kazys Sturpuras, the Baltimorean Lith who brought Koja, Koja,
from Lithuania. Kazys says that the "Ratukas" (Little Wheel)
tune was played by his father on the violin for a great number
of years. The father might have picked it up from a Finnish
community. But this version of the dance is a bit different
from the regular run of Ratikas and it may prove to be an
excellent mixer,

RECORD:

Stand in 2’s in a regular ballroom dance pos anywhere on the
floor, ' '

MUSTIC:

2/

PATYTERN

Meas

A

1-16
1-4

1ok

MUSIC A

During music £ and for 16 meas polka anywhere on the Ffloor. By

the 16th meas, end in = large double circle, During music B

% meas, ptrs Jjoin inside H's (M R holds W"S 1) and march fwd
stens.

Music C
Face pbr and jol.: both hands and slide bk with 8 slides to
original place, :

Repeat Music B & C

However M move up one ptr ahead and start the march with a
new ptr and slide back again to original place.

Start dance from the very beginning, doing the polka with
new ptr acquired during *the previous marching.

Repeat to end of music,

Presented by Vyts Beliajus
Idyllwild Workshop Mix Master 1977



Idyllwild Folk Dance Workshop
June 24 - July 1, 1977
ERRATA

~—age 1 EL HUATEQUE '
RECORD: Vera Cruz Col HI. 8138 B~3; Express 45
FORMATION: Cpls facing audience or in a circle fa01ng 10D W to M's R
W holding skirt out to side M's L H dn, R H around W?* 5 walst. _
FIGURE I Add mOV1ng fud , _ _
FIGURE II Add moving fwd separatlng 5 llttle ,
PIGURE III Add 1little brush and 1nd1v1dual circles M—CCW -CW. End
facing fwd _ '
FIGURE V iAdd 1% flgure 8's, W-CW; M CCW .
FIGURE VI Add Circle passing R shoulders .
FIGURE VII Add Fwd twd ptr turn R (back to back) away from ptr turn R

Page 8 LAS COFPETONAS ; s
FIGURE II Add facing ptr in place
FIGURE ITII Add Shoulders twd ptr
FIGURE IViAdd Cross with ptr passing R shoulders. M stays 1n W's pos, "
FIGURE VTE (Pony btep) Exchange places and return home

Page 12 GREIZ T . ; o
RECORD: Vlltls Folkraft LP35 B 'f«w . R

Page 13 MALUNAS ;
RECORD Vlltls Folkraft LP 35 {(Follow 1nstruct10n book W1th record)

Page 15 NORIU MIEGO
RECORD: *Vll%ﬂs Folkraft LP 35

mge 20 AHAVAT HADASSA | "
~~ ~ FORMATION: Short line with elbows bent RH on top of IH of person in:
front. Lead person's RH up palm fwd., _
INTRODUCTION -~ 4 Meas,
FIGURE I Add Arms out at chest level bring them in c¢ross H's R over L
FIGURE II Add Arms out to side palms together w1th people on each side,
Bend knees on each step o

- Page 22 BAT TEIMAN - - ) :
FORMATION: Short lines H's JOlned waist hlgh aﬂd fwd e

Page 23 BO'I TAMA
INTRODUCTION 14% Sways
Add at end of dance 5 Sways

_Page 25 EL GINAT EGOZ g
INTRODUCTION 4 Meas. e y
Meas 4-6 Add - end facing o

FIGURE B

FIGURE C Meas 1 Ct 1 should read Leap bk on L whlle R is extende&
FIGURE C Meas 1 Ct 2 should read step fwd on L ‘across R

FIGURE C Meazs 2 Ct 1 Omit Cross R over L '

FIGURE C Meag 4-6 Add repeat 2 more times o

FIGURE D' Meas LIS Add ¥ turns to face LOD to- R of ptr.,

Page 31 SHECHARCHORET - | ,
INTRODUCTION 15 Cts S N .
?IGUR? A Ct 17-20 should read Release H hold, 3 step turn R,L,R. (CW).
RLOD

« FIGURE C Ct 1-4 should read both step R, close L, step R

Page 32 SHNEIT SHOSHANIM
introduction 8 Cts.



IDYLIWILD FOIK DANCE WEEKEND ERRATA CONT'D

Page 8 EL MIDBARY
4 meas Introduction
Part B Meas 4 Ct 1-4 add Going back to original pos,

Part C Meas 1 Ct 2 should read Cross L over R
Page 9 HORA HASSIDIT "
' 1 Meas Introduction



Tdyllwild Folk Dance Workshop Errata cont'ag

Page 68 KANASZ TANC
Meas 5-8 MELODY C3 Omit two times

~— Page 71 AJD' NA LIJEVO
Meas 1 line 2 should read: Continue moving R with L ft slightly
across R twd ctr
Meas 3 should read Facing ctr, step L on L (ct 1)
Meas 9 Add Drmes or shake step



IDYLIWIID FOLK DAKCE WEEKEND
JUNE 24-26, 1977 '

ERRATA

~ Page 1 SANTA RITA ~ ERRERA S
RECORD - C.B.S8. E.P.C. 393 A-2; EXPRESS 45

MUSIC:

2/

INTRODUCTION: Santa Rita _ _
Step I 1-16 meas, 2nd line should read: L over R %, Crosgs R-ovar L

%,

gtamp I 3 times., 2 slidzs

Step II 1—16 meas., . .
Step IT1I 1-16 meas, add tvrning moving in LOD
Step IV 1-16 meas. '

Step V 1-16 meas should read L TAGONAZO steps in place R L,R,L.
Do 7 "push” steps to R, end with jump on ct 8.

Interlude:

Step VII Heel-toe slide close slide'étarting L ft twd ctr., Cross R
over L (in broken ankle). Orcss T, over R, close, stamp on both ft.

Page 3 JONKETIS
RECORD:

Page %

I} counts

Folkraft VJlt’S LithAanian Dances A-l

FIGURE IV CLAPPING. : : .
Mi goes to M 2 and M3 goes tc MY¥ with 4 walking steps. Clap own H's
L steph back to ptr and turn ptr, '

~— M1 goes to W2; 13 goes to W4 'with 4 walking steps and turns that ptr,
M back to place and turn own ptr
Repeat pattern to L

Page 6 SUKTINIS
Folkrafv Viltis thhuanlan Dances B-5
Introduction 2 chords

Meas 12 add No added turns

Meas 16 should read With L F still:joined, M passes sdwd in fron.
under W L arm, finishing in orlglnal POS.,

Page 7 DEBKA HASHALOM
FORMATION:
Introduction.

RECORD s

4 meas
PART B

Part
Part
Part
Part
Part
Part

A Qo -"ww

Meas
Meas

Meas
Meas .
Meas.
Meas:

Meas

Short lines, sirple or Debkafhold.

'} Ct 1~% should read 2 step hops in LOD - R,L

Ct 3—4 ghould read Step hop R in LOD

Ct 1-4 should read 2 step hops in LOD - L,R

Ct 3-% should read Sguat dn, L across R, wt on L
Ct 1-4 should read 2 slow steps bkwd R,L

Gt 1-2 should read R in LOD

Ct 3-% should read Cross L

Page 8 EI MIDBARY
s FORMATION:
M's chest; M's R H on W hip

Cpls in a dbl circle facing LOD L H's held in front of



Idyllwild Folk Dance Workshop Brrata Cont'd

Page 34 SISU VESIM'CHU

FIGURE A Meas 1 Ct 1-2 Add four two steps in place frcom gide to side
R,L,R,L

Meas l should read Mess 2 Ct I~ 2 should read 3-4 Ct 3-4 should read
Ct 1-2 Meas 2 should read meas 3

Page 40 KARAGOUNA _
FIGURE II Meas 7 Ct 2 Should read Wt still on R ft, bring I ft across
in the air or do two sllght hops on R ft as you brlng L ft Across -

Page 46 SLAVJANKA = .
RECORD: 2dd "Malo ja Malo ti"

Page 52 DUNAFALVI LEANYTANC :
FORMATION: .Add R H over L H under -

Page 64 KANASZ TANC
VAIRATION 3 Diagram should read asg follows

| "
ist 2nd

Page 65 KANASZ TANG :
VARTATION 1 Dlagram should read as follows:

c | 5 -
AlBEB NS R——
e

“lst 2nd
VARIATION 2 Diagram should read as follows:

IP

’4th

3rd

Djc £
15t 2nd | 3rd  4th |
VﬁhIATION ? Dlagram should ‘read as follows . ' .
e Vs 7 L‘_""1" | -gL/,t L
Ja —f> - = t _7_ I
" 1st Cifra 2nd Cifra 1st Leap 2nd’ Leap Cifra
Page 66 KANASZ TANC :
Diagram should read as follows:
BRSNS g -~
~> =y -1 (s -t
—_— R — '
ist Cifra 2nd Cifra 1lst: Leap - 2nd Leap Cifra -

JUMP LEAP Meas 1 should read Jump and land on the ball of both feet.
The R ft carries most of the wt. .

JUMP LEAP Meas 2 should read Hop on R ft fwd, Repeat with opp fiwk
to the.same directionh. NOTE:. With this series of jump-leaps, travel
fwd ’ :



N IDYLIWILD MIX MASTER 1977
ERRATA

Page 2 GREIZ
RECORD: Viltis Folkraft LP 35

Page 3 JAUNIMELIS
RECORD: Viltis Folkraft LP 35

Page 4 KALVELIS
RECORD: Polkraft "Little Blacksmith" 1418BX45
PART I Meas 1~7 Add LOD
PART I Meas 9-16 Add RLOD

Page 7 KOJA, KOJA
RECORD: TFolkraft 1418X45 "Hip Hip Polka"
INTRODUCTION 3 Chords
PART T Add Meas 5-8 Polka in dance pos anywhere on the floor.
PART II Add Single circle M facing LOD: W facing RLOD
PART II Meas 5-8 Change to Brand R & L (RH to ptr)

Page 8 LA BASTRINGUE
Change nationality to French Canadian

Page 9 NASLYS
RECORD: Viltis Folkraft LP 35
INTRODUCTION 3 Chords
PART B should read: Widower starts swinging (with 4 walking steps)

~—Page 10 PLUM PICKER'S WALTZ
MUSIC: 3/4
INTRODUCTION: 2 Meas.
NOTE: M move sideways only. W do not weave but travel in s straight
line,

Page 11 RATUKAS
RECORD: Folkraft 1419BX 45



EL  NARANJO

(mEXICO)
SOURCE Redova from Northern Mexico. Introduced by Alura de Angeles
in 1972 at San Antonio College, Texas.
RECORD: Eco # 207 (Polkas Aleqres)

. FORMATION: Cpls in a circle holding H's (craossed) behind back (Backhand

W on the outside, M on the inside. / __grasp)
facing L0D. Directions gived For the M. W do the 0pp081te.

unlass gtherwise noted.

music: 4/4 - PATTERN
INTRDO: 3 Count Inmtroduction.
MEAS. CHORUS: Cue Words: Step, brush, hop 3 times - rTum,run,run.

1-4 (Cts. 1-16) A Thus:
Step L ft., brush R ft. diagonally across in front of L.Hop on L.
Repeat starting with the R ft, Repeat starting again with L ft.

5-8 (16 Cts. g B.

L. Lean slightly fwd. fall onto R ft., at the same time 1lift L

behind (so that L heel is about “"Knee-high) Repeat starting L,
Repeat starting R.
Repeat from the beginning (Do this step 4 times, each time
starting with L ft.

1-4 {16 Cts.) FIGURE I - PAS_DE_BASQUE & BROKEN ANKLE, Drop H's face Ptr.

Leap 8fto L ft, step on R heel(slightly fwd.) Step on L ft. .

(close to R Ft.). Repeat starting on R ft. {(Travel fwd. on these

2 Pas~de-basgue steps). _
Ba

Travel bkwd, away from ptar. with 6 braken ankle steps. Step

on L ft, turn R ankle out (side of R ft an flaor, scle twd L ankle

N Step an R ft, turn L ankle ocut. Repeat B 2 more times,

Repeat all.
CHORUS :
1-4 (16 Cts) FIGURE II BOUNCE TOE TOE

Bounce on both ft, hap on L ft & at same time tap R toe behlnd
L heel 2 times (Head & body turn slightly to R).
Rapeat Bounce, tap L toe twice. Do 16 bounce tos toe steps.

CHORUS
1-4 (16 cts) FIGURE ITI

Tap R toe at side (Toe turned in, heel out) Cross R toe in front
of L ft. Hop on L 3 times while doing the above toe, heel,
cross. Repeat with L ft,

CHORUS
1-4 (16 cts.) FIGURE IV BORRACHITO (DRUNKEN OR ATOLE WALTZ STEP PLU? BROKEN
A ANKLE

Fall fwd onte R t. Step Lft behind R, Step R ft in front.
Repeat starting with L ft. Travel fwd. { A A backward Pas de bas.)

CHORUS
1-4 (16 Cts.) FIGURE V TOE HEEL CRuUSS PLUS ROCKING
Toe heel cross ( as in Fig. III) with R ft. Place wt on R ft

e as you pick up L heel, Keep toe dn, & ankles close tog. Change
wt on to L as you pick up R heel. Change wt on rock onto R.
Repeat starting L Ft. - ENDING - 2 stamps L,R, moving fwd..

Presented by Alura de Angeles - Idyllwild Markshop - 1977 _
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GAMMAL HASURKA

(0ldtime Couple Dance from Norway)

SOURCE:

" RECORD:

MUSIC:
SKILL LEVEL:
FORMATION:

POSITON:

FOOTWORK »

CHARACTER:

DANCE:

1-2
3-4

5-8

9-16

STEP
DESCRIPTIONS:

mazurka dances still found in Norway,

Presented by John Hancock

The dance here described is one of the many variations of native
Like the Swedish Hambo, it
is in a2 sense a hybrid dance, combining the elements of an old dance
form possibly stemming from the 16th century — the Norwegian "pols"
(in Swedish, "polska') — in the basic couple tura, with more recent
acquisitions from the 17th or 18th century as a pattern to precede
the turn, in this case the kick-mazurka. No two areas of Norway
dance the Masurka alike although similar music is used, This
music, despite its resemblance to Hambo music, is properly not the
same; the rhythmic intonation 1s slightly different. No written
descriptions of the Masurka exist in Norway. The dance is not
formally considered a "folkdance', but an "old-time dance” in the
same category as the Vals (waltz), Polka, and Reinlendar (the
Norwegian schottische).

Musica — Mus LP 214 (Side 2 Banéd 1)

3/4 mazurka.

Intermediate

Any number of ¢cpls in cirele, LOD CCW.

Open shoulder-waist, free hand on.hip common Norwegian style
(thumb forward, fingers back); common closed positlon, with

arms held straight out from shoulder.

Opposite throughout; Kick-mazurka (described below), running-
steps, Norwegian Pels turn (described below).

Relaxed yet with great verve.

A,  Mazurka and open turn, 2 times

In open position, facing forward, beginning on outside foot,
2 kick-mazurka steps forward.in LOD,

Maintaining same position, one turn CW in place with 7
small running steps.
Repeat action of meas. 1-4.

B. Pols turm

In closed postion, beginning on M's I. and W's R foot, 8 Pols
steps turning CW to make 8 full turns, and progressing forward
in LOD. Repeat entire sequence 1-16 as many times as music

allows.

Kick-mazurka step (as'danced'in'Gémmal Masurka)

This is essentially a forward moving mazurka step, but without
the usual cross—over of the free foot. M's step is as follows,
W's exactly opposite:

//continued...

AHGR'




GAMMAL MASURKA (cont'd.)

Cnt 1 Step forward on L;

Cnt 2 ClR to L, at same time kicking L forward (knee straight);
Cnt 3 Skip forward on R, at same time bringing L back _
(knee bent and ankle straight so that toe points down).

Norwegian Pols step

This turning step, like the polska turn used in the Hambo and
Snurrbocken of Sweden, is repetitive, and makes one full
revolution per measure, The rhythmic intonation is different,
however, Rather than the even "bounce" on every beat as in
Snurrbocken, or the decided "dip" on the first beat as in the
Hambo, the Norwegian Pols tends to have a slight emphasis on the

3rd beat of each measure of the turn.
~  M's STEP
Cnt 1 Begin pivot on L;
Cnt 2 Land on both feet,
continuing pivot on L;
Cnt 3 Pivot on R (slight kick
of L foot behind R).

Description by Gordon E. Tracie (:) 1965 °

Cnt 1

Cnt 2

Cnt 3

W's STEP

Land on both feet,
R foot leading;
Pivot on R;

Pivet on L.
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PARTSARPOLKA

(Folk Couple Dance from Norway) Presented by John Hancock

PRONUNCIATION:

-—- SOURCE:

RECORD:
MUSIC:
SKILL LEVEL
FORMATION:

POSITIONS:

FOOTWORK :

CHARACTER:

DANCE:

pah=-REE3S—-ahr polka

This figure dance for couples, with the typical forward-and-
back pattern common to so many Norwegian folkdances (for
example: Reinlendar, Feiar), is the likely ancestor of the
"Scandinavian Polka'" (or "Seattle Polka" in the Pacifie
Northwest) widely danced in many parts of the United States.
It was, no doubt, brought to American shores by immigrants
from Norway during the last century. -

The Norwegian folkdance manual gives five different figures to
Parisarpolka, each of which is merely an elaboration or
variation of the basic pattern. While all of these are:

used In consecutive order, for formal folkdance exhibition,

this dance also survives among the people in the oldtime

dance tradition, and is thusly danced more or less freestyle
throughout the country. The first three figures given are the
most common, and when danced four times through, precisely

fit the meledic sequencing of the. below listed record..Otherwise

all five figures PLUS a repeat of Flgure I, may be danced
twice each. . '

Musica — Mus LP 214 (Side 1 Bamd &
2/4
Elementary-intermediate

Any number of couples in circle, LOD CCW

Simple. open, 2-hand hold, closed shoulder waist. Freg hand
either loose at side, or on hips Norwegian style (thumb
forward, fingers back).

Opposite throughout: walking, open 2-step, pivot (with down-up
motion).

Relaxed,,with~fréedom’of movement; steps springy but quiet:

IMPORTANT: eye contact with partner should be maintained
throughout. '

FIGURE T (CUE: ONE HAND):

A. TForward & back (one hand joined)

.-Partners facing each other somewhat, inside hands joined at

shoulder level. Beginning on outstide foot, 3 spring walking
steps in LOD, followed by rest on outside foot while

touching toe of inside foot across in LOD.

Without changing handhold, beginning on inside foot (the one
just touched), 3 springy walking steps in RLOD, followed by

-rest on inside foot while touching toe of outside foot

across in RLOD.

f;’z::;":n tinued...



PARISARPOLKA (cont'd.)
L

B. Two-step forward (one hand joined) and pivot turn:

5-6 Maintaining same handhold, beginning on outside foot,
2 open two-steps forward in LOD, slightly face-to-face and
back-to-back (but not losing eye contact with partner).

7-8 Taking closed shoulder-waist position, beginning on M's
L, W's R foot, 4 down-up pivot steps (cnt?! "one and two and
three and four and') '

1-8 ‘ Repeat entire figure.

FIGURE II (CUE: NO HANDS):

A. Forward and Back with turn (no hands joined)

1-2 Releasing closed position to allow arms to swing free,
beginning on outside foot, 3 pivot steps turning away
from partner (M CCW, W CW) while progressing forward in LOD,
followed by touch of toe of inside foot while spontaneously
snapping fingers or clapping own hands.

3-4 Beginning on inside foot, 3 pivot steps to turning away from
partner in opposite direction (M CW, W CCW) while progressing
RLOD, followed by touch of toe of outside foot -and gestures
as above. :

B, fTwo-Step Forward (nc hands joined) and pivot turn

5-6 Without hands joined, but swinging free, begin on outside
foot, 2 open two-steps forward in LOD, slightly face-to—face

and back-to~back (with continued eye contact with partner).

7-8 Tn closed shoulder-waist position, begin on M's L, W's R foot,
4 pivot steps around CW as in Fig. T, B.
1-8 Repeat entire figure,

FIGURE ITI (CUE: TWO HANDS):

~A. TForward and back with turn under (two hands joined)

1-2 Both hands joined with partner, lifting outer arm first

: (dishrag), begin on outside foot, 3 pivot steps turning
(M CCW, W CW) under upraised arms, while progressing forward
in LOD, followed by touch of toe of inside foot.

3-4 Keeping both hands joined, lifting immer arm firsi, begin.
on inside foot, 3 pivot steps to turning the opposite way
(M CW, W CCW) under upraised arms, while progressing RLOD,
followed by touch of toe of outside foot.

5-8 Repeat Fig. I.B.

-8 Repeat entire figure.

FIGURE IV (CUE: M FORWARD, W BACKWARDS) :
A. Forward and back with W dancing basckward (both hands joined)

1-2 _ M facing LOD, W at his R side facing RIOD, hands joined at
shoulder height, M holding W's fingertips, her R in his L, her
L in his R, M's L arm is thus bent at elbow and his R arm is
outstretched. Begin on M's L and W's R foot, 3 walking steps
in 1OD, M moving forward, W backwards, followed by rest and
touch of toe of free foot.

//continued...



PARTISARPOLKA
—3-

3-4

5-8

7-8

1-8, 1-8

Description by:

M and W each turn half way around to face opposite directionm,
M turning (W and W turning CCW under M's upraised arm; M
simultaneously begins on R ft to walk 3 steps in RLOD, while
W begins on L foot to walk backwards 3 steps in RLOD. Arms
are now crossed with partners, M's L arm outstretched and R
arm bent at elbow. Rest and touch free toe on 4th beat.

Releasing hold with his L hand but retaining hold with his R,
Repeat Fig. I.B.
Repeat entire figure.

" FIGURE 'V (CUE: W's TWIRLS):

A. TForward and back with W twirling (one hand joined)

Partners with inside hands joined, begin on outside foot,

M takes 3 walking steps in 1LOD, while W dances 3 pivot steps
CW to twirl once around under his uplifed arm, moving

forward in LOD. . Both .follow with touch of toe of inside feot
across in LOD on 4th count.

Without changing handhold, begin on inside foot, M takes 3
walking steps sideways in other direction, moving in RLOD,
while W dances 3 pivot steps CCW. Both follow with touch of toe
of outside foot across in RLOD on 4th count.

B. M forward while W twirls twice (1 hand joined) and pivet turn

Maintaining same handhold, begin on outside foot, M dances
2 open two-steps forward in LOD, while W dances 4 pivot steps

CW to twirl twice around under his uplifed arm, moving
forward in LOD.

In closed shoulder-waist position, begin on M's 1, W's R foot,

" 4 pivot steps around as in Fig. I.B.

Repeat entire figure.

""FIGURE VI (CUE: FIG. I REPEAT):

Repeat Fig. I, A-B, precisely as above (two times threough) .

Gordon E. Tracie (:) 1965,
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ABRREVIATIONS USED IN THE SYLLABUS

s
bkwd or bwd backward
CoW ’ counter-clockwise
COH center of hall
cpl couple
¢t or cts count
ctr center
CW clockwise
diag diagonal
dn dewn
ft foot
fwd forward

- H hand
L left
LOD line of direction
M man
meas | measure
opp cpposite
pos position
ptr partner
R right
RLOD reverse line of directien
sdwd or swd gideward
twd teward
W woman

T owh weight



EL, HUATEQUE B (1)

(Mexico)
\-‘_ﬂ. . .

SOURCE: This is a "son" from the Sotavento area of State of Veracruz.
It has been choreographed by Sra, Alura ¥, de Angeles based on
authentic steps from the region and was introduced by her
through the National Autonomus University of Mexico - Extension
Courses - at Trinity University - San Antonio, Texas in 1964.,.

MUSIC: RECORD:

FORMATION:

MUSIC s PATTERN

Meas..

FIGURE I
Zapateado veracruzano: step on R £t llftlng L ready for, double
stamp, then alternating -each ft with double stamp (hop on the
second gtamp). Stamps are W1th entlre ft - 15 ets and then
stamp L, R. L. _ _

“{_FIGURE II - . :

" .Bo: five double stamps, beglnnlng R L,R,L,R stamp L,R; repeat
but beginning with L ft; repeat all for a total of b,

N FIGURE III

LfPaso de descanso.' Brushes brush R over L flexing R knee,

““bring R ft back in place, slide L ft fwd and back, brush L over
R, (flexing I knee), bring L ft back in place, sllde R fwd and
back, slide L fwd and bk, continue, Do 4 altogether.
FIGURE IV
Backward double stamps with three double stamps fwd: wt on L
ft (give slight hop/lift) bring R ft bk, stamp twice take wt
and bring I ft back with two stamps. ¥4 double stamps fwd R,L,
R,L., Repeat beginning with L ft bk. Do 4 total.
FIGURE V
Repiqueteado: :walking steps, &ach step preceded."by a scruff of
the heels 48 cts,
FIGURE VI
Repigueteado con cojito: continue with paso de repiqueteado,
on the 4th ¢t give push back, Change places with ptr and
return toc original place,
FIGURE VII
Repeat FIG II, except that you meet your pbr and turn about

- face on the two stamps.
S FIGURE VIII

Repeat FIG III



EL HUATEQUE CONT'D

NOTE:

h‘b.

FIGURE

Repeat

FIGURE

_Repeat
FIGURE

Repeat
FIGURE
Repeat
FIGURE

" Repeat”
FIGURE
: Repeat

M's H hang 1oose from shoulders.‘

IX

FIG IV.

X

FIG V
I
FIV VI
XIT

FIG VII

Xr11

FIG ITI =

X1V
FIV IV,

End with 2 stamps twd audlnnce.-

W hold sk*rt at abou

On flrst and second steps, M's R arm around W's waist.
step L side of skirt is held out while R H holds fan (fanning action

throughout step.

(2)

t walst
On third

Presented by Alura F .de Angeles

Idyliwild Uorkshop ~ 1977



EIL NARANJO D )
(Mexico) : ’

“—/SOURCE: Redova from Northern Mexico. Introduced by Sta. Alura F. de
Angeles in 1972 at San Antonio College, Texas.

MUSIC RECORD: Eco # 207 (Polkas Alegres).

FORMATION: Cplsg in sicirele holding H's (crossed), behind bk, W on R, M
on L., facing LOD, _

MUSIC ¢ . PATTERN .
Mons . - .' —
" CHORUS I
Cue words: step, Bfﬁéh; hop, step brush hop,. step, brush, hop,
run, run, ruh. '
A,

Thus step on L f%, brush R £t diagonally across in front of
L fts hop on L ft. - 'Repeat starting with R ft, Repeat starting
with L ft.' ‘ - o - T

B | _— -
Lean slightly fwd, fall onto R ft, at same time life L behind

(so that L heel is about "knee-hlgh) "Repeat starting L,
repeat starting R.

N Repeat from beglnnlng (do this step 4 times, each time starting
with L ft,

-FIGURE I PAS-DE- "BASQUE AND BROKEN ANKLE
Drop H's face ptr.
A,

Leap onto L ft, step on R heel (slightly fwd), step on I 3%
(close to R ft). Repeat starting on R ft {travel fwd on these
2 pas-de-basgue steps).

B,

Travel bkwd, awasy from ptr with 6 broken ankle steps. Step
on L ft, turn R ankle out (side of R ft on floor, sole twd L
ankle), Step on R ft, turn I ankle out, Repeat B 2 moro times.

Repeat all,
CHORUS
FIGURE II BOUNCE TOE TOE
Bounce on both ft, hop en L ft and at same time tap R toe
behind L heel 2 times (head and body turn slightly to R).
Repeat bounce, tap L toe twice., Do 16 bounce toe toe steps.
CHORUS

~— FIGURE III

Tap R toe at side (toe turned in, heel out) cross R toe in
front of L ft. Hop on L ft 3 times while doing the above



LA DANZA de LOS MACHETES CONT'D . (6)
_Alternate sequence for meas l- 8 :

1-4 o With 8 push steps to own'R, M change
. places, M1 passing behind W and M2 o
in front-.of W, W crosses R f+ over L _ MZ»”'“*ﬁa\yl
ft and rocks back and- forth : : K&f 8] _ﬁ;x
5-8  With 8 push steps to.own R, M’ return L ;““TWII;;'

"to .own place, ‘M1l passing behlnd W &
M 2 in.front of W. W continues the
rocklng step

9-12 With 4 pas de basque, W moves fwd M hold, e e
- R H macketes horizontally over and in- - . Y

front of head as if to protect forehead. N F g
Sharp edge of blade is dn; palm of R H N 4L T
faces out, Changing places with 7 push. 0
steps to L and a jump onto both £+, M = )
clash machetes on ¢t 1 of meas 11 by o
bringing. machetes dn in a wide. outside-
arc to connect at thigh level, NOTE:
Palms of R H remain facing ‘out 8o that
back edges of the machetes meet,

13-16 W backs up with 4 pas de basque, making
turns to R 3s she does so. M turns to
R once or twice in place -~ with 7 push
~gsteps to R and a Jump on both ft fto end
faclng W, .
FIGURE II: FIGURE VIII AND MACHETEQ I

1-8 Using two steps, W describes half a ——
- . figure 8 around M on R, Both M do - "X 0 X
- macheteo 1 twice, turning .in plaoe to ' i
constantly face W, .

9-16 - Repeat meas 1-8 with W 01rcllng Moon L
' FIGURE. III - SECOND CLASH

1-4 ) Using 7 push steps .to L and:a jump onto both f+, W moves bk.“,,
- Using .7.push steps to R and a JUmp onto ‘both 3%, M‘move fwd,

5-8 . "W turns to own L tw1Ce W1th 7 push steps to L and = jump onto’
both ft, M turn to R as in Flg I, meas 5 8 L

o-12 . W pas de basque in place, M cross and clash as in Plg I.
13-16 W turn twice to R using pas de basgue., M turn as in Fig I.
FIGURE IV - MACHETEQ 1T '

1-8 Using pas de basque, W turns 1n place tw1ce to R and twice to
L, M do macheteo 2 tW1ce.

9-16 | Repeat Fig IV meas 1- 8
FIGURE V THIRD CILASH ;
1-8 A1l do M part of Fig 3, meas 1-8,
9-16 All repeat own parits of Fig 3, meas 9-16



EL NARANJO CONT'D , o (4)
toe, heel, cross, Repeat with L f+t.

. CHORUS
" FIGURE IV BORRACHTTO (DRUNKEV OR ATOLE WALTZ STEP PLUS BROKEN
" ANKLE
A

Fall fwd onto R fi, step on . ft, step on R ft, .Repeat
U starting with L ft. Travel fwd with this step.,
. . B N - T, e e e am ame e we ae

Do 6 broken ankle steps bkwd - (as in FIG I _Part B). ._Repeat . ..
—8tarting R £t each time, - cootnE

CHORUS
FIGURE V TOE HEEL CROSS PLUS ROCKING

Do toe heel cross (as in Fig III) with R ft. Then place wt

on R ft as you pick up L heel, keeping toe dn, kesp ankles

close together, Change wt on to I, ft as you pick up R heel,
i Change wt on rock onto R, Repeat 'starting with X ft.

ENDING:
Two stamps: L,R (step fwd on these stamps).,

Presented by Alura F de Angeles
Idyllw11d Workshop - 1977



LA DhNZL DE LOS MAGHETES S - (5}
(Mex1co) L

SOURCE: The Dance of the Machetes, also called El Balle de los Machetes
The Machete Dance, Los Machetes, and Potorrico, is a poto rico
that depicts the contest of two men over a fair senorita. -In
Jalisco, the dance is usually done by itwo cpls, This version
was choreographed by Sra, Alura F, de Angeles for stage pre-
sentation, The machete is a large knife of many uses, both
domestic and martial, This dance was 1ntroduced by Sra, Alura
F. de Angeles in 1957 at Trinity University - San Antonio, Texas
through the Extension Courses of the National Autonomus Univ,

of Mexico,

MUSICs RECORD: This sequence fits the records RCA Victor LPM 1318
played by the Mariachi Vargas de ‘Tecalitlan, Musart Ex Leh83

FORMATION: 2 M and 1 W as in diagram:
The M hold a machete in each hand. M2 W' M
The T, H macheteis held blade dn X 0 e
like a dagger at the hips; the R H Front
machete is held blade up like a A
sword and resting on the R shoulder, R

MUsIic: 2/4 PMTERN
Moas, S

STEPS: o o o

" Push step t¢ R: Step on ball of T ft (et &),_éteprtO'R?on R (ct 1); 2
steps per meas. Direction of travel is perpendicular to the direction - -
the body faces, i ST o

Push Step to L: Use opp ftwk and direciion of pﬁsh”stép|R '

Macheteo 1: Takes b meas, FT: Hop on both ft (¢t 1}, hop on R f%
while raising L 'knee waist high (¢t 2), hop on both ft {(ct 3), hop on
L £t while raising R knee waist high (ct 4). Repeat 1-4 (ct 5-8)
Machetes: c¢lash machetes in front of chest (et 1), under L Teg (ct 2)
in front of chest (ct 3), under R leg (¢t 4), in front of chest (¢t 5)
behind back (¢t 6), in front of chest (¢t 7), under R leg (ct 8).

Macheteo 2: Same as macheteo 1, except that M clash R H machetes to-
gether on ¢t 8. M may shout "hey" on ct 8, NOTE: The macheteos 1 & 2
may also be done: clash in front of chest, under R leg, chest L leg,
chest, back, chest, I leg or with other M, as the case may be., .

ST

Macheteo 3: Described under Figure 6,

2 INTRODUCTION - NO ACTION

FIRGURE I -« ENTRANCE AND FIRST CLASH
1-4 A1l do 7 push steps to R jump on both ft,
5-8 A1l make 1 or 2 turns in place to own R = ng-O&g X
e with 7 push steps to R & a jump onto both ron
N ft. M on W L make 13 turns to face opp

dir,



TA DANZA de LOS MACHETES CONT'D (7)

— 1-8

9-16

1-16

1-16

FIGURE VI - FIGHTING

Using 7 push steps to R and a jump onto both ft, M circle W
clashing machetes over W head 2 times per meas., W crosses
R ft over I, £t and rocks back and forth, turning to R.

Repeat meas 1-8 Pib 6 using opp ftwk and directions,
NOTE: This figure should not be tried with sharp machetes
until mastered,

FIGURE VII - FOURTH CLASH

Repeat Fig V

FIGURE VIII - MACHETEQ II AND PINALE

Repeat Fig 4. On last ct of phrase, all drop to one knee,

W under crossed machetes with arms outstreiched as if to stop

the duel., All hold final pose.

Presented by Alura F, de Angeles

Idyllwild Workshop - 1977



LAS COPETONAS S (8.
(Mexico)

~QURCE: Belongs to the family of d=nces called "sones" from Jalisco,
Mexico., Choreographed by Sra. Alura F., de Angeles based on
authentic steps from the region. It was introduced by her in
January 1964 'at Trinity University - San Antonio, Texas -
through the Extension Courses of the Natlonal Autonomus Univ,
of Mexico. - :

MUSIC: RECORD: Musart M 98011as-00pe£0nasr“

FORMATION: -Cpls, line of ptrs, or circle, pirs. facing:each other about
_ 2 ft apar%, Steps-are . the same for M&w o0

STYLE: M3 GrasP “hands 1n_back;;'w= holds ‘her sklrt out to side

MUSIC: 6/8 PATTERN
Wens s % ﬂ.-_ — —
1 ~ INTRODUCTION
 FIGURE I R o
1-14 Both'M & W 1nd1V1dually make a - turn R 50 L shoulders are

facing and with 14 "Quebrados" do a cw circle around each other

QUEBRADOS: Step bk R, simultaneously bendlng L ankle to L
_ (et 1,2,3), step bk L, gimultaneously: bending R ankle to R
w (Ct456)

15 Stamp R (¢t 1,2,3), stamp L (ct 4,5,6), turning_to:face each
other, ' '
FIGURE II .

1-4 = - #1st Zapatéado® Sequericeé: . 4 stamps 1n place, empha5121ng the

1st (et 1-4), hold (¢t 5,6) R,L,R,L - Repeat. 10 stamps in
plaCe, emphasizing 1,%4,7 and 10 (ct l 6, 1-4), held- (ot 5, 6).
L R, L R,L,R, L R L C

5-8 "'?’Repe 4t Pig 1T meas 1- a

FIGURE IXIT
1-4 ~ "'Foot brushes: Hop.on R 8 times, swinging L (lower) leg bk &

forth, R & L, laterally in front of body, brushing sole of f%
on floor with each swing. (Try not to make this a fwd & bk
swing). Each hop is 3 cts, 2 hops to a meas,

5-8 Repent Fig., III, meas 1-4 with opp ftwk and direction.
9-12 Repeat Fig. 111, meas 1-4
13-16 Repeat Fig, III, meas 5-8.
FIGURE IV
1-8 Repeat Fig. II
s FIGURE V

1-16 Repeat Fig. III



TAS COPETONAS CONT'D o (9)

1-8

1-64

1-12

FIGURE VI A

2nd Zapateado sequence Faoing diag R fwd, deo a 6 stamp
zapateado, R.L.R.L.R.L (ct 1-6), Stamp R (c¢t'1,2,3), Stamp
L (ct 4,5,6). S

VI-B, Repeat, f201ng dlag fwd L (etarfihg with R)

VI-C, Repeat, fa01ng diag fwd R, but do not take wt on last
stamp L.

VI-D, Stamp L, rap R heel alongside L, step on ball of R at

L 1nstep (¢t 1,2,3), repeat the L heel- ~toe, making 1 complete

CCW turn 1n place on these 2 L 'heel= toe steps.=

VI-E, Facing, stamp L (ct 1,2 V3 Stamp R (ct 4,5, 6)

FIGURE VII

4 Las Alazanas sequences, changing places with pir, passing R
shoulders, finishing with a % CW turn to face each other.

Las Alazanas Sequence: drop bk on L {ct 1), step fwd R (ct

2,3).  Repeat (¢t %,5,6), Tt about 1% ft apart, moving fwd
galloping like'a pony, In plaoe stamp . (et 1,2), stamp R

(ct 3, 4), hold {(ct 5,6),

FIGURE VIII-XIII

Repeat Fig. II through Fig. VII..
FIGURE XIV o
Repeat Fig. II

FIGURE XV

Repeat 'ﬁ‘lg I, doing only 11 Quehwendon, Tm't',c;ifi'li malkigy 1 CW
Uj.l‘e'l_n I_Llp'tuta] eacl oihwer, moving bkwd,

ENDING

Take R hands, and stamp 3 times, L,R,L (ct 1-6), M in plaoe
W turning once CCW to end at his R side facing fwd R H at
W R waist, Stamp R,L {(ct 1-6),

Pregented by Alura F. de Angeles
Idyliwild Workshop - 1977



LUCERO DE T.A MANANA | - (10)
(Mex1co)

&J’SQURCE;-ﬂﬁn A womah's dance Ffrom the Isthmus of Tehuantepec. In the wee
.+ ... - nours-of the morning, at the end of a Fiesta, the women gather
to dance Lucero de la Manana. It tells the story of a morning
star dancing across thesky and how she beckons the other stars
to join her in her frelic., They fade away at break of day ag’
the rays of sunllght peek. over the horizon %o light the sky.
Choreographed and introduced by Sra, Alura F. de Angeles in
: _ January, 19?1 at San Antonlo College, Texas.
MUSIC : RECORD - Peerless 45,5907 ] _
FORMATION: - 7 W each with a rebozo draped over her'extended=H, waist high,
Dancers are lined up -at.bk of stage -~ 3'on one side, 3 on the
other, with the ctr star (Lucero) at the head of either llne*.
A%l dancers face twd other line, L
STEP: A glldlng, or walklng, waltz ig used throughout the dance 3.
Twd moving steps, R,L,R, with the first step a little longer
in distance than the others., Repeat of Step_beglns with L
MUSIC: 3/k4 PATTERN
Heas, T ' '
' FIGURE 1T _ . , _ .
Lucero enters by herself and executes “the fOIIOW1ng pattern:
N 4 basic waltz steps fwd twd ctr back of stage. o
5-8. L fwd twd ctr of stage
g=16 - . 8 tor 01rcle to R, stop at "home" (ctr stage)
17-24 8 to circle to L, stop at "home",
25-28 4 in place, turnlng to the R _
29-32 . b twd bk to beckon other starts to come fwd,
- "FIGURE II _
1-8 With 8 basic waltz steps, dancers enter from eaeh:side, one
— " behind the o6ther to "place™, and form 2 lines with Lucero in
the ctr, < :
9-16 8 steps to circle R (individual circles)
17-24 8 steps to circle L - -
25-28" ' 4_Steps,to'turﬁ in place cW : . .
29-32 -4 steps to form semi-circle: #3 & #Hhy move sllghtly twd each
: other: #1 & #6 move away from eaoh other. :
CFIGURE TIT . . L _
1-8 #1,3,5 kneel on one kKnea, #2 circles #l #@ circles #3; #6
circles #5, passing in front first.
_9=16" Alternate action, even numbered W kneel others 01r01e.
: FIGURE IV R
1-16 " Lucero moves to ctr front place and all form one large cirele

moving CW, End with ILuceroc in ctr of cirele, rebozo around



TLUCERO DE LA MANANA CONT'D . . _ (11)

9-12

13~16

17-24

25?32# }7:

her shoulders and arms. in "W" pos, H's free,_galms facing Ups-.

" ALL others pull thelr rebozo 80 that the R end or fringe, isg in

thelr R H
FIGURE V

#1 & 2°& 3 take the R end of rebozo and place it on Lucero's
R Hs # L5 & 5 place theirs in Lucero's L H, Each takes other
- ends of rebozo and spreads it out as she returns to own place,

BEach W faces CW, R'H up, L H dn, at lower edge of frlnge.
Circle 8 meas with rebozo shoulder high,

#1,3 & 5 hold rebozo dn twd knees while 2 b & 6 hold rebozo
above ‘head, Continue to circle CW,

| Contlnulng to 01rcle cw, alternate pos of rebozo.

Repeat action of meas 9- -16, Flg v

- Reverse dlrectlon of 01rcle, all held reboze parallel to
floor,..stop at own place, Go twd ctr-and retrieve other end

of own ‘rebozo and return to place, = .. . e eeon e
"FIGURE VI : T

#1 & 3 face each other and link rebozos: #1 hold rebozo ag #3
places the R end over and under; #7 places L end .through L "V"
R end through R "v", #4,5 & 6 do same on their own side,
Circle CW alternsting H every 4 meas, WStop at'oWh place,

FIGURE VII

#2 & 5 take ctr of cloverleap formed in Fig VI to Lucero (whn N
ig in the cir in "W" pos, palmg up. Circle CW, alternating ’
H every 4 meas,  Stop at own placeﬁ_ Retrieve own rebozo. .

FIGURE VIII

#1 & 2 face eachother and link rébozos; #3 & 4 and #5 & 6 do
the same, Circle CW-around each other, Alternate H every 4
meas, Stop at own place; unlink, but still face each other.

FIGURE IX

y -

‘?Weave the rlng, pass R shoulder flrst (Lucero remains in ctr).

Stop at "home",

Starting with #6, each links her rehozo through person to R. '
Take both ends of own rebozo in R H and face CW, Circle 8 ..
meas holding rebozo waist high; 8 meas holding it ankle high;

. . 8 meas holding it waist .high; 8 meas holding 1t above head,
Tilt star (dip low..in front, hold high in bk}. -All the time

Lucero is showing differeuk ways of wearing Llho rebozo. Re-
trieve rebozo Aamnd retwnr Lo owr 91200 '

_LUCGro leads linévqf.st?rs froﬁ sd fo sd'of-stage and  fidve G

Presented by Alura F., de Angeles
“_;dY11Wild Wurkshuy‘j 1977



" SOURCE:

MUSIC s
FORMATION:

GREIZ {(12)
(T.ithuania)

Less known among Lithuanians is Greilz, which entered along
the Latvian border. This dance is derived from the Kreuz
(Cross) polka of the Germans, who during the Teutonic influx
into Latvia brought it with them: from ILatvia it came %o
Lithuania to become the Grelz, which is meaningless in Lith-
uanian. The Lithuanianized name Greicius,means, "The Speedy
One", the effect one gets from spinning.

RECORD ¢

Cpls in a double circle facing in a fwd (CCW) direction., W
to M's R, inside H's Jjoined.

MUSIC: 2/4

PATTERN

Meas.
1-

2

Beginning with outside ft (M L, W R) walk fwd 3 steps. On
second ct of meas 2 turn about in place twd ptr to face in a
CW direction, placing heel of outside ft (M R, W L) fwd on
floor; join other H's (M L, W R),

With outside ft ( M R, W L}, walk in a @W direction 3 steps
and turn about in place twd ptr to face CCW, placing heel
(M L, W R) fwd on floor.

Same as meas 1-2; finish facing ptr.
In dance pos, turn pivoting in place with 4 steps,

Presented by Vyts Beliajus
Idyllwild Workshop - 1977



MALUNAS (13)
(thhuanla)

~ SOURCE: Thls dance is- much longer and more elaborate than Malunelis

(Thé Little Mill), The pattern is the same, as is the music,
but many of the figures are more 1ntrlcate. Malunas means
The Mill,

MUSIC RECORD:

FORMATION: Cirele of eight cpls w1th the M in the ctr faclng ptrs and
o0 - both H's Jjoined, ‘

MUSIC: 2/4 . ~ BATTERN
Meas

FIGURE I

Sway joined H's, first to M's R thern to L. Continue through~
out entire Part.A and repeat of music, Release H's., M circle
CW, W CCW, until bak to ptrs and places (second meeting). Use
running steps.. {Mu51c B-and repeat). Face ptrs and sway
with JOlned H's 2s in-the beginning of this Fig,

PIGURE II

M H are on hips, W hold skirts, (This Figure differs from
the star in Malunelis), 411 lead with R shoulders, change
places with ptr with foulr running steps. Turn and at the
game time leap onto L ft (R ft raised); step in place R,L,R.
Now lead with L shoulders and change places with a new ptr
twd own &, (M entering 01rcle, W leaving). Continue until
ptrs are met. :

FIGURE I1I.

Join both H's. w1th.ptr, This-figure is similar to the
Swedish Weaving Dance, but: is done :in a circle, Cpls 1,3,5 &
7 will move into "the c¢circle, with M moving bkwd; Cpls 2,4,6 &
- 8, move out of circle with W moving bkwd, using four running
steps in each direction, Now all odd numbered cpls turn
slightly to M's R and go out of circle passing a new 0pl to
the R, Even numbered cpls do the same (moving #o the M's R)
and'enter circle, irnterweaving until all reach their own and
original places (pass up neighboring cpls once and remain in
places the second time),

FIGURE IV

Form a large double mill of 2 cpls to each spoke (cog). (An
odd ¢pl with the nearest fwd even cpl form a spoke), Even
cpls in ctr, Central W form the hub with their R H.g Their

I H are on their Ptrs R shoulder, Ptra R H is around his

ptrs waist, while his L H is around the waist of the next W

in tha+t wing (or spoke), who has her R H on him and her L H on
her ptrs R shoulder. This ecross moves CW during music A,
During music B the cpls {not ptra) of cach wing release H and

— with the W moving bkwd and the M inward in four skeps the eraeg

(or mill} is reformed with the M joining their L H as the hub,
Move CCW to end of music,



MALUNAS CONT'D (14)
FIGURE V

Everyone releases H's. M turn R -about to face CW, W remain
facing same CCW direction., All run fwd with 2 steps (outer
ﬂ_dancers taking longer’ strides, inner smaller) and fit into a
new cog {or wing) stamping three times in place. Continue

‘;untll own ptrs. are met: for the second ‘Time.

FIGURE VI

Form a 1arge double mill of far wings once more, all fa01ng
CCW (as in second half.of Pig IV). Run fwd four steps. M of
. the outer cpls (whé do not form the hub) reélease their hold of
W, turning R shoulders with leap-turns and with three-more

: steps fit into-the-wing behind thém, Run again. four more
T T "steps and leap turn to next wing. Continue until. ‘back to own
wing. R

FIGURE VII

Wings of M only. .Inner hub remzains intact., Other H's form
. arches, Outer ¥ steps in front of. wing, inner W behind wing;
then 2all W join H's and form a circle moving to their R (CCW)
. aunder the arches formed by the M, who move bkwd throughout
~the first-part of the music. During part B'W change direction
and move CW, and the M run fwd :

FIGURE VIII

Each wing now joins H's and forms 2 01role of ‘four. The little
circles move to their own R during part A of the music, During-—
part B move CW, formlng llttle mlllS wlth R H‘s joined and

raised high{ _ - : _

'_FIGURE IX.

A1l M step in and form one large 01rcle. W.step up to R of
own ptr and place their L H over the clasped H's of the M,
A1l run CCW, circle.of M and "teeth” made by W, For the exit
- get in the "Suktlnls“ pos w;th ptrs Pnd runoff,

.. NOTE: The. "81evlng" swaylng ef H‘s) ag in “the beginning of Fig. I,

S U 'may be inserted- beforeFigure II (and &ven IV) if a group

T feéls that -if so.dolng they are =ble to be orlentated and
prepared for the next flgure.

Presented by Vyts Bellaaus
~Idyllwild Workshop - 1977



NORIU MIEGO (15)

_ (Lithuania)
~——~ SQURCE ¢ Noriu Miego means I sleep. What a misnomer for a dance in "2

which there is so much stamping of feet and clapping of hands!
This is one of the few dances known to non-Lithuanians,

MUSIC: RECORD:

FORMATION: In groups of four dancers in a circle, W hold skirts, M with
arms folded in front or on hips.

MUSIC: 2/b PATTERN

Meas, -
VERSION I
FIGURE I

1 Hop on R ft, placing I heel fwd on floor.

2 Hop on L £ft, placing R heel fwd on floor.

3-4 Four rapid changes, hopping on R,L,R,L.
FIGURE II

5 Clap hands twice.

6 Stamp three times. _

7-8 Form R H mill (R H extended twd the ctr) and skip to L 4 skips,

_9-12 Repeat meas 7-8 withe L H extended twd ctr and kip to R
- Repeat dance as often as desired.

VERSION II
If danced in a circle, all steps are the same as in Version I
excepts . L :

7-8 Join H's skip to left and reverse. o
VERSION III
A circle of even numbered cpls with W to R of ptr,
FIGURE I

1-16 All circle L with H's Jjeoined and reverse,
FIGURE II

1-4 Ptrg facing each other dance Fig I Version I

56 As in Fig II Version I

7-8 Hock R arms, turn in place with skipping steps.

9-12 Repeat meas 5-8 of this Figure hooking 1 arms,
FIGURE III )

1-8 Repeat Figure I Version I as many times as desired, Repeat
Figure II, then Fig I for finish of dance.

Presented by Vyts Beliajus
Idyllwild Workshop ~ 1977



5-8

VOVERAITE (16)
(Lithuania)
SOURCE: Voveraite means "The Aquirrel”, T
MUSIC; RECORD:
FORMATION: Four cpls with ptrs, longways. Linés aboﬁt 6'ft5épart. M
wear: straw hats. L N e
MUSIC: 2/4 PATTERN
MeaS_ . ) - - —
1<l INTRODUGTION
- FIGURE I
1-4 M& W change places w1th four polka steps, pa881ng ptr R should
5-8 ' ﬁﬁf“Polka twd Pt oy
7-8 ZE_M,take off hats ‘and bow deeply. W bow.
9-10 Hook R arms and with two polkas change places,
11-12 Repeat meas 7-8, :
" FIGURE IT '
1 Ptrs join R H and raising joined H's balance twd each other,
~2 Balance away from each other.
3-4 With H's joined, change places with twc polkas,
56 Repeat meas 3-4 , Fig II,
7-8 Release H's and face audience in two straight lines, person
behind person (all facing fwd). M move to their L, W R with
a step-together, step-together, Four such steps in all,
9-10 Reverse direction with step-together, step-~together,
11-14 Repeat meas 7-10, Fig II
FIGURE III
1-4 Led by the head dancers M polka to their L, W R dancing twd
£t of set where they fall into single flle, alternating W & M
forming one circle,
5-6 Continue to polka in a circlie, dancer behind dancer,
78 Repeat meas 7-8 of Fig. I
9-10 Hook R elbows and change places with two polkas,
11-12 Repeat meas 7-8 of Fig I,
FIGURE IV
1-6 Repeat meas 1-8, Fig IT
S~ -1h Grand R & L
FIGURE V
1-4 All join H, facirg ctr of circle, Dance twd ctr with three

polkas and three stamps on fourth meas,

- Dance bkwd to places with three vpolkas and thraec edogmne.  Batvm



QST DO(TEY L TIJR]L I W I I

VOVEszTg CONT'D e e (17)

8-12 Cpls 1 and 3 polka through the ctr of the square and change
places with each other, polkaing in rounds (turns) as the
change is made. Side cpls do meas 1-4, Fig II.

13-16 +. Cpiks 2 and 4:polke through the ctr of the square and change
places with each other., Head cpls doxmees 1-4, Fig II.
FPIGURE VI. .

1~ All W polka to ctr stamplng on fourth meas... e

5-8 W turn around and polka bk to place, stamping on fourth measg;

T 9-12 A1l cpls face audience and polka bkwd until all are in one
straight line w1th H's JOlned 1n bak, M W1th M w with W,

13-16 ““Lines polka fwd and end W1th a bow.. ,Q” R

_ Presented by Vyte BellaJus
. Idyllwlld Workshop - 19?7
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SOURCE:

MUSIC

FORMATION:

STEPS:

ZTOGELIS {18}
{Lithuania} ;

Ziogelis ﬁéans”"The'GraSsh0ppérs". The Lithuanians, loving

the flowers, beés and birds, could hardly overlook the lowly
grasshopper, They imitated in a.danee its peculiar hop and
colored it with additional .steps.. 'The following is the result
The Grasshopper step: This step is the basic atep and precedes
each new figure. Coen

RECORD:

On M with-a W on. each side: of hlm. His H's around W walst,
W inside H's :joined behind his bk, free hands holding skirts,
Two trios facing each other about 8 feet apart form a set,

The Grasshopper step: Do one polkajstep moving fwd, startlng
with R £+t (1 meas); do two more steps (¢t 1, &), L,R, drop on .. -
L £t with an accent and at the same time, bend body fwd and
extend R ft bk (¢t 2), slight pause (¢t &), Start again with
R ft to do one polka step bkwk ( 1 Meas); do two more steps,
R,L (Ct 1 &), drop again on L ft, but lean body bkwd and at
the same timé extend R 'ft fwd' (ct 2),-pause (ct &) All of
the above 1s repeated once more, _

- MUSIC:

2/4

PATTERN

Meas.,

1-8

9-12

13-1¢6

1-8
9-12

13-16

. 1-8
. d-12

CHORUS : : , _
The first four meas and repeat will be the Chorus consisting

- of one get of the_grasshoppgr Step fwd and one bk and repeat.

R HW (for both M) clap H's on first ct, dance twd each other - .

hook R elbows, turning armnd once, and bk up to each other's
place, exchanging places with W danced. Allthis is done during
the four meas, either with polka or skips;at the same time, M
and remaining W, balance swaying twd each other and bk,

L H W exchange places, same ag meas 9-12, with a clap of H's
hooking elbows and backing up to new places.

FIGURE II

CHORUS

R HW return to place with sliding steps and R shoulders leading
passing each other bk to bk. At the same time M and L H W
hock R elbows and skip or polks in place,

L HW go back to place as in meas 9-12 while M hook L elbows
and dance with R H W,

FIGURE IT1
CHORUS

M slide to their R, out of the path of the facing W and to the
outside ctr of the set, both face each other, four slides to
reach place and when there do four foot-extension steps -

hop on I+ at the same time extend R heel fwd and reverse. Four
in all, W meanwhile, with inside H's joined, exchange places
with one cpl going under the arch formed by the opp cpl,



ZIOGELIS CONT'D - - _ (19}

13-16

1-8
9-12

13-16
1-8
9-12

13-16

1-8
9-12

13-16

W turn around and polka bk to thelr places with the other cpl

going under first., At the same time M centinue doing the

extension step for four tlmes and w1th four Slldes return to
own. places and orlglnal POS ¢ ; ) _

:.FIGURE IV
“CHORUS®

M holds H's of both W, both W change places at the same tlme, .
with the R H W going under the arch formed by the M and L H W; .
while the change is done,.each trio turns so that their bks i

?”‘are twd eaeh other and ctr of set

'”?Repeat meds 9-12 turnlng bk to face other trlo and wlth LHW
- going under the arch L _

FIGURE V

- CHORUS

. Form llttle clrcles of trlos, H's 301ned ﬂll polka fqur
- meas to R, . . R .

.'Reverse and polka to L. End for Chorus pos,

FIQURE -VI B IR R

~ CHORUS

Both trios join H S and form a large circle of SlX. Polka
to R four steps,

Polka to L. End. 1n two llnes fa01ng eachother and bow.

Presentea by Vyts Beliajue
Idyllwild Workshop - 1977
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. AHAVAT HADASSA (20)

SOURCRE: Rivka Sturman. Translation: The Love of Hadassa
MUSIC: RECORD: Worldtone 10004

FORMATION: Line with elbows bent, H's joined L over R.
STEPS ¢ Yemenite, Rock and Walk

MUSIC: 4/4 PATTERN

Meas.Ct
CHORUS

Step R fwd

Shift wt bk to L while circling body back.
Shift wt fwd to R while completing circling body fwd.
Step L fwd

2=-3 Repeat meas 1, 3 more itimes.

FIGURE T

Step R to R

Cross L in front of R

Shift wt to R

Shift wt to L

small leap onto R

1

£ w oo -

o I & W H

Cross I, in front of R

2=3 Repeat meas 1, Fig I, 3 more times.
CHORUS

1-4 Repeat meas 1-4 Chorus

FIGURE II

Step R to R

Step L behind R

Step R to R

~tep L in front of R

Hop on L

2«3 Repeat meas 1, Fig II, 3 more times,

VAIRATION FOR PFIG 1I

otep R to R

Step to I in front of R

Step R to R

Step L behind R

Step R to R

Sten L in front of R

g & oo M

N OH O E W e



T

AHAVAT HADASSA CONT'D (21) .

3 Touch R toe in place

& Hop on L _ )

L Close R beside T and hold .
5k Repeat meas 1-2 Variation, ftwk and direction, .

ST SR Idyllwila-w-o'r—‘ks h(’)p - 19?? . .

" Presented by Ya{akoy_Edenit_M:;L;]_



BAT TEIMAN (22)

| (Israel)
MWJSOURCE: Ya'akov Levi Translation: Daughter of Yemen
MUSIC: RECORD 3 Na'arah, Dancesg in the Garden of Eden, YE 1001
Songs Sapari
FORMATION: Short lines
STEPS: Walk, Yemenite
MUSIC: 2/4 PATTERN
Meas Ct
INTRODUCTION - DONE ONLY IN BEGINNING, NEVER REPEATS
i-2 Step R to R and bend both knees
3-4 Clcse I to R and bend both knees
5-6 Touch I fwd, bend both knees
7-8 Close L to R and bend both knees
Repeat cts 1-8, 8 more times,
FIGURE 1
1-3 3 steps fwd; L,R,L., Go dn with L ft fwd,
i Hold
o 5-8 Bkwd Yemenite R
9-12 Bkwd Yemenite L
13-16 Turn 1 turn CW; R,L
FIGURE IT
1-2 2 sways; R,L .
3-4 Lift R in front of L while bending L knee
5-8 Two step R in RLOD (CW)
9-16 Repeat cts 1-8, Fig I, reverse fitwk and direction
FIGURE III
1-2 Sway R bk
3-4 Sway L fwd
5 Sway R bk
6 Sway L fwd
7~8 Close R to T and hold
NOTE Keep repeating FIG I, II & III to end of music,

Presented by Ya'akov Eden
Idyliwild Workshop - 1977



BO'I TAMA (23)
{Israel)
~_S0URCE;: Danny Uziel Translation: Come My Innocent One
MUSIC: RECORD: Worldtone WL 10015
FORMATION: Circle with H's joined in a W
STEPS: Walk, Brush
MUSIC: 3/8 PATTERN
Meas Gt
FIGURE T (FACING LOD)
1i-3 3 walking steps in LOD, R,L,R
4 Sway bk with L
5 1 Place R heel fwd
2-3 Shift wt to R ft
6 . Step fwd with T
-8 2 steps bk, R,L
9-16 Repeat meas 1-8, Fig I
FIGURE II (FACING CTR)
1 Touch ball of R ff behind L
2 Brush R in front of I
3 Place R heel fwd
b Shift wt to R
' 5-8 Repeat meas 1-4, Fig TT, reverse flwk
FIGURE IIX
1 Step R to R
2 Close 1. begide R
3-4 Roll the knees 2 complete turns CW
5-8 Repeat meas 1-&, Fig III, reverse fhwk and direckion
FIGURE IV (FACING LOD)
1-3 3 step turn to R, joining H's at end
k4 Lean to R while pnlacing T. heel to L
5.8 Roprat moas 1-4, Pig IV, reversse fiwk sad divcetion,

Presented by Ya'akov Fden
Idyliwiia Workshop - 19Y7y



DEBKA DALIA (24)
{Israel)

~—SOURCE: S. Cohen (Vicky) Translation: Dance from Kibutz Dalia
MUSICs RECORD: Tikva - 117
FORMATION: Line in a simple hold
STEPS: Walk, hop, sguat
MUSIC: PATTERN
Meas Ct
FIGURE I
1 1-2 2 steps in LOD, R.L
3-4 2 steps in place R,L while turning to face ctr
2=3 Repeat meag 1, Fig I twice more
4 1 Step R in place while kicking L fwd
2 Step L in place while kicking R fwd,
3 Squat, knees together
4 Rige on I while R straight fwd,
5-8 .Repeat meas 1-4, Fig I
FIGURE 11
1 1 Cross R over L
M
2 Hop on R to L
3 Hop on R bk
e Fast Yemcnite L
2 Repeat meas 1, Fig II
3 Repeat meas 1, Fig I
L 1&2 Repéat meas 1, cts 1-3, Fig II
3&H Fast Yemenite L
5-8 Repeal mena T1-4, Fig TT

lreaeunled by Ya'akov Fden
Tdyllwila Workshap - 197y



EL GINAT EGOZ (25}
(Israel)

_S0URCE: Sara Levl Tana'i Translation: To the Nut Grove
MUSIC: RECORD: Kadima; National 458X45
PORMATION:s Cpls anywhere in dance area, W on M's R, R H joined in front
of M with elbows bent, L H is bent with thumb and forefinger
touching.
STEPS: Hop, Walk, Leap
MUSIC: 2/4 PATTERN
Meas Ct%
FIGURE A
1 1 Step R to R
2 Hola
2 1-2 Lift L bk and brush it fwd while hoppring on R
3 1 Step L across R
2 Hold
b 1 Close R beside T. while bending knees
2 Hold
5-7 Repeat meas 1-3
— FIGURE B
i 1 Step R behind L
2 Step L to L
2 1 Cross R in front of L
2 Hold
3 1 Cleoso T heoide I while beuding knees
2 Hnld
K ¢ Repeat meas 1-3, Fig B
FPIGURE C
1 1 Leap bk on R while L is extended
2 Step fwd on L
2 i Cross R over T, whilec tntuing a 4 Lury OW
2 Hold
3 1 Close L bhegide R
2 Hold
h o1 Repoeat mens 1-3, Tig C
FIGURE D
"3 Repeat meas 1-3, Fig A
-6 Repeat meas 1-3, Fig T
™~ Tresonbed by Ya'akov fdon

Iﬂ-:f] Tl Y Wont oo, vy 3 l.;,/li/



S

HINEH T.ANYU NIGUN YESH (26)
{Israel)

SOURCE: Yonatan Gaba‘'i Translation: Here, We have a melody
MUSTC & RECORD: Israell Folk Dances {Vol 3) Effi Netser MM 30922
FORMATION:; Sets of 2 cpls (1 cpl facing another cpl)
STEPS: Walk
MUSIC: 4/4 PATTERN
Meas
FIGURE A
1 3 steps to R; R,L,R and Lift L
2 3 steps Yo L; L,R,L and 1ift R
3 4 steps fwd passing opp cpl, M on the oubside
L-3 8 steps do-si-do with new cpl
6-10 Repeat meas 1-5, Fig A
FIGURE B
1 M- 2 slow steps twd cach other, R,L
W - Hold
2 M - bk to bk in 4 steps R,L,R,L
W - Hold
3=4 W ~ 8 steps do-gi-do
M -~ Hold in place and clap
5-6 R H star with 2 slow shkeps R,L, and # steps R,L,R,L
7-8 Repeal meas 5-6, Tig B, roeverea Aircebion,

Presented by Ya'akov Eden
Idyllwild Workshop - 1977



MI YITNENI OF (27)

_ (Israel)
~_-6QURCE: Yo'av tshriel Translation: Who will Transform me into a Bird
MUSIC: RECORD: Israeli Folk Dances (Vol 3) Effi Netser MM 30922
FORMATION: Circle in simple hold
STEFS: Walk, Brush, Yemenite
MUSIC:s 4/b PATTERN
Meas Ct
FIGURE A
1 1 Step R to R
2 Brush 1L fwd
3 Lift L while bending R knee
L Hold
1-4 Bkwd Yemenite L
1 Step R over L (turn to face LO
2 Hold
3 Step bkwd with T with bent knee
4 Stepr R to R (face LOD)
_kgj 1-3 3 steps fwd, L,R,L
5-8 Repeat meas 1-4, Fig A
FIGURE B
1 1 Cross R over I. while bturning L
2 Lift L fwd with bent knee
3-4 Hop twice on R while turning tu R and riveling T in fronk with
bent knee
2 1 Cross I over R while turning to R
2-3 2 steps fwd, R.L
Hold
3-4 Repeat meag 1-2, Fig B
5 1-2 2 asteps twd ctr, R,L
3 Step R fwd while going dn to L knee
b Hold
6 1-3 3 steps bkwd, L,R,L
L Hold
712 Repeat meas 1-6, Fig B
— Preserrbed by Ya'akov BEden

Idyllwild Workshop - 1977



NITSANIM NIRU BA'ARETS (28)

(Israel)
. SOURCE: Is'vi Fridhaver Translation: Buds Were Seen in the Land
MUSIC ; RECORD: Israelil Folk Dances (Vol 3) Effi Netger MM 30922

FORMATIONs Circle in a simple hold

MUSIC: 6/%, 7/4, 4/4 PATTERN
Meas Ct
6/ FIGURE 4
1 1-6 6 running steps R,L,R,L,R,L
7/
2 1 Jump on both feet apart
2 Leap on L while crossing over R
3-4 Repeat ct 1-2, Meas 2, Fig A
5 Leap on R fwd
67 Jump on both feet and land on L bk
3-4 Repeat meas 1-2, Fig A
L/h FIGURE B
1 1-2 Step hop R while swinging I fwd
3-4 Step hop L while swinging R bk
2 Repeat meas 1, Fig B
~3 1 Sway R to R
2 Step L to L
3 Plree R heel fwl while bending T huee
4 Hop on L
14 ' step bturn in LOD (CCW) R,L,R,L
58 Répoat meas 1~4%, Fig B,

Preseubed by Ya'akov Bden
Tdyllwild Worlsthop - 1977



OD ISHAMA (29)

(Israel)

. SOURCE: Yonatan Gaba'li Translation: It will be Heard ‘
MUSIC: RECORD: Israeli Folk Dances (Vol 3) Effi Netser MM 30922
FORMATION: Circle in a simple hold
STEPS: Waik, Sway, Lift
MUSIC: 4/4 PATTERN
Meas Ct

FIGURE A
1 1-2 2 steps R,L in LOD (CCW)
3-4 step hop R while lifting L
2 Repeat meas 1, Fig A, reverse fitwk and direction
3 4 sways R,L,R,L
L) 1-3 3 step turn CCW R,L,R
4 shift wt to L
5-8 Repeat meas 1-4, Fig A
FIGURE B
1 1-4 2 slow steps R,L; R to R, L behind R
2 1-2 step R to R

~ 31 step R to R and 1ift T in front
34 Repert meas 1-2, Fig B, reverse Ulwk and Airce binn
5 i-3 3 steps R to R, L behind R, R to R

4 Lift I in frowt of R
Repeal meas 5, Plig B, reverse ftwk and direction
1-2 Step R Tto R, 1lift L in front of R
3-4 Step L to L, 1ift R in front of L
8 1-3 3 step turn R,T.,R, in LOD (CCW)
4 Shift wt to L

Presented by Ya'akev Rdon
Idyliwild Workohop - 1977



RAKEFET (30)

(Israel)
__ ©OURCE: R. Spivak

MUSIC: RECORD: Worlidtone 10007

FORMATION: M & W stand with R shoulders adjacent, R H joines,

STEPS Waltz, swing

MUSIC: 3/4 PATTERN

Meas Ct

NOTE: STEPS DESCRIBED FOR M, W DOES OPP.
FIGURE A

1 1-3 3 steps fwd R,L,R (LOD)

2 1 Step fwd R ,

2=3 2 steps while turning % turn CW, end facing RLOD

34 Repeat meas 1-2, Fig A

NOTE: During meas 3-4 LOD is the same but M moves bkwd

5-6 R shoulders adjacent, R H behind ptr bk T H holds ptr R H
behind bk (back basket hold., T=ke 6 walking steps L,R,L,R,I,R
turning CW

7 M drop R H and CCW with 3 steps L;R,L

\g;S Step twd W with 3 steps R,L,R, End in butterfly pos with M

bk to ctr, '
FIGURIEL B

1 Step L to L and swing R across L

2 Step R to R and swing L across R

3 Turn ¥ under L arms in 3 steps, M steps in place L,R,L

4 Take 3 steps R,L,R end in closed pos, M bk to LOD

5-8 L waltz steps burning with ptr

9-16 Repeal meas 1-8 Fig B,

Presented by Ya'akov Eden
Idyllwild Workshop - 1977



SHECHARCHORET (31}

. (Israel)
~_>0OURCE: Ya'akov Levi Translation: The dark one from the Vineyard
MUSIC ¢ RECORD: I Remember, Hadarim LP-4, Francine FM-1X45

FORMATION: Cpls in a simple hold, W on M's R, facing LOD, Directions
are for M, W use opp.

STEPS: Yemenite, itwo-step, snap
MUSIC: 2/4 PATTERN
Meas Ct
FIGURE A
14 Yemenite step L
5~6 Bend both knees
7-8 Straighten knees while R extends fwad

9-12 3 steps fwd R,L,R and holid
13-16 Repeat ¢t 1-4, Fig A

17-20 Release hand hold, 3 step turn R,L,R (CW), End facing ptr
M*s bk to ctr in a conversation pos,.

21-22  Step L bk with bent knee and hold

23-24%  Step R fwd with bent knee and hold

25-26  Repeat ct 21-24, Fig A in double time

27-28 Close L to R and hold

29-30 Croasa avms vhest iegh, snap fingers while boding kinees & hnld
31-60 Repeat ct 1-30 Fig A4,

FIGURE B
NOTE: Ptrs stand facing each other, M's bk to ctr, W has both H's
together chest high, M covers W's H's with his,
1-3 Step R to R (high) cross L over R {low) step R bk
L6 3 step turn (CCW) L,R,L while progressing in lod
7-8 Close R to I and hold
9-16 Repeat ¢t 1-8, Fig B.
FIGURE C
NOTE Ptrs in closed socisl dance pon, v hips adjacent, M &
start with same ft.
1-4 Two step R, turning CW
5-8 Yemenite L. NOTE: M lefts go of R H, W T. Il during Yewenida ctan

ptrs go away and twd each other,
9-32 Repeat cts 1-8, Fig C 3 more times
33~34 Close R to0 L

Repeat dance from bhegivnning.

bPresenled by Ya'akov Eden
Idyllwild Workshop -~ 1977



SHNET SHOSHANIM . e (32)

(Israel)
.7~ SOURCE: Eliyzhu Gamliel Translation: Two Roses
MUSIC: RECORD: Dances in the Garden of Eden YE 1001
FORMATION: Cpls in = double cirsle
STEPS:.. . Walk, siepthp, grapevine, Directions are for M, W use opp
MUSIC: 4/4 PATTERN
Meas C3%
FIGURE A Ptr facing, M's bk to ctr, no H hold
1 1 Cross R over L, turning R shoulder twd ptr.
2 Snap fingers of R H
3-4 Step L to L, facing ptr
2 i Step R behind L, turning I shoulder twd ptr
2 onap fingers of L H
3 Step L to L, facing ptr
34 Repeat meas 1-2, Pig 4.
FIGURE B Simple hold, facing LOD
1-2 1-7 Grapevine step~-cross R over I, L to I, R behind L, L to L,
crogs R over L, L to L, cross R over L
8 Hold
3-4 Repeat meas 1-2, Fig B, reverse ftwk, direction and hand hold
FIGURE C Ptrs face with R H jJoined
1 1-2 Step hop with R while changing places
3-4 Step L to L while turning & £ turn to R and getting into a

Varsouvienne pos,

2 1-2 Step R to R twd ptr
34 Step I t¢ L away from ptr
3-4 1-8 Take two steps R,L,R, L,R,L turn % turn with ptr.
FIGURE D simple hold
1 1-2 Walk fwd 2 steps R,L
3 Brush R fwd
AR Step R fwd
2 1 Step L fwd
2 Brush R fwd
3-4 Walk fwd 2 steps R,L (Join both H and face ptr)
3 1-2 Step R to R and hold
3-4 2 sways L,R i
L 1-2 Cross L over R and hold (M's L H joined with W's R H)

3 Step R back



SHNEI SHOSHANIM CONT'D =~ - oo - (33)
I Step T to T o
w8 Repeat meas l=-4, Fig D
’ Presented by Ya'akov Eden
Tdyllwild Workshop - 1977



CIOTARTANUT, (36)
{Romania)}

Pronounced "cho-car-lion-ocl®. This dance was presgented %o

SQURCE:
American folk dancers by Romanian authority ILarisa Lucacl at
Folk Dance House and at the Mailne Folk Dance Camps First
taught in California at the Stockion Folk Dance Camp in 1955,

MUSIC ; RECORD: Folk Dancer MH 1122

FORMATION: All join hands in a circle, no ptrs neceded.

MUSIC: PATTERN

Meas T

FIGURE T This is called the "Ciocarlanul" step
Step on R £t over L witn wt on it (et 1
Step bak on I £t (et 2)

Step on R £t veside L £t (et 3}

Step inplace on L £t (¢t 4

Do the above "Ciocarlanul" combination of steps three times,
In place do 2 series of quick stamps R.L,R, L,R,L

Repeat all of FIG T once more,
FIGURE 1T

Keep hands Joined all move sidewards +to the R five steps.
Start with R £t going to the R and L ft stepping in back of
Re Stamp on L ft.

Repeat going L, 5 steps starting with L and finish with two
stamps on R ft,

Repeat dance from beginning.

NOTE: This is a very lively dancc. Side steos in Fig II should be done
almost like a leaping step, In stamping use the heel rather than
the whole foot.

IMPORTANT :

The record is much too long for American folk dancers, we

suggest starting it in a bit to mske it shorter and more com=-
fortable, . .Romaniang find it too short!

Pregented by John Filcich
Idyliwild Workshop -~ 1977



. SOURCE: .

DRVES FOR THREE (37
{Croatia) « .- -1

~Drmes is the national dancg¢ of Croatiz and has many routines
and variations, It can be done in cpls, trios, fours and

groups. Every locale seems to have its own music for the

-dance and the steps vary From village to village, The tran-
- slation for Drmes 1s "shake” and that 1s just what the step

- is designed to preoduce. There are many varistions of this

MUSIC:
FORMATION:

step, some very intricate but all have the same rhythm and
produce the same bounce the steps can be done without the
feel being raised off the floor. It wag first progented at
the 1954 University of the Pacific Folk Dance Camp by John
Filcich,

RECORD: DU~TAM 1C02-B

One M, two W, VW stand side by side facing M. M*s R H is on
the L hip of the W on his R, his I H is on the R hip of the i
to his L. W's ingide H are on the M's nearest shoulder (W L
has L H on his T, shoulder..,) Sets may be scattered about
the floor, but *the dance 1s stationary,

BASIC DRMES (Durr'mesh) 3ITEP:

Meas 1 Step R (¢t 1). Hop R (almost a chug) {ct 2),
Meas 2 Repeat action ol Meas 1, starting L

Meas 3 Step R, L

Meas 4 Step R (et 1), Hop R {almost a chug) {ct 2},
Repeat of step starts on L,

MUSIC .

PATTERN

Meas,

1-16

17-32

17-32

FIGURE I

In formation as described the set does 16 Drmes Steps, all
starting with the R f£. M may switch the pos of the W on

Meas 83 Psse the W on She R in front of the W on the L and
place R W at I shouider, & turn body about ¥ turn so that

original I W now assures pog at R shoulder. dance bk into
place, M may switch btk on Meas 12,

FIGURE 1I

A1l releasing hold, M Turns with R W in shoulder-waist pos
8 czardas turnh steps CW, The 7th & 8th steps are change
steps: R,L,R in place {do not stamp). Then {Meas 25-32)

M turns to L W and repeats the 8 czardas sturns with her
(ending with L,R.L & preparing to assume the pos for the
Drmes step for Fig I). While M is dancing with one W, the
free W does the Drmes Step of Fig I in plsce (no turning),
H on hips, in a nonchalant manner since supposedly, Tor the
moment, the other W ig preferred. There is nothing to prohibit
the M from dancing with the game W in both dirsctions, but
being a good sport he will make it up next time,

VARTATION:

A1l three join hands behind bks forming a small tight circle
(H are joined with ons persgon removed)., All cross R ft over
L (et 1) & €W con*t with L,R,L,R,L,R,L,R,L,R,L,R,L,RB,L,R,L,R,L



T

DRMES FO? THREE CONT'D o S : (38}

ﬂﬁ R'ft is kept almost stationary.
S Repeat (Meas 25-32) in opp direction, or for varlety, set
L Tay.. revolve all 16 meas in one. direction,

Presented by: John Fllclch
Idyllw1ld Workshop ~ 1977



SOURCE s
MUSIC:

HOT CHEESE (39)
(Romania)

Romanisn Gypsy D=nce
RECORD: Festival Records 45 Rpm 3702-B

FORMATION: Open circle, H joined and held at shoulder height.

MUSIC: PATTERN
Meas,
INTRODUCTION
FIGURE I
1 Facing diag to L, L hip facing same direction, step L fwd,
thrusting L hip fwd while upper part of body leans bkwd (1)
Close R behind I, {2}, Step bk R (3). Touch I toe extended
and out to L (4.
2 Step I crossed in front of R (1). Step R to side (2). 3Step
I, behind R, step R to side (3). Step L crossed in front of
R (4),
3-8 Repeat action of meas 1-2 bheginning R three more times. Close
R to L on ¢t 4, meas 8,
: FIGURE IT |
w9 Facing ctr, moving fwd, step R (1), Close L to R (2).
Moving bkwd, stepr L (3). Close R to L (&),
10 Moving fwd, Step R (1). Step L (2), Step R (3). Close L
to R {4},
11-12 Repeat action of meas 9-10 moving bkwd and beginning L,
131-6 Repeat action of meas $-12,
FIGURE TIT
17 Step L in place {1). Brush . heel fwd and around in back of
L {2), Lift L heel (3). Step R in place (4#).
18-19 Repeat action of meas 17 ftwo more times,
20 Step L in piece (1), TFeet together, wt on heels, raise ft
(2). TLower £+ (3). Hold (&),
21 -24 Repeat actionof meas 17-20 beginning R.
25«32 Repeat action of meas 17-24, beginning moving to L on meag 17

instead of in place.
Repeat from beginning of dance.

Presented by John Filcich
Idyliwild Workshop - 1977



KARAGOUNA . .. (40)
(Greece) . ' : S : _
SOURCE: Learned by Dick Crum from Mr, Suavros Kalaras, Athenlan folk
... dance teacher, mow living in Pittsburgh, Pa. Taught by Dick
Crum at the STouxton Folk Dancé Camp 1960, Pronunciations
Kah-rah-goo’~nah '
MUSIC: RECORD;; FPegtival LP F-300z (Siﬁe 1. bdl) FeStival 45 F-3510

FORMATTON: Ovén_clfcle, H 101red at about Shoulder ht - leader on R end
should be a miﬁ;- s

MUSIC et 0 PAYTERN. .-
Meas CtT - T - '

FIGURE T (Done four times thropgh) - -

i1 Moving in 10D , step with R ft.
2 Moving in LOD, wtep with I ft,
2 1 Step on R £% and face twd ctr.
2 Point L %oe fwd and pause (or as a variation, hop slightly on
R %, {(ct &) kicking I £t a bit fwd in air).
3 1 Sten on I, £t in place.
2 Point R Tt diagonally'bk R
L o1 Point R £t Twd
2 Point R £t disgonally bk R again.
VARIATION ON PARD T: Meas 1,3 & &4 are the same as sbove, butb
the following is done instead of meag 2.
2 1 Step on R 1 and face twd cir
Step on Iy toe clcse in bk of R heel
2 Step on R toe close in bk of L heel (similar to a slow reel
step)
FIGURE II (Done twice through)
1 Facing ctr s3%ili, s3ep sdwd to R with R ft,
2 Clogse L £t ©o R ft a 1i%ttle fwd, with very slight turn of body
to R,
2=4 Do movements of meas 1 three more times, moving R
5 1 Point R £t diagenalily Iwd R.
2 Wt still on L £+, bring R It zcross in the air, OR do two
slight hops on & ft as you bring R ft across.
6 1 Step onto R ft across and to the L of L ft,
2 Point L £t again diagonally fwd T
7 1 Point I £t again diagonally fwd L,
Wt 8till on R %, bring L ft across in the air OR do two
slight hops on L % as you bring R ft across.
8 1 Step onte L ft scrosg and to the R of R £t.

2 Point B £t disgonally fwd R.



KARA GOUNA CONT'D T T (41) e
MEN'S VAIRATION ON “IG Il (Meas l thru 4 the same asg descrlbed
‘above, but meag 5-8 as follows: _ o

5 1 Full knee bend (prlsgadka‘, knees out

2777 7 Rise on L ft, swinging R f% out and across in air (may be done
_with double hop on L ft) L

O~
o

Step onto R toe across and To the L of L Tt.
2 Point L £+t diagonally fwd L COR close L £% be51de R ft in place.
7-8 ' Same as meas 5-6 but opp ftwk, |
NOTE ¢ This description of Karsgouna does not include a FIG IXI

sometimes inserted into the dance con51st1ng of -8 meas of

“ordinary . Syrtos Kslamatianos sbeps. - This Fig III is not
orlglﬁally part of Karagouna, but ig sometimes added by Greek
performing groups to give varievy to the dance. In this
recording, the syrtos step can be done twice instead of
repeating the gtep given in Fig II: the mu51c actually does |
change into "Syrtos" at that point,

PreSentéd_BQ John Filcich
- 1dyllwild Workshop - 1977



MISICs
FORMATION:

K0ZACKO KOLO _ o (42)

‘This ic = kelo rersicn of the Ukrainian Hopak, or Kozatskl,

the Cogsdck Dance from which 1% got the title. The "verovt-
chka™ ‘st®p ie the one mos?t commonly used as described hére,
This kolo is orz of ihe most popular among ethnic Yugoslav

groupg in America. ”ronhn01atlon. Koh= -Z0TCH~ koh

"?EPORD Tolk Art LP 107, band 1

MUSTC 2

e 'ﬂa_‘l‘i"ﬂRN

Mlens R ) L
PART "1 \Lﬂrdjnlj ‘erOJOb“hKa suep, : Lo _
T ALl fecing otr. ctep o R #t in bk of I ft;.dhugint fwd at
the gane time gtep on L £t in bk of R ft. S
2 Chug I I3 Ifwd a’ the same time step on R £t in bk of L ft;
utwp on L_fﬁ Zrlh+ac“, stepr on R ft in place,
3 _uﬂhg‘h'f% fwda Y %amt tima step on L £f1 in. bk of R ft, ékep
R .in place t p_L in p"acc,_
& Chug T £% fﬂig =% the game time step on R £t in bk of L ft
gten on 1. F% in plzce, step on R £t in place,
.8 Repesct akove, roversing ftwk, starting with L ft'etc.
PART 37T | |
912 A1 surning bodies to Tace R, take foimr polka steps to the R
u L',_::_..L:_l rlg.. ‘Uf’“uﬂ _!L:_ ‘3_. R f-t . . . . - PR . P . . P
S 3=16 A1l Gurring bedies to face L, take four polka steps to the L
also_gca;ulng on The R 1. :
VARIATIONS FOR PARY T -
Jo vercvotchka step as described in meas 1-2 four times,
Suggested step for Wi Hop ohto R f{ in place, hop onto L ft
in place {(weas 1) step RLR, LRL, RLR. Repeat starting with
L f=. This alse has = short form: Hop R, hop Iy RLR; hop
L. hop B, LBEL and zepeat. : ’
VARTIATION TOR PAIT IT
Two polla steps fwd 1n Llpc of dlrectlon, hep on R, hop on L,
LR in place and turning L rOpcat to. L, starting on L.
. u.-’iRuJ’-‘LL':'L‘-L _ _ _
SGURCE: The Carlama is native to southwestern Serbia and eastern
Bosniz. 2nd a btrace of Orientalism ig detected in both the
muglu and dance lue to the long Turkish occupation of those
sgiong. Pronunciatlon: Cha“—uanmaﬂ,
RECORD: Polk Art LFP 107 (band 2) ebtlval @5 RPN F- 4813
ORMATION: Open kolo, the L zader af rhe Riend.,
116 cing bLfJ ﬂTar lhd on R ft, sllght1y bendlng both knees and

L
tep on R £t next to L £t {c¢t 1}. Hop on R ft, bending L
knee and raising the I £t off floor (ct 2). Reveat above *n

Fa
raiging L Tt off floor (et 1). Step back on L £t (et 2).
St



CARLAMA CONT'D N (43) L

L,K,L,K,o.R, L, maklng a- total oi eight, such steps, all done
R & <5 p1acc,: S _ :

17-24. - HEEL CLICKS:

CStep R with R T+ (ct l) "Close I ft: to R ft, changing wt to
L.ft (8t 2), Heop lightly to the R on the L ft, striking
the heel of the R ft against the I heei when the L It is _
lifted off floor (¢t 1). Again hop lightly to the R on the L f
€, qt¢1k1ng the heel of the R ft against the L heel when the
T £ i 2ifted off the froor (¢t 2), Repeat three more times
to the R, making four in all; on. the fourth time-click the
wem e e EE]ETONCE only . then sten on the R ft, ready to start the

-—

heel-clicks to ihe Li-

25-32 .+¢ Réversing Ttw:, execute four heei'clicks"tb-the L. On the
fourth time, click heels once only, step on 1 ft to change
direcvion (dcuLP11v to ce step of flrst Dart in place. Repeat.

danueac
KOKDNJE%TE_”
SOURCE: The Kokonjeste kolos ars native to 0ld Serbia., Characteristic:
T - of these dances. is the quick series of three steps each pre-
ceeasn by Two leabs,' These are many variations and melodless
, many: nomed -after . the locsle of origin. The following is the
“gimplegt of the

Kokonjeste family. Prchunciation: Koh-koh-
NYESH~Gakh. _

MUSICy ¢ REGORD: Folk Art Lr’ 107 (bd 3)
1*‘(]Jl’*{liv’ﬂ‘x‘l‘LON,,'Open kolo, leadcr 5T R end.

I’Ieas .
PART I (TASSIVE OR RESTING)
ep r

1-4 . .8tep.on R fv R, ste
- L, closz E to L, step R, ¢
~counterpsrt to Part 1T,

g R, step R,'olqée'L;to R, step
se I to R. (This ig the walking

5.8 . 'Repasat maas 1-4 %o the L;'reyersing.ftwk
912 Repeat aciion meas 1-l,
PART -[J_ fm,'l"iVEJ _
13 ~ Take a ;ow leap dl?ﬁonally fwd on 1 f4; continuing in line of
"direciion. take a low lesp fwd on the L 't.
14 Kokonjeste Step to Ly L,K.,L
15 ' Repeatl Kokoq "!L,s*"e:'s"te'p 'to T_., I,R,L
16 L”_} :Repedt:Ko&onnesue step to R; R,L,R"
17-20 Repeat meas 13"L6 to the Lis rever51ng ftwk
21-24 Repeat-ﬁéas“¢3 16 to the R
2528 Repeat meas 13~16 %o The I fevers¢ng ftwk _ _ ) . e
29—44 "~ Repoat meas 13-28 (the Kokongeste step routlne is done 8 times.

-Iour [times R, Pour L each_“tlme“ being 4 meas.

Because Par+ 1 is done 1hreﬂ times (odad number} Part IT will alternate
directions R and. L;  Inthe Kokonjeste step, it is customary to dance



_ KOKONJESTE CONT®D (4}

the leaps twd the ctr of the circle, the series of quick steps scmewhat
bkwd, In all cases the steps are kept very small,

Pregented by John Filcich
Tdyllwild Workshop - 1977



MARICE XOLO (45)

SOURCE: Pronunciation MAH-rih-tse - Mary's Kolo

MUSICs RECORD: Stanchel 1023

FORMATION: Usual kolo formation, leader at the R end,

MUSIC: PATTERN

Meas,
PART I

1-2 All facing cir and moving to the R, take seven steps thus:
step R £t diagonally in front, step L ft in bk of R, step R
f+ R, ete, (R,L,R,L,R,L,R - all equal steps.)

iy Step R £t R, L £t in front of R, step R ft R; then L ft L,
R £t in front of L, L ft in place (these are modified kolo
pas-de-bagques done in place.} (R,L,R & L,R,L).

5-8 Repeat above, moving to the L and reversing ftwk,
PART TI

9 Still facing ctr, leap onto the R ft sideways to Rj; leap onto
L £t behind and to the R of the R Ft.

10 Step R, L, R in place {kolo pags-de-basque)

11 Step L, R, L in place {koloc pas-de-basque)

12 Step R, L, R in place (kolo pas-de-basgue)

13-16 Repeat meas 9-12 to the L, reversig ftwk.

Presented by John Filcich
Idyilwild Workshop - 1977



- SLAVJANKA (46)
(Jugoslavia)

SOURCE: Lesrned from Belgrade folk dancers by Dick Crum in 1954,
MUSIC s RECORD: National 454-B
FORMATION: Open or closed circle, H joined and held at shoulder.ht.
MUSIC: PATTERN
Meag,Ct
PART T
1 1 Feet together in place, rise on foes and come dn again onto
both heels; gently with flex of knee.
& Rise immediately onto toes again
2 Bounce by quickly coming dn on heels again and rising,
& Bounce again as in ¢t 2,
2 1 Step to R with R ft, flexing both knees
& Rise immediately onto toes,closing L ft to R ft
2=& Bounce twice as in meas 1. _
3-8 Do movements of meas 2 siX more times, for a total of seven
moving sidewayg to the R,
9-16 Same as meas 1-8 but with opp ftwk and dire. 1.e. meas 9 done
- in place and meas 1-16 moving to L, leading with L ft.
PART II
17 1 Step on R ft in front of L Tt
2 Return wt to L ft in place
18 1 Step on R ft in place beside L ft
2 Hop on R f1 in place '
19 1 Step on L £% in front of R ft
2 Return wt to R £t in place
20 1 Step on L ft in place beside R ft
2 Hop on L f% in place,
21-32 Do movements of meas 17-20 three more times, for a total of 4

NOTE: Part I ig very 1light and bouncy:; the sideward steps are identical
to the steps of Part II of "Ti Momo'.

I
A3, malo ja, malo ti, malo ja -

Pa cemo se frajlice opet voljeti.//

Chorus
A, uba, uba, uba, uba, ubava,
Uba, uba, ubsva, curo garavatl//

Presented by John Fileich
Idyllwild Workshop - 1377



BASIC STEPS HUNGARIAN L =1l2-(47)

— _ T

. We find great practical value in u51ng and referrlng to ba81o standlng
pos. The dahcer begins movements, steps and step patterns from these pos.

_or returns to them after movements or step patterns are completed Also,

“they are useful to refer to, when, ir"dance directions, it is necessary to

‘¢larify certain relationships between the two feet., Other dance forms
(ballet, modern, jazz and ballroom dance) have ugsed these pos for a long
time, and adopting them for folk dance is a must. Of course, they are not
exaggerated to the same extent that they are in ballet, for example, but
rather are done in a gimple, natural way.

First poéltlon the heels are together,. the toes turned out at
approx1mately a 900 angle, :

- Second posifldn.' the feet are apart in & 81de—to 81de plane, about
the length of. one: foot apart; The -toes are turned out at about a 90°

- Third position: the heel of one foot touches the mlddle of the other
foot, The toes are turned out at approximately a 90° angle, When the
R heel touches the L fcot, this is a third pos front. When the L heel
touches the R feoot, this is a third pos back. The front or back 3rd
pos. 1s determined by the pos of the R foot. L

P - ) . TN

(T fi///f - -;E} e
S N

\_\x‘ :
- 3rd’pos frofit . S Hrd- oS back -
Four+th position: .The feet are apart in a fwd-bkwd plane, about the

.1ength of one foot apart. A front or back pos would be the same as -
: desorlbed in 3rd pos, and is determlned by the pos of the R foot. y

N

73//:.”__""" - f_-TﬁEEE

Lth pos front Lth pos back



BASIC STEPS HUNGARIAN CONT'D ~13- (48) ~_

Fifth position: +the heel of one foot touches the toes of the other
foot, Front or Qack pos would be the same as, descrlbed in Brd pos,

, 3

A N

?”9,“5¥K \\ _ R AN
N / -
q'bh Dos, lfOnt a:fffi.fza w7 5th pos: back

In Hungarlan folk danues, the moSt}cdmmohly used pos are first and sedoﬁd;
somewhat less”the third and fifith. Fourth pos is seldom used, These pos.
are also QSEd with parallei 1oo+work9 espec;ally the flrst and second POS. o

Certain qteps an& Their varlatlons are frequently used in almost every
Hungarian Tolk dance. They a2re described here, in a separate chapter, and
will be referred to later on in the actual dance descriptions, This will
eliminate senséless repetitions in writing and. reading “the step patterns, - -
At the same Time, it wiil make the dancer aware of .certain basic ‘character-.
igtice which e"entualiy lead them to a better understanding of Hungarian
folk dance, Some basic Hungarian dance terminology will be introduced
along with tho bagic step descriptions to ldentlfy the steps.

{1) Csarda% steps and variations

T Step on the R.;p,J 1ﬂﬂﬂﬂ side -

2 Closeg the L ft $o. the R . fu., .

This can be zepeateﬂ the bame'wayp or to the opp dlreotlon with opp
ftwk. flso, it can movs fwd or bkwdsg

Single Csardas sgtep b U

] £ " . H : . - . .
Double Cgard~g_step + - ! - R o '

. L}
The wmost common wvariation of the csardas step is the double csardas
step., . _

1l Step on the R ft %o the R side

2 Step on the L £t begide the R °t

3 Step-on:the R f£ to the R side

L Close. ihe L4 t2 dhe R f1 ' ' L ' o
Repeat with' opp.. fLwk. (symmetrlcal) The double csardas step can also ;
be done. fwd 521g zag) er bkwd (zig- aag) Lo .

For the legs experienced dancer, tne author recommends that the csardas ;
step variations be done in a simple, smooth way, without any special knee-
bending or bouncwng; The more experienceq dancer should be aware of gome

of the special "styling” points of the csardas step, as they are done by the
natives., There,are,twe different ways of executing the steps. One is the
so~called "Rezngo Csardas".(trxemble or shake}, or, as modern dance regearchers
refer,to them, "Upbeat Cgardas” steps. The other. type 1is the "Downbeat
Csardas, " Both involve +the bending and straightening of the knees, The
lelatlonshlp of the knee-~bending dnd Suralghtenlng to the musie determines
the up or,dovrbeat giyle, The Tollowing is a detailed description of the
double CS&I@&S stepr . . RS EEEL a Sl Y,

FRTE
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e n L4 ' N . e
Rezgos (Upbeat) Csardas J'! .10 .0 1 4
Begin in 1lst pos parallel '
Before the actual first ct, bend both knees. 7
Step with the R ft to the R side, stralghtenlng both knees.
Bend both knees, _
Step on the L ft be81de the R ?t stralghtenlng both knees,
Bend both knees - '
Step on the R ft to the R side, stralghtgnlng both knees.
Bend both knees. | _ '
Close’the I £t to the R ft, stLalghtenlng_both knees. Repeat with
opp ftwk (symmetrlcql)

rnhe emphasis is on the knee~ stralghtenlng, which always occurs on the.
musical beat. Because of this, the term "Upbeat" is used. As an exercise,
the author recommends that the step be done to simple counting, as follows:
and-one-and-two-and-three- and four° The and is the knee-bend, and the ct
ig the straight knee. - ' '

In an actual dance situation, the knee movement is guite small, The bending
and straightening are not sharply separated from each other, Variations
also exist with respect to amount of force used to perform the movement,

The knee—stralghtenlng can be soft or sharp,

The "Downbeat"” Csardas ig Just the opp .of the {Upheat” Csardas in counting
and performing. the pattern, The "Downbeat" Csardas emphaglzes the Knee-
bend; which oocurs on the “beat. : o

.,

~ Déwnbeat Csardas 4.4 4 = 44 Ak

‘Begin in 1st pos parallel. . S '
- Step on the R ft to the R side, bending both knees,
Straighten both knees. .
Step on' the L Tt beside the R ft, bending both knees,
Straighten both knees. ' ' '
Step on the R f£ to the R side, bending both knees,
Straighten both knees.
Close the L ft to the R ft bending both knees,
Straighten both knees, -
Repeat with opp ftwk (svmmetrical)

@&@wﬁmgw

Here the count is: one-ard-two-and- three and-four-and, with the knee-bend
on the beat, In actual dan01ng, the knee movement is small and the bending
and straightening,of,the knees is not sharply separated from egch,other.
The “dowrnbeat™ Csardas ig the exact opposite of the"upbeat" csardas.
Slthough this is true so far as structue and rhythm are concerned, in
actual dance situations, the dancer might observe that the "downbeat"
csardas step is much softer and more relaxed in appearance, This is due To
the fact .that iy this step,- the 'knee-straightening is never ag gtiff as in
the "upbeat"” csardas, As a matter of fact, it should be executed with
relaxed knees throughout.’ '

i T . .
In Hungary, these two different csardas.steps can be characteristic of
“local areas or.even whole’ regions. In other places, you might f£ind that
both types . are ‘danced, However, it seems that the upbeat csardas is more
“~popular with the older generations.

In the ballroom csardas, ‘the upbeat type ‘is domlnant sometimes to such an
extent that the-whole thihg becdmes almost senseless shaking. This “style”
developed among the rural landewngrs inthe first half of this century.

From them the name, “gentry csardas“ developed
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Csérdés step variations, all hough they are found in almost every existing
Hungarian dance-type; aré mwost.common in the’slow part of thé csardas and

in the girle’ circle dances.

Z; Another widely-used sitep pattern and its'variations is called "Rida."
rally speaking, this is a side-step and a cross-step, or a cross-step
wed by = slde-step. . It geldom appears as a single step, but is

-
Gl LW <
usually Jourd in a series for cpl turns, solo turns, or moving a whole

cin _ _ o . '

The 'a%eéﬁ'hunraLlan dence descripbtions, based on theoretical investigation
of the Rida- gteps ~ns thelr uses by nativesg, divide them 1nto “two cate-
soriess open cr ciused »ida,

Cpen Bige 4. o
1 Step on the ball of the R ft to the R

.2 3tep o the L £t acruss in front of the R Tt with-a Small knee-bend
‘Repeats with the same fiwk in the same direction,

The open rifz gensrally has 2 "rising-sinking” feeling, but this up and
dowq movemens 1z rather smooth, soft, and continuous like an ocean wave
=nd 1s. oe_Ln1¢oly 0% wiaccwio, The. above description begins with the R
St and moves in 3 R {irection, but can also be done starting with the L 1%
meving in & L civnceTlicn. This pattern is called open rida because the _
firgl srep: on the musical beat, is a side or open steps i Y,
The opega ridz cen aliso be done in a walking style without emphasizing the
‘1p ard dowi: moxuueht; or with lezps instead of walking steps, which gives
e ssquence a2 "Turming' silyvle, ’ - T

The oprogite type of »ida ig the closed rida,

Clesed Rida

i Step o1 the R £t acrose in front of the L £t with.a small knee bend,
2 3tep on the L ft to the side, o i T )
Repeat with the same fiwk-.in the same  direction,

That which was sald sbout the open rida. ig. also generally true of the
closed rida. The main éiffccence 15 that the first movement is a cross-
step with a2 slight knee--bend and occurs on the musical beat,

Tarlier dance cirectiong Lelbr to open rida as upbeat rida; and %o the

~loged rida as a d- irreat rida Thig -wag due to the relationship of the-
sLeps to the music. MHowsver. d, mentioned earlier,. the rida steps can be

;;uUJe without onphﬂ%m41ng the up or down movement, Therefore, the author:
feels that. the hew Eungarian uerm1noiogy is more accurate and practlcal
than the previous one. .

Rigda gleps are mosth uommonly used’ in cp; turns, e1ther in the slow or fast
o“avﬂvs gvyrences,. Also, this is a very ponhlar step in girls' circle
canceb especialiy in the Tast sect4onsa

The authar would like to palnu ‘out that the Hungarlan rida is closely
related to similar sieps in other national dance types. The so-called
wvapcv1ﬂ°“ an pepular ”oudu step" are anong Them, '

o

{%) The +L1Tdtuj0ﬁ oF step o bo de%crﬂbed is also a’ Very common Hungarlan
denca glep~~the Cifra. cr "Hormas lepes" {(threeé steps) _

NV

F—

Cilfra : :
i+ Leap onto the R £t to the R gide
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& Step on the I ft beside the R ft
2 Step on the R ft in place
Repeat with opp ftwk (symmetrical)

A1l three steps are done on the ballis of the feet, and this gives a light
guality to the step pattern. The rhythmic pattern can be broken down into
a guick, gquick, slow relationship. When Cifra steps are done in a geries,
the starting ft alternates. The pattern can be done fwd, sideward, bkwd,
turning, or zig-zag direction.

Some regearches believe that the cifra originated in shepherd dances,
Although the use of this step touches almost every other Hungarian dance
type, 1t is still the most common in the ghepherd danceg, particularly the
"Kanasz" dances.

Amohg the relatives of the Hungarian cifra are the Serbian "threes," the
English "set,” the "pas de basque" as well as the three-step balances,
and cther step patterns in a . 7. (quick,quick,slow) rhythm.

Fecent publications of folk dance books and dance directions in the United
States described anothey movement or step as basically Hungarian, The
lungarians call it "bokazo," which means "heel-click.™,,These publications
contradict each other when they try to describe the bockazo. Hungarian,
researchers, folklorists, dancers and choreographers use the name "Bokazo,"
as a genergl,term for all combinations of heel-click steps, The variations
of the bokazo which will be used in selected dances are described separately
along with other step patterns in the individual dances,

AUTHOR: Andor Czompo

Presented by John Hancock
Idyllwild - 1977



SOURCE:

DUNAFALVI IEANYTANG (52)
{Hungary) R .

Pronunciation: Doo-nah-fahl-vee Lay-on-tahnts. Dunafalva is

a small village in Baranya County in Southern Hungary along
the Danube’ River (Hungariant Duna). This girls® dance belongs
to the general circle dance-type of the central Danube region.
Other dances of the same type are the following: Kortanc from
Sicagard’, Kalbcsai Kortanc, Faridazo, Csanadi Leanytanc. The
dance has four parts: (Lassu (slow), rezgos (bounce), kis-
ugros (small jump) and nagyugros {big jump).. Dance research
film from the f£ilm library of the Hungdrian Academy of Science

:7Also D, Attile: Dunafalvi ‘Teanytanc, publlshed_by Nepmuvelesi

MUSIC:

FORMATION:

STYLE:

Intezet. o _ o

RECORD: Traditional folk tunes. Voyager VR LP 401, side 1
Band 5, speedsc¢an be increaged, L T - -
Circle, simple hand hold which changes to a cross hand hold in

the small jump and changes back agaln to the simple hand hold
for the big jump. '

The slow part is feminine ahd’ 1yrlca1 the rezgos, playful;
the ugros is done so that it seems stiff-legged.

MUSIC:

PATTERN

et Meas Cf .--

On W B W

NOTE s

NOTE:

BASIC:STEPS .AND MOTIFS:

Slow: stroiiingi Rezgos: singie csardas, double csardas (up-
beat) and cifra variation, Small jump: buzsz step. grapevine,
Big jumps grapev1ne w1th hops, ‘soloturn. -

STROLLING - do el
Facing slightly to the L, step on the L £t fwd.
Step on the R fv fwd g o :

. Facing the cir of the circley step on the L ft bkwd

Close the R ft fo the L 1% with: partlal wt.

" Step on the R Tt to the R, ‘S1ight turn of hlp to R

Close the L ft to the R ff with partlal wt
Repeat the same way. End with wt on L ft.
The six count step overlapg the four ct meas of the melody.

o

CIFRA VARIATION i+ 7.0

' Turnlng 'in LOD, do two running steps, R L.

Do a Cifra step, fac;ng the ctr of the 01rcle

RUZ% STFP o -

Step on' the R ft to the L across 1n front of the L ft with
a slight %nee bendi.

“Step. on' the' ball of the L £t behind the R ft._':
With a series of buzz steps, move to the L Slde dlrectlon.::'



DUNAFALVI LEANYTARC

2y

LA

. LQTE:

=W b o

&

NOTE:

NOTE:

SRS B R Ry

o
O

10-27

28-32

GCONT*D

SMALL JUMP (KISUGRO) St

Step on the R
ntep on the I
Step on the: R

_Step on the-L

‘A1l steps are
hlﬁg f0110w the movement of the R ft
_grapev¢q :

. BIG JUMP (NAGYUGRO) tag _fiﬁf3~
tf'St@D on the R
Hop on the R ft

Step on. the. L
Step on the R

‘Hop oh the ﬁ
“'*Suep on uhe

the circie on

boay fotLows the-R £t with slight turns.
U sere TURN  « o
'“Stcﬁ“ﬁh“herﬁ-;t in place
‘Hop on the R.f%,
' Sﬁep on thf

£t td the: L across in front of the L

It to the T A

£ across and behlnd the L ft

£5 10 the L B o
running steps w1th almost stralght legs,

It in front of the Ir ft

£ to the L _
fL behind the L ft

£t

L £t to the L

the 1st ct., and widening on the 3rd” ct

by

Make most of turn, 7

fu 1n place

Step in place, R,L
With tnese LOhI cts, make- a full turn in place to the R, W

The: texms "gmall jump" and "big jump" are- llteral translation
of n*sugro and Nagyugro, Wthh are the orlglnal native names

of these f+gurus=. ;

CTHE DANGE. ..
PART T SLOW.
INYRODUCTION .
Do the stxolllng step tweive times.\

PART II

Do 4 double csardas sieps (upbeat) to the R, L R L

Do 2 gjngle scardas. steps (upbeat) to the R L

Do one Lﬂzﬂa va¥1a+10n, i
Do 2 Gifra steps (basic) to the L,R.,

Repeat meas 65—

-7 with opp fiwk " (symmetrlcal)

Repeab neas 1-9. two more tlmes.

Same asg,.meas 5 9a

(53)

The

Thig -is similar to a

CWith thie comb*natwon, move in a olrcle t0 ‘the L, tlghtenlng
'lhe

Strdﬁé movement fwd.

’ Slight hip action only,

R



', DUNAFALVI LEANYTANC CONT'D (54(
PART III Kisugro {(small jump)

1-2 Do 8 buzz steps. NOTE: Change the simple hand hold to a front
cross nold., R ft carries weight with down-up zaction,
3-4 Do 2 small jump
5=16 Repeat meas 1-4, three more times,
NOTE« Rurnins grapevine with small leaps with stiff knee action -

legs open closed together
PART IV Nagyugro (Big Jump)

1-2 Bo the Big Jump two times. Note change the front crosshold to
a simple hand hold again.

3-4 Do 2 golo turns

5-12 Repeat meas 1-4, two more times.

13-14 Repeat meas 1-2, for the finale, End with 4 runs or 3 runs

and cloge c¢lick. Step can be done in place,

Presented by John Hancock
Tdyllwild Workshop - 1977



HISTORICAL NOTES ON THE SWEDISH HAMBO {55)
By Gordon Ekxvall Tracie :

Rare indeed is the folkdancer who hasn't heard of the Hambo. This top
favorite number might well he called one of Sweden' 8 most famous exports.

It is qulte appropriatd that- the Hambo should be the ‘dance which has come
to more or less symbolize that northern land 8 contributions to Folk and
01dtime Dan01ng, for it bears the tradition of Just about the oldest of
all Swedish dances: the Polska. "With a long and interesting hlstory not
vrrelated to the entire field of- Scandlnav1an folk culture, thls unlque
dance warrant s a bit of closer study.. : .

The Polska as both a musical and rhythmic form has been known 1n Sweden
- for over three and a half centuries. (typically in triple measure, it is
not to be confused with the 2/4 +time ‘Polka, which is of much more recent
origin and not native to the North). The Polska is to Sweden what the
Rhiumba 1s to Cuba or the Jig and Reel are to the British Isles. Its
characteristic three-count 1ilt constitutes the rhythmic framework for
not only the multitude of folkdances and song games based upon it, but’
for the: overwhelnming propor+1on of all Swedish folk melodies as well _
qOuh in Sweden proper and In many sections of Finland., In. Norway , where
it is known as Pols, it finds expression in numerous tradltlonal dances,
Pruly, this distinctive 3/0 time Polska-Pols rhythm may beflttlngly be'
termed "the pulse ~beat of the Northland", _

The term Polska appears in Swedish llterature as long ago as the late
1500°s, VWhile the name itself” unmlstakably comes from Poland, the Polska
a3 elither a dance or musical Torm is believed by some mu51cologlsts to
Aave existed previously in Scandinavia under another name - indeed, that
it may even actuzlly have erlglnated somewhere in the North. In any case,
_The Polska has played a cardinal role in Swedish music and dance since

the beginning of the 17th century, reigning supreme as the "national
dance” of Sweden for nearly 250 years, well into the 1840 Sy “the- favorlte
oi nobility and folk alike.’ : : '

,3ﬂuv1ng guch a iong period it is natural that con81derable changes ‘occurred,
~=nd as ‘a result the Polska has taken on many and varied forms, Oldest of
these 15 the "Langpolska™ (long polsgka), a serpentine or line dance of the
same . type as that believed daneed_ln conjunction with folksongs in the
Middle Ages. Another form is the "slangpolska” (sllnglng or flinging

Trfnolska), which is usuale characterlzed by its being done in place rather

'unen around the-floor ad in most: dances. (Fyramannadans, the- Swedlsh
-Slengpoleka for. Four, is a llVlng example of thls)

fﬁowever,-the Polska is chlefly known as a cpoule dance, for'eerly in its

."nwstory it bécame closely associated with the development of palr dancing,

As distinguished from_the more ancient practlce of dancing only in grups,
As far baék as the Middle Ages, Furopean ring dances often concluded with
a "swinging" of parthers couplewise, a practice which gave rise to the
eventual separation of this figure from the rest of the dance, In Sweden
this partner turn wag Xnown as POlSka, and as it achieved its "independence
it scquired - in common with the then-current Renaissance c¢ourt dances -
a set of contrasting movements. This usually consisted of a slow first
parT which pessed into a fast, gyrating sec¢ond part., The former ("fordans
fore-dance), originally in cither L/h or 2/4 time, was often no more than
simple pacing forward, while the latter ("efterdans”, after-dance) con-
. .sisted of vigorous whzrllng roundabout, (This basic arrangement of al-
+ternating forward moving steps and turning steps is still seen in the
“Hemeo ol today, partleularly the 014 Hambo Pelska, deeerlbed in the

0T T mrer o o e e o e
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During the 1700's a further development in the Polska took place: the two
figures sepa“ated andthe leisurely foredance {which had by then drifted
into 3/4% time dlSO) came to be called Polonaise, after the French, while
the lively afterdance acquireg¢ the name Mazurka, from the Polish. But
this was true for the most part only in thé higher strata of socliety. Out
in the country districts and among the "commen folk™ thé first part gave
way completely to the gecond, and the Spirited latter figure - now a fully
hdependent cri~le daree ‘in 3/4 time - was referred to. variously. as Mazurka

'Sprlnﬂdans or, More ozten;-51mply the orlglnal de51gnatlon,‘PolSka. . AS

cofar asg can be deteraned iv was. solely -turning of partner w1th any one
of the varlous Po1sha stepsg s . : : S

As ig. the casei with all thrngs dynamlc. the Polska ‘nhever was- (nor is’ to-
ay) the same,at. ali~times or in all places. It varied both with the
passing of years and with z specr to geographical location,  For just as
there are today various “lﬂds of Waltzes, such as ‘Viennese Waltz,-"box—
waltz™, "flat-footed waltz", etc., 'so were there in Sweden any number: of
Vﬂr1a+1ons of the.Polska, Ciffering with the particular music used and
the wrea i which the dance was ‘done, These forms and variants run into
the.gcores, —Here. are. a few of* the couple dance variety. only: -Svangpolska
(swinging or wheeling D.), Korepolska. (trotting p.), Bondpolska (farmers
Do b De1sb0polska (I;O” Delcbo, Halsingland - the step used in Snurrbocken)
7¢ngédans \SW1ng1ng dance) _and,'ln Norway, Sprlngpols {running polska).

To.. uhlS uay prooabl ?5« of all the dance tunes played by. Swedlsh folk .
NUS1C1anS are in Polsks rhythm, (Inthe. .province of Dalarna - Dalecarlla,
the'“Cultural neart of Sweden™ -~ the percentageis even greater). But
though” many of The old meledies survive among the country fiddlers, the
greatest share of the dances originally done to them are lost forever,
having suﬁcumbed O more modern innovations along the way. Lo :

That ver81on ‘of the. Polska. which has outllved all the others in popularlty
right up into the | present generatlon, is of course the. Hambopolska, now
generally known as: 81mply the-Hambo. Despite the catastrophic toll of
Yolk traditions - 1n01ud1ng such cultural legacies as rural costumes,
folk music, and native dances - taken as a result of the industrial |
revolution and the :advent of modernlsm" the Hamb¢ has remained a popular
dance thruout all parts of Sweden. It is today, as much. as ever, dear tc
the hesri of every swede -who - knows 1ty as "the best dance - of all”.

‘Phe pe01flc hlstory of the hambopolska is somewhat obscure, as ig the
orlgln of the words “hambio” itsgeifs Soma folk etymologlsts contend that .

it comes . from the pl&ce-ﬂan“ nanebo,pln the province of Halsingland,

where Iorkdanolng hag . long enjoyed a p»rtlcularly lively existance.’
’Hanebo—polska" is in fact not unknown in certain dance circlies, Another
theory. ig.that. it is:a corruptlon of the German city name Hamburg. This

is substantiated by the fact that in Swedish literature on dancing from
the first part of the 19th Century there are references. to.dances ¢alled
“Hamburgpolska" "Hamburger-polska™; and “Hamburska".”;(“Hamborgarpols"

ig al berm- stllT'ln use by folkdancers in Norway,). It .seems likely that th
the . nsme “Hamburg DoLeka” may have been used:in Sweden to desigpate a -
“newfangled" WAy of doing an old& dance, . The original dance must have R
been an'existant versgion. of .parirer turning: Polska; the new.sgtyling con-
sisted of piele1ng it with a measured number of open pattern steps {such
as Tyrolean -waltz, Dal "stepd, or the like)., Though the addition of these
beginning Mornamentation” ‘steps. bears a strlklng resemblafice to .the oblder-
two~part Polska mentloned earller, it isi mosgt llkely that they were.at -

the same tlme dn 1nnovaulon Lrom‘the Contlnent - Slnce Germany was.-one: ofa
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Sweden's ciosest southern ﬁelghbors,'lt is not 1nconcelvable that a-
German City; Hamburg, was given credit for thls 1mported flnesse whlch
brought an old dance "up to date",

Whatever its origin, the Hambopolska scon "tock over"™ asg the most popular
of the Polgka couple dances in Swedgn, completely displacing, in many = -
areag, all of the .oldr versions. With the need for differentiation thus -.
eiiminated, the word "polska" was gradually dropped, and the dance became.
known as simply the Hambo..:-In places where both the o0ld and new versions
were still danced,; however, "Hambo" referred to a polska with a definite
number of 1ntroductory steps preceding the turn, and “Polska" to one
without such pattern: Suep

From thé abeve acoounb of the Hambo's hlstory, it should readllly be geen
that the really important, actually vital part of this dance is the basic-
hambopolska turning stép - that which is done in c¢losed position with
partner The openpattern steps which may precede and/or alternate with .
the turn are ephemeral! 1In nature. and of far lesser consequence; indeed
they may even be dlSpensed with, without greatliy detracting fromthe
fundament=l ‘enjoyment’ of “the dance? '

Thus, though itse "o“namentaulon and even 1ts name, may change from

generation to generation and vary from place to place, the tradltlonal,

"time-tested"”, intrinsically Swedish element of the Hambo still remains

theléncmmperable Polbka turn. May it never be lost to the folkdancing
world! D o : -

;1 ON THE D“NCINCIHND TEACHING OF THE SWEDISH HAMBO

The Hambo b@iongs to the family of Swedish dances known as Polska a.
musical rhythmic form dating back over 350 years, Its full name. rlghtly--
being Hambopolska, it i1s the most popular survival of dance type which
was for two .and.a half centuries the"national dance" of 3weden, Other
Polskas still done today include: Fyramannadans (Slengmpolska), Snurr-
wocken {(Delsbo-polska), various dances from the Swedish province of’
Dalarna (Dal-polskas), and related Norweglan folkdances Such as Sprlngar
and Springpols.

A8 with nearly .all polskas, the 1mportant part of the Hambo, is the part—
ner turn. - The open psitern steps which precede the turh have changed,

and cutinue to change, with time; they also . vary according to location.
It is the polska turn which makes the Hambo. typically Swedish, and it-
alone hag remained esgentially the same, Therefore it behooves the

Hambo instructor .snd novice alike to spend the greatest share of his

time in working on the turnwhg step. Once properly mastered 1t can be -
used for any number of versions of the Hambo., s

Tne fOllOWlng “tips"” on the dancing of the Swedish Hambo are given with -
the hope that they may be of some enllghtenment ‘and -assistance t¢ both .
the teacher and the lay dancer, in gaining a full measure of what the.

- Swedes aptly call. “dansgladwe ( joy of dancing), whenever the opportunity
to do & Hambo abisess - It may then deservedly become, more than ever, L
“wthe favorite dance of all", I -

MUSIC. It should go without saying that proper music is of the utmost
importance to the: satlsfactory execution of any dance. Because the Hambo.
is a type ol Swedish Polska,; it is essential that the music used for it
he that intended such a dance. It is not "allwrlght" to substitute waltz
or other 3/% time music, simply because e 1t is’ triple-measure; : The polska
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has a rhythmic character ol its own, not unlike that of many of the .
classical works of Bach and Handel, Instead of a simple "ONE; two, three
with the stress always on the first beat of the measure, polska rhythm.
has a segondary’ emphasws 6én'the third beat of each measure which serves
to."1ift" the music. onto the Tollowing first, .or’ prlmary, -peat, Thus
one "taps out" polska music so" {three), ONE, - three, ONE, -, three,
etc, This distinction. is vital -to the proper 1nterpretatlon of polska -
“-rhythm, and absoluteLy esspntlal in giving the polska its dlstlnctlve o
nll‘i‘\tv ) . ) ) O

fﬂs to tﬂmpo, Uﬂfortunauely in. tne US  the Hambo 1s,_more often than not
H:playﬂd too. fast to allow for proper éxecution of the polska step. Hambo
'muslc should be moderate in teémpo, deliberate but relaxed. . For, unless:
it be the Stockholm Hambo {which has an altogether different rhythmic -
styllng) the Hambo's metronome count is qulte temperate.

- There are literally hundreds of authentic ‘Hambo tunes, many of them
~traditional folkmelodies., It is something of a "cultural crime” for
orchestras to.play thém as they definitely were not intended %o be played,
Byt:even-nmore’ unforglvable to- 1ndlscr1m1nately pass. off waltz or other
;“/ﬂ mugic as."Hambo® music, It is true that the Mazurka comes closer to
the Hambo, and polska rhythm in general, than does the waltz,: But why
substitute when the "real thing" can be had w1thout any great dlfflculty°

DANCE POSITICNS,  The waltz hold or- “5001a1 dance p081t10n" is never used

in: the Hambo, It gimply does not lend 1tse1f -Ho the hambopolska turn,: e
part¢cularly with a “dlp"a Furthermore, it is historically not a tra---
ditionald folkdance hold in Sweden:. as it is in neighboring Norway or
Denmark.

For the Swedisgh Hambo, elther regular shoulder-waist p051t10n, or Swedlsh
"Tolkdance hold” is used.’ (The latter is descrlbed with approprlate
notes, for the 0ld- Hambo-Polska),

STEPS, - One great distinction betwesn tbe polska turning. step (as found :
in 3he Hambo, Snurrbocken, Springpols, ard cther polska-type dances)

and. the turning step of most other round dances (for example,. the waltz,
polka;. step~ hop, and two-step), is'that whereas in the latter it takes
two measures of guch step to make oné complete turn around with partner.
the polska reguires only one measure per single revdlution.. “This is
what gives a polska dance such seemingly great velocity and consequent
exhileration in the turn, while at the same time the music remains GOm-'
paratively unhurrisd and "easy-going", Starting eachturnlng step with
thetsame f0071 makes. p0051ble this phenonomen:

Jonurary to. some apparant ‘beliefs, there are properly; NO hops, sklps or -
jumps in: the-hambo turn!' The steps should be smooth and redxed, never -
"Jerky ™, They should flow with the music but at the same time. be folly -
under .control, ~In the case of the manpartlcularly, the feed. are held

close to the floor, "well grounded" all of ‘the time., Also the 8teps

should be short and close together, the man stepping forward in TOD only- .

on ‘the firgt beat of each measure, i, evy as he steps on hls R £t; (thls B _
is his leadlng sten) Y _ N

LastLy it:is. essentlal that: the hambopolska turn be’ ooncelved as a §
step,, with :one’ step movement on éach beat of the. measure., - Since each
measure must begin with the same foot, while the music is uneven time . ..
(that is 3/%), this- obyiously means that:one of those three movements must
7nvolve he transfev of.. wt onto the opp ft.: Thus, the man N step 1s=
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Right, Left, Both (with primary wt remaining on the L), The concept of
"Both", rather than simply "touch", tends to keep the ft and wt closer

to the floor thruout all three beats, which is highly desirable. There
iz often a tendency for the man to "skim-over" this non-wt-shifting step,
leaving the R ft raised from the floor {(on the 3rd beat) instead. This
is %o be discouraged, for it invariably leads to one of two things: 1)
the turn becomes somewhat unstable, losing its "grounding" during a third
of each measure; or 2) it becomes uneven, the Ffirst step (R) being held
down for two counts; instead of only one, rendering the turhn no more than
a syncopated pivot, The womans turning step is alsc a three count move-
ment: .Left, touch R (no shift of wt). Right.

STYLING, The Swedish Hambo is properly a graceful dance-not the strenuous
acrobatic ordeal that some persons make of it (and even seem %o think.it
must bel), It should be danced smoothly and easily. . {Remember: ovér -in
Sweden, in Dalarna often every other dance is a Hambo! )i . - T

Relaxatioh is the cue. The dancer must not be ténse, but, "loosen up" so
as. to be able ‘to more or less unconscliously respond to the subtly synco-
pated polska "1ilt". He should "float with the music”, so to.speak. -

Actually the Hambo is difficult only in the sense that it perhaps takes
more than the accustomed amount of coordination and control, But it's

worth the practice, Once mastered, it has no equal, So take it easy!

You*ll last longer, and gain much meore enjoyment from this dance which,
in one form or ancther, has itself lasted a dozen generations!

THE BASIC HAMBO STEP
Man's Step

1 Step R in LOD, slightly to own R, to begin CW pivot,
NOTE: This is the "leading" step which moves the turn fwd in LOD, In
most versions of the Hambo the first step is emphasized by a
"dip" - a settling down on the full flat of the R ft, with a
slight bend of the R knee. (See further notes below).

2 Continuing CW pivot, step L slightly sdwd and fwd, but close
in to R ft, while raising body on ball of L ft to come up from
the "dip"™

3 Further continuing CWpivot, bring R close beside I and momen-
tarily step on it simultaneously with the L, so as to have
wt on both ft, and then gquickly release wt on R ft, gsc that it
is free againfor a repeat of step on ¢t 1.

With the above three steps, occupying one meas of music, M
completes one full turn CW,

Pattern of M's gtep is thus: R,L,Both.

2
ot

Woman's Step
Step L, following (not initiating) M's dip.

2 Describing an arc with R £t around behind L, keeping R close
to floor and not "flicked" in the air, touch R toe beglde and
behind I without shifting wt, soc as to raise up from dip on
L I+,

3 Leap lightly fwd on%to R, completing one full turn CWwith ptr.
Pattern of W's step is thus: 1L, touch R, R.
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Step pattern chart MUSIC: CTS 1 2 3

BASIC HAMBO_POLSKA STEP o, M R L _ Both
| °P W L tchR R

The. Hambo Dip ig used only during the actual turn, and not in any of the
four measures of preceding pattern steps. It should be used discretely,
and come as 2 natural movement in response to the music. If. overdone,
it can give the awkward appeatrance of a "sitting down" on the first beat
of each measure!., The decepness.of the. dlp depends both on the bent (pun:
intended) of the man who leads it, and. upon the room available., A

crowded dance flocor will necessarlily require a certain amcunt of restralnt :

in dlpplng, espe01ally W1th 1neXperlenced dancers. -

Presented by John Hancock
Idyilwild Workshop - 1977



KALOCSAT CSARDAS - o (61)
{Hungary) . - : o
SOURCE Pronuncletlon Kah-loh-chah-ee Char- dahsh. Kalocsa is located
south of Budapest onthe left bank 6f the Danube River, Along
with the neighboring village, this area igs oneof the best-
known among the ethnic groups, particularly because of their
decorative costumes and 1lively dances. The name of this area
is "Dragszel"”., Knalocsa is also very well-known as 'a paprika
growing and processing center., Among the local dsnce types,
the couple dances follow the traditional form of the Csardas,
namely, having & slow and fagt pdrt. Style-wise, the movements-
are greatly influenced by.the loose-fitting slippers worn by
. the girls, A copy of a dance research film, owned by Andor
Czompo., The original film is in the Hungarian Academy of
Science film library. . 4lso, B, Berkes and A, Dezsoy, ‘researchers
and choreocgraphers, This dance was arranged for recreatlonal
folk dan01ng by Andor Czompo. .
MUSIC: ~ "~ :REDORD: mradltlondl ' Voyager VR LP 401, Slde l band 3
FORMATION: Cpls in shoulder shoulder blade’ pos,. Scattered anywhere in the
room. o
MUSIC: ., PATTERN
D“Ieas C _t i R = R Cras - g - | AT o A N
BASIC STEPS P
Csardas and three steps
i Step to the R on the R ft
2 Step on the L £t beside the R It
3 Do a small step to the R on the R ft
& Step on the I ft beside, the R ft
4 ‘Step-on the R_ff in place ) : o E
5-8 Repeat with opp ftwk. NOTE: This first step is wide, the
last steps (3) are very small, In the dance, the steps move
sdwd , fwd or bkwd, _ _ .
STEPS AND BOUNGE J o = =
1 Step fwd on the R It
2 ‘Step fwd on the L It
3' With the R £ 01081ng be81de the L ft, bounce on both i
& -.-Bounce again ' o
sy Bounce agaln. 'NOTE - The bounce is done in the 2ankle rather
' ~ than the knee, Also, M can 4o three small steps in place in-
stead of the bounce. This oamblnatlon can move fwd or bkwd,
USTEP HOPS . AND JUMP 4 L i v |
1-6 De threevstep-hopS'1n~p1ace, R}L;Ref
7 © Jump onto both ft together o

o into the elr from the Jump
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RUNNING FWD AND BKWD . ERERE A
1-4 ‘quo g runnlng qteps Fwd, beglnnlng with the R ft
5-8 _giiDo 4 running steps bkwd beglnnlng w1th the R It
*f'THRow THE GIRL- HITH ﬁLTERNnTE HnNDS o :
,:;;M ,_,fﬁ . iﬂy;'d oo
‘?'Do two runnlng steps in place, R,L Ef
_ Jump onto both ft together with a knee bend

1o
£

N Do two runnlng steps in place, R L .
. Stamp w1th the R ft,_w1thout wi, sllghtly fwd and to the R sd

Pause, NOTE: Durlng the first & cts,  the M helps his ptr

with his R arm to turn her fiom his Rside,.in front, to his
L sd, Durirng cts 5-8, he helps her to turn from hlS I to R
sd with. hls L. arm,-. . . _

o ~3 o
|
SO

W C . % N P

1-4 Same as N ct 1= 4 but W turns 1nfront from the R sd to the 1
~ - gd of her ptr,

2 Step on the L ft in front of the R ft

3 Step on the R £t to the R in 2nd pos- the L ft remaing in the ~
previous pos, Bend the knees "softly". .

L Pause
5-8 Repeat with opp ftwk.
THE DANCE
1-2 INTRODUCTION
SLOW CSnRDAS

1-4 . . With the M Teading fwd or sdwd, cpl does 4 Csardas and three_ |
steps. M begins with the R ft, W-L ft. _ . e

5-8 With 4 step and bounce steps, cpl turns Cw, R hlps adgacent

9-12 With 4 more step and bounce steps, cpl ¢ath turn CCW either
moving bkwd, or gradually changing from the R sd to the L sd
(hipsg ad jacent). : T

13-48 " 'Repbeat meas 1-12,, three more times.
FAST CSARDAS '

1-2 . With the W on M's R sd, do the step-hops and jump once. The
W has her-L H on: the M'S R Shoulder. The M places hls R arm
" arourid thHe W waist. : _

3-4 5till in the open pos, do the runnlng fwd and bkwd steps once

5-8 Do the Throw the girl wih alternate hands, 2 tlmes (4 changes s
for the W : _

9-12 Do 4 Lippento steps to the R L R L, r8301ﬂ1ng ptr in. shoulder-
shoulder blade pos. , . .

13-36 Repeat meas 1-12, two more *times.
Presented by John Hancock



SQURCE:

MUSIC :

STYLE;

KANASZ TARNC - (63)
(Hungary)

Pronuncition: Kah-nahz Tahnts, Among the different Hungarian
dance types, the shepherd dances represent the oldest form.
The name, "Kanasz tanc," is a collective term, used since the
19th century, which refersto the dances of theswine and sheep-
herders., This dance is usually performed with a shepherd’'s
Crook, an ax with a long handle, or sticks., Modern researchers
and folklore, scientists sce a very close relationship between
these dances and theweapon and sword dances of various other
nationalities. These shepherd dances, done by the natives,

are like most of the other Hungarian folk dances in that ‘they
are performed in a free style, individually, This arrangement
follows the general pattern as a native dancer might do. the
dance, Of course, some of the native dancers do more difficult
patterns, particularly the stick handling vairations. Andor
CZompo who grew up among shepherds and danced the Kanasz Tanc
since early childhood. B
RECORDy - Traditional shepherd dance melodiesy Voyager VR LP
401, Side 2, band 2, -

Light and carefree, The main step is the characteristic

"Cifra" (three steplin .7 ; rhythm, and its variations. The
use of the stick reguires practice and rhythmic accuracy. The

stick can'be"like'a:bfoomstick,;apphoximately-5o455" long,

MUSIC:

S

 PATTERN

Meag Ct

1-2

5.6
7-8

-2

BASIC STEDRS 3

HOCOGO (Promenade and bounce) o » {# Gt
Step on the R ft fwd

Step on the L ft fwd "

. Turning % to the L, step on the R ft to the R sd.

Change wtfrom theiR ft to the L ft, bouncing on the heels in

- a guick-guick-slow rhythm, At the same time, turn % turn to

the .R facing the LOD again. NOTE: Dancer holds the stick

‘behind the bk, R arm high and around the stick, L arm low,
SIDE STEP AND CIFRA ~* o I o 4 4 o

Step on the R ft to the R sd, leaving the L £t in place in
touching pos, and turning slightly o the L. During thisg,
bring the stick with the R H in front of the body, and put

it down vertically, one and on the floor, the other end about
arms-length from the face, Place both H's around the stick.

Change wt from the R ft to the L ft, turning slightly to R

Do two (2) Cffra-stepsr:INOTEi Dufihg‘this,_lean”on the stick
with bothhands. ' '

R !

TURN o of ol o o
Step on he R ft in front of the L £t with a bent knee
Step bk on the L f%
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3-5

6

With three steps, turn in a small circle to the R cw

With-a small jump to the L, close both ft together, completlng
the turn, NOTE: During this step, hold thée stick with the R
H, at thé middle, vertically off the floor. .  The R arm is ex-
tended fwd the L arm and H are ﬁree;' '

LILPPING 4 4o
Step onthe R It 1n place with flexed knees

“Step on the L heel in place, stralghtenlng the knees

Repeat the above two Steps, two. more. tlmes
Step on the R £t .in place. AT
Repeat with oPp ftwk (Symmetrlcal) NOTE: f'Hold the stick

-ag described in Turn step,  With this series of steps, turn
- 1./8 to- the L, and when it is repeated 1/8 to the R

" SINGIE STIGK JUMPS

LI?ATION 1

 The stick is lying on the floor. Dancer stand at the end of

the L sd of the stick to begin, Do eight Cifra steps in zig-

‘zag direction:  four fwd, four bkwd., With each of these 8

lera steps, 1eap to the opp sd of the stick.

L ' BX: . ; :
VARIATION 2° % - ,,f' ER I R N WA
The starting pos is the same as in Varlatlon 1.
Leap with the R ft diagonally fwd to the R ad of the stick
Leap with the L £ dlagonally fwd to the L sdof the sgtick
T.eap with one lera to tne P sd of the- stick

Repeat ct 1-4, w1th opp ftwk §till moving fwdfih a zig-zag
direction, .. . - :

VARIATION 3 J J i d
Startlng pos ig the same as in Variatim- l.

.Wlth one lera. 1eap sdwd to the R gide of- the stlck

Jump fwd along the stick, but make a & turn to the R and land

in 5th pos, L ft in front with partial wt., The stick is now
--behind you., - - _

.- Leap with the L ft to_ﬁhe L, but make a } turn to the R“ééain.

Prmrrmamsdt = e arm s s P e T v v Tir e F e ey

R



~ KANASZ TANC CONT'D | O (65)

CROSS STICKJUMPS
VARIATION 1

1-8 Do four Cifra steps, leaping between the sticks whlch are
placed on the floor in cross formation.
With the first cifra, starting with the R ft, travel from place
A to B... With the second cifra, B to D, -With the third lera
from D to C. With the- fourth Cifra, G} to -y ;
;  | (EJ / X
18t o7 o emd - 3pd . A4th
NOTE: H are usually ‘¢clasped on the back, 'ﬁll the cifras
must be a little-higher thanusual in order not to kick or
step on the sticks. :
VARIATION 2 . B | o S
1-8 Do four cifra steps starting with the R ft., As you travel
between the sticks, turn with each cifra step a + turn to
~ the R, Travel from A to B; B to C, C.to B, and D to A
;
. 4 .
i @ l__f,__,_ Y At
o g' a P S #;;};ﬂ
Lst | _ 2nd © 3rd
1l.rj‘n:[f'LTIOI\T 3 . - :
1-4 Do two Cifra steps, s+art1ng with the R £t
5-6 Do twe leaps, R,L, each leap a full ct
7-8 Do one Cifra, -
_,___Lﬂ_-- ;mﬂi;ﬂﬂ. A
! g o -
Lo £ / /‘7[/
~— lst Cifra 2nd Cifra 1st leap : 2nd . leap - Cifra

With the last c¢ifra. make a § turn to thé R; arriving in place

D, f301ng place Ae T S
-Repeat the two CLfra, two leap, one 01fra Cpmblnatlon w1th

opp Ftwk.:
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.,.r_

_ / Z

lst Cifra o 2nd lera o lst leap | 2nd leap Cifra

Tn.the dance, thls var1at10n is done by two dancers facing each
other,’ R to R dlagonally irn' shoulder to shoulder pos, No 1

‘M beglns in place A, No 2 M in place C, They do the whole
combination without releasing the handhold, NOTE: This is a
tricky flgure, because  you must dance very close to the sticks,

LEG SWING AND JUMP CTOSE J o of of | of Ao d

1. Leap onto.the R £t in place. In the meantime, 1ift the L ft
: off the floor, bending I knee '
2 Hop on the R ft; at the same tme, klck the I £t fwd with &
. ~ -sharp aocent _ :
¢ .3-4 - 'Repeat cts 1-2, with off ftwk
5-6 Same as cts 1-2
7 Jump into second pos. knees flexed and sllghtly turned in

-(plgeon—toed)

Close the Tt togetner w1th a Jump. NOTE: The leap hops are
light and rather playful.

JUMP LEAP 4 of

o

1 Jump and land on the bail of the I ft in place, R ft in front
of the L. The L ft carries mosi of the wt,
2 l Leap withthe R ft fwd. Repeat with opp ftwk to‘the same

direction.- NOTE:" Wi@h_this series of jump-leaps, traved fwd,
THE DANCE :

PART I . _
Dancers are in a big circle, facing CCW,:
MELODY Al _ _ . . L

1-4 Do the Hocogo (promenade and bounce ) step two times,-

g This ig a 2/@ (2 ct) meas. Turnlng_to_thg L % turn step on
R ft sdwd. : ' '

6-9 Turning to the L again (now facing CW), do two Hocogo with opp
ftwk,
MELODY 42 | : o

-4 Do two Hocogo steps continuing CW as in meas 6-9

53 BN (Only 2 ¢t)., Turning to the R & <turn, step on the L £t sdwd

;:639 . Turnlng 1 to the R, do two Hocogo steps as described originally
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G =3 \n

(
N B R
[on) -El‘ oo

1-2

3-8

1-4
5-8

1-2
3~k

MELODY A 3
Facing the ctr- of the 01rcle, do the 81de stepand cifra Step

" two times. t

Do the turn

Do two cifras steps

Do the tapping step two times
MELODY A4

same as Melody A3

ART Ii?mélody_s _j_*
METODY Bl ' '

Put the stick dn on the floor in front of the body ‘and get
into the pos described in sigle stick jump step Varlatlon 1

Do the 81ngle stick jump step, Variation 1

Do four small cifra’ steps or c¢sardas steps 1nplace, marking
time and preparing for theé next variation

MELODY R2 R o ' : -
Do the single stick jump steps, Variatim 2. )

Repeat meas 1-2, moving bkwd o

Do the single stick jump step, Variation 3

MELODY B3

Do four cifra or csardas steps inﬁlace, marking time and
preparing for the next variation,

Same as meas 3-8 of Melody Bl
MELODY B4
Same as in B2, meas 1-4

Pick up the stick from the floor and join another person,
Place two sticks on the floor in cross formation, One dancer
moves into place 4, the other stands outside of place C.

PART IXII
MELODY C1
First dancer does the Cross stick Jjump step, Variation 1

Repeat meas 1-2, At the end of meas U, the second dancer
moves into place C

The second dancer does Variation 1 two times, marking the
places A & C from his standing point. The first dancer moves
out from place A right at the beginning of meas 5, but gets
bk to this place at the end of meas., 8

MELODY C2

The gecond dancer moves out of place ¢, The first dancer
does Variation 2, two times, At the end, the second dancer
moves intc place C,
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5-8 The first dancer moves out of place A, The second ddncer does
Variation 2, two tlmes. At the end, the frst dancer moves
into place A, S .

MELODY C3 S
1-4 Both dancers do Variation 2, two times simultaneously
5-8 Both dancers do Variation 3, two times,

MELCDY Ci SR
1-8 Repeat of Melody C3

PART IV '

MELODY Bl .
1-2. . - Dancers pick up.the sticks from the floor and hold them as

~ -deseribed in Hocogo or inthe turn step.

3-4 Dancers do four 01fra .steps in place
5-8 ‘Do the leg swing qnd Jump CIOSe step, “two times-

METODY B2 - -

This is the last melody of the”fecOrded'ﬁusio; During %hiS,
the dancers move away. from the floor,

1-2 Do four cifra steps o B N . ! ~
3-4 Do four jump leap steps o '

-4 Do four cifra Sfeps a
7-8 Do four. jump leap steps.

Pﬁesented by thn-Hancdck
Idyllwild Workshop - 1977



(Sweden) S o SN R

Pronunciation: SNOO-a, The pivét < @ turning of partnsr with

SOURCE s
~ MUSIC:
POSITIONS:

a gimple alternation.of the feét ~'is-a popular dance step
among traditional dancers in Denmark, Norway and Sweden and =~
is akin to the Dreher of Germany and Austria. ~The Norwegians : .
have a form called Rull or Rudl, the Danes have their Svejtri¥’
while the Swedes dance the pivot %o the name of Snoz and
Siunga (the former term used in the north, the latter common
to the south)}, and even Klubba, In Stockholm the Snoa is an
alternate dance to the Polkett. At oldtime dance gatherings
it is the usual practice for the orchestra to play two selec-
tions for each tip of rhythms. In the case of the polka, =
gimple dancing of very small polka steps in Baltic pos. (as

in Suomalaihen polkka, Finnish Polka) is danced during the
first selection, and asg a contrast a walk and pivot is done

to the second selectinn. Though there ig no pattern to remem-
ber nor complex step %o master, the Snoa should not be auto-
matically relegated to the "simple elementary” category, A
good smooth pivot takes practice., Styles vary with the in-
dividual dancer or couple of course, and eventually each finds
his own favorite mode, Generally speaking it is well to have
the music on the slow gide rather than too fast, in order to
capture the proper "1ilt" of the dance. Translation: Pivot,

RECORD: Agua VIKING V 820 b, Bergslags Polka

Open shoulder walist; either closed shoulder-waist or Swedish
folkdance hold (Polska pos); as in common closed (waltz) pos
except that W's R arm is straight, her R H holding M's L upper
arm, and M's L arm is bent at R angle, his I H holding her R
upper arm, *¥* Free hand either on hip (fingers fwd, thumb bk)
or locose at sides. Footwork is opp throughout, light walking
steps, pivot., Character is light, not plodding.

FORMATION: Any number of cpls in circle, LOD CCW

PATTERN

MUSIC: 2/4

Meas
The following are not figures in the rgular sense, but merely
two dance pos which are alternated at will, with no fixed
number of meas for either:
A, OPEN STEPS FWD
In open shoulder-waist pos, begining on outside ft, cpl moves
fwd in LOD with light and springy sem-walking steps, one step
to each beat of the music (M ¢t 1-2 for L,R), for any number
of measures,
B. CLOSED FIVOT TURN:

~— Trangition: Whenever desired (preferably on an even 4 meas

phrase; M takes a short jump with stamp on both ft, on the lst
beat of the lst meas of a phrase (this is inlieu of his other-
wise stepping 1), following it with a step R on the 2nd beat,
as usual, during which time he takes closed pos with pir,
Simultaneously, W steps R, L as usual, while taking closed pos,
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' Cpl may revert to the open "rest" steps at any time by merely
breaking out into open pos again. Similarly, the stamp tran~
sigtion to closed turn may follow 8%t will as before, and so

on, In any casa, the game alternation of ft is maintained
thruout without interruption, whether walking or pivoting,

* While the suggested record of a‘typical Swedish polka is especially
suitable for Snoa, any moderately tempoed. Scandinavian polkas may be uséd
'"prov1d1ng of course that 4t is. played in authentic style” by native musi-
Clans. Even rhrasing 1s not. necessary for, thls dance, o

## The natlonal folkdance orgaHLZHtlon of oweden enﬁourages "Swedish
folkdance hold" (Polska pos) as described above and as used in Hambopolska,
for this dance. American dancers generally find regular shoulder-waist
pos considerably easier however. _Qrdinary waltz-pcsition is not used,

~ PRESENTED BY JOHN H}LNCOGK
. IdyllW11d Workshop —-19??



(Lt} LARIDE

From the province of Bretagne, on the West Coast of France.

Taught by Yves Moreau at the 1976 Calif. ; _
Nov., 1976, ati Kolo Festivel, San Francisco

Pronunciation: (Luh) Lahr-ee-Day

Record Fontana 6399-005, B-4 (In Canada: Polydor 424-068, B-4)
Tri Martolnd". Music by Alan Stivel. Another band on same
side with Bagpipe music is alsu suitable fFor this dance.

FORMATION: Mixed lines of M & W, Leader at L end, Little fingers inter-
locked ("Pinky" Hold), hands down but elbows not locked,
Bodies close but not bumping - Take care that people do not
separate so that hands are pulled out from the sides of the
body. All face center.

STYLE: Light & Bouncy - Taking care not te rush the ft & arm actiaons.

It is easier to learn the dance by counting it straight through, than by
using counts within the measures. Thus the counts becomo:s
1’ 2,3’4' 5"((‘5"6, 7"‘8‘2"8'

METER 2/4 PATTERN
FOOTWORK There are 4 meas of footwork, repeated throughout thes dance.

No Introductisn -« The Leader may start at the beqinning of
any musical phrase.

Meas.
1-2 Step L to L {1), Close R to L (2); Step L to L (1)
Close R to L (2}.
3 Start to rise on balis of both ft by bending knees slightly

fwd (1)}, complete the rise on the balls of both ft (&),
Lower heels lightly to floor (2).

4 Swing L ft fwd without pointing tues, knee straight - This is
a"soft" not vigorous action (l?, Rise on ball of R ft (&),
Lower A heel to fleer, bringing L ft alongside R without
tauching floor {2)

HAND AND ARM WORK - Simultanecus with FOOTWORK above.

1 With stfaight arms, swing arms & hands comfortably fwd - but
not up to straight fwd (1)} Swing hands & arms bkwd to reflex
pos. just behind sides of body. {(2)

Repeat action of Meas. 1 exactly.

Push hands & arms up in a large arc - with its highest about
chin height (1), Complete the arc by bringing the hands bkud
& down to end in a tuck botween chest & shoulder height, the
@lbows move bkwd to produce this motion (2)

4 This meas. reverses the action of meas. 3. Push the hands &
arms up & fwd in an arc & start down - the emphasis is on
the "Push” (1) Continue the arc swinging hands down & back,
(2) finishing with arms at full length {slightly bent elbows)
& hands at reflex poing behind body on ct &.

NOTE: The dance pattern is only 4 meas. long & is cantinugusly repeated.
The dance moves RLOD during the 1lst 2 meas, & then in place the

last 2 meas. Presented by John Filecichs, Idyllwild Workshop '77



AJD' NA LIJEVD

SOURCE: Learned by B8ill Burke at the Institute on Yugoslavian Dance
- at Madija, Yuogoslavia in 1971,
RECORDY KOLA 404-4
FORMATION: Opocn circle, Leader at L, joined hands held down.
MUS IC; 2/4 TIME PATTERN
Mcas . STEPRS
1 Step to R on R moving very slightly to center (ct. 1)
Continue moving R with L ft slightly twds center {ct. 2)
2 Step to R & out of circle on R (cts 1)
Touch L next to R (ct. 2)
3 Cacing Center, step R an R (ct. 1)
Touch R ft rmext to L {cts 2)
4 Facing center, step R on R {ct. 1)
Touch L next to R {ct. 2)
5.8 Repeat action of meas. 1-4 to L using opposite footwork.
g Step strangly on R ft in place (ct. 1)
Raise on ball of R ft ( ct. &)
Lower onto whole R ft.{ct. 2)
Step slightly to L on L (ct. &)
10-16 Repeat Meas. 9.
~—  NOTE: Steps in meaw. l1-4 are rather brisk; meas. 9-16 is a drmes

step moving slightly to the left., This dance comes fram
S5la vanija, and there are other versions danced to the

samg musSics
' Presaented by John Filcich

Idyllwild Workshop 1977



THE THREE QUARTER CONTRA
By Jerry Helt

MUSIC: Contra Line, 1, 3, 5, ete., active and crossed opver,

FORMATION: Join both hands with the one below with both hands crossed.
This is for the active couples.

Directions are for the M., W does the opp.

RECORD: National #N 4562-4 / PBATTERN

Meas .
1 Step-swing out away from ctr of set. (M steps on L.
swings ! across an front of L: W does opp.
2 Step-swing in twd. ctr. of set. (M steps on R, swings L
across in front: W does opp.) _
3-4 M steps on L ft & draws R to it, and repeats. .
W does opp. (Roll the joined bhands as these steps are taken.)
5-8 Repeat action of meas., 1-4 in reverse.. Step swing in, out, '
and draw twoc steps twd. ctr ofset, ending in original pos.
g Balance tog. M stepping fwd, on L, W R, while pulling joined
hands up under chin.
10 Balance away from cach other.
11-12 Dropping L hands, Turn U under M & W's R arms to cnd Facing
each other (Box the gnat).
i3 Joining both hands again, balance tog.
14 Balance away, this time dropping R hands.
15-16 In 6 steps, turn the W under the L arm (Box the flea)
17-20 While still maintaining & L hand hold, Star L 12 steps.
2124 Make a R hand Star, gon the cother way back in 12 steps.
i i i1¢ tufning!u into
25-28 Roll Promenade (M maintains R hand ﬁold while
c Prom Pos.), and passing the opp M with L shoulder completes
a Half Promenade.
29-32 The # : ]
12 gt;gg gigl?SCCpls complete a Cross Trail thru, taking

e a new cpl belaow
beginning. p to repeat dance from

Laller indicates " n .
out the dance. Ends Cross Over" cvery 2nd ¢ altermate sequence throu-

First presented at Stockton Folk Dance Camp by
Jaerry Helt.

Presented by John Filcich, Idyllwild Workshop 1977
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SATURDAY JUNE 25, 1977

TALM. IDYLIWIID FOLK DANCE WEEKAND-JUNE 28-26, 1977
8:00 - 9:15 VYTS BELIAJUS
9125 - 10:40 ATURA F. de ANGELES

10:50 = 12:05

YA 'AKOV EDEN

12:05 - 2:00

LUNCH AND FREE TIME

2:00 - 3315 JOHN HANCOCK
3130 = Wehs | JOHN FIICICH o
Bilg - 7:30 DINNgR AND FREE TIME
\;,7=30 - 8:30 LET'S DANCE IT AGAIN
8:30 ~ 27777 GENERAL DANC ING o N
GENERATL INFORMATION
YOU MUST WEAR YOUR BADGES AT ATL FOLK DANCE BVENTS!!!i!l

PLEASE - THE FIRE HAZARD IS VERY GREAT, SMOKE ONLY IN POSTED AREAS,.

CHURCH SERVICES ARE PO3TED ON THE RBULLETIN BOARD.

FEMBERS OF

THE COMMITTEE WILL BE GLAD TO ANSWER YOUR QUESTIONS AT ANY

TIME,

WE HOPE YOU HAVE A GOOD TIME



SUNDAY JUNE 26, 1977

ALM, REVIEW OF SATURDAY DANCES
8:90 ~ 8:50 VYTS BELIAJUS
9:00 ~ 9:50 ALURA F, de ANGELES
10:00 ~ 10:50 YA'AKOV EDEN
11:00 - 11:50 JOHN HANCOCK
11:50 - 12:05 JOHN PIICICH

12:05 ~ 1:30
S

LUNCH AND FREE TIME

LINE DANCES

2:00 - 5;00 POIK DANCE FESTIVAL
5¢00 = 7:00 FREE TIME (No dinner being served on campus)
7200 - 10:00 GENERATL, DANCING

For those of you that are leaving, we're sorry you can not
be with us for the week. We enjoyed having you and hope you
will be back with usg next year.

For those who are staying for the week we will see you bright
and early in the morning, 8:00 A.M, at orientation,



s

IDYLIWIID FOLK DANCE WEEKEND
May we %ntroduoe our teachers:
ALURA FLORES de ANGELES
VYTS BELIAJUS
YA'AKOV EDEN
JOHN FILCICH

JOHN HANCOCK

May we introduce our committee:

VIVIAN WOLL - CHAIRMAN
EIMA MC FARLAND - EXECUTIVE SECRETARY

LIEST. BARHETT

BOB BROWN
CINDY BROWN
MARGUERITE CLAPP
PAT COE
MARC GOLD

SAM SCHATZ



DANGE : COUNTRY PAGE

ALURA F, de ANGELES

santa Rita...j..p....i..écc-n-o.oo.atlanmeXiCOoca-1-;--|100-:nn.|-l1

VYTS BELIAJUS

JonkeliS....'.li.l.ll-..l.-.ll..-.ll..'.'ll"Lithuaniaii‘.'...'...'.l....3
Suktinisiiti'lt.-l.ll..!!..l.l!l‘.t..'lll'llLithuania...il'!.t.lOIII'Gié

YA'*AKQV EDEN

Debka HaShalom. T EEEEEREEEEENRNEN N IR R R R Israel. [ N B B B B B B B RE B R I. LI I J 7
El ]‘l’q"idbary...llll'l.Ul...I.tll."l.l.‘.l.ilsraeltloiﬁiil. .U‘l.lll.l...8
Hora Hassiditeiiescescssnervnosrassonsessl8r86Leuasinnvanrensnseeaes?

JOHN FIICICH

 ErdelanKki..seasenvenvsessasnsssacesssassstUZ0SlAVIiAs v ssennrrsanensll

JOHN HANCOCK

Basic Steps -~ HUNZariaN.e.sssessveoversass s HUNZA Y e e osnvnassorasesnaasll
Gammal Polska.i.llacl.ocoa'occon-oaulnl-Swedenlul.itlioo;)-annollol?
Iakodalmi Tano.........;................Hungary...................20
Madocsai Tanouk.........................Hungary...-..-.-....'-....25
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DANCE INDEXK

DANCE COUNTRY TEACHER PAGE
BA.SIC STEPS - HUNG‘!‘LRI}LNI LEE N N Hungal"y- LR N B JOhn Hal’lCOCk. LI I B B B 12

DEBKA HASHALOM, v snvavevasasvsas ISraeliucsserta’akov EQeNesessnnnes?

EL MIDBARY seennessenanroneeseselSraclyianseeeya’akov BEdeNeusriosanes B
ERDEM&NK_;‘L...........g.oloo'oeounJugOSIaViaivouJOhn Filcich.--o.oooclo

AMMAL POLSKAwsevnnoascansoosseSWeden, vouseseJONN HANCOCK, vavvoessl?
HORA HASSIDITussaeevsennererese 878810 000anses¥2'2K0V EdeNuernanasssd
JONKELIS . seasevasansvssarssssssLithuania, ... Vyts Beliajus...u..,.LB
LAKODAIMI TANC ssevesvosnncoesses HUNEALT Y 4 v v evedohnn HENCOCK. 4o vssaes 20
MADOCSAT TANCOK s asossssanneses HUNEALY e s s o's o dORN HANCOCK oo s s asan 23

,SJ“LNTA. RITn........o....-.......Pﬂe}(lco.....o..ﬁlura F. de !‘LngeleS...l
MJ’SUKTINIS.......................thhuanla.....Vyts Belia jUuS.isesssered



ABBREVIATIONS USED IN THE SYLLABUS

bkwd or bwd backward
CCW counter-clockwise
COH center of hall
cepl couple
ct nr cts count
ctr ‘ center
cwW clockwise
diag diagonal
dn down
ft foot
fwd forward
- H hand
L left
LOD line of direction
M marn
meas measure
opp opposite
pos position
ptr partner
R right
RIOD reverse line of direction
sdwd or swd gideward
twd teward
W woman

wE weight



SANTA RITA - _1-
(Northern Mexico)

Thig dance was introduced by Alura F, de Angeles in January,

SOURCE: _
1973 at San Antonio College, Texas. Couple dance_from Northern
Mexico, R

MUSIC: “ RECORD - C.E.S. = E.P.C 393

FORMATION: Cpls in semi-open ballroom pos, facing LOD. Directions are
for M - W uses opp fiwk.

STEPS: Polka, slide, stamp, cross step (breken ankle)

MUSIC: PATTERN

Meas.,

STEP I - CUE WORDS: Polka

Do 4 polka steps fwd, L,R,L,R (hop-step-close-step), Cross
L over R ft., cross R over L ft, stamp L 3 times. 3lide R
(RLOD)}, stamp L, stamp L. Repeat all,

STEP ITI - CPLS in Ballroom pos - going sdwd.
Slide L, close R, slide L; cross R (broken ankle), cross L
(over R). Repeat in opp direction with opp ft.

STEP IIX .
Polka 16 polka steps in ballroom pos.

STEP IV - Face ptr & hold H,

Do 2 polka steps into "wrap-up" pos. (do not drop H)., W turns
to her L - to M's R side - under his L H, her R H). Balance
fwd, balance bk, and bturn her back to place. Repeat to L
shoulder, and keep W there (do not unwrap).

STEP V "TACONAZO" steps in place
Do 7 "push" steps to R, end with bounce on ¢t 8, Repeat to
L starting with I ft,

INTERLUDE
Turn ¥ to her L {drop her R H)} then both turn,

STEP VI - Closed baliroom pos, M facing LOD,

Step fwd L, step back L, fwd L, back L, M walks fwd 8 steps
{turning heels out) (W walks bkwd with broken ankle). Repeat
3 more times, 4 times in all,

STEP VII - Slide-close-slide starting L ft
Cross R over L (in bfoken ankle). .Cross 1L over R, close,
bounce on both ft. Do 4 times ‘in all.

STEP VIII
Repeat Step I - 2 times.

STEP IX
Repeat 3Step II - 8 times
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~ SOURCE:

JONKELIS R
(Lithuanian) _ L

Zemaitija is the home of this beautlful dignified square

dance, The derivation of the name is uncertain: It:may be
derived. from the. Jewish given name "Jorkel” with the Lithu-
‘anian ending added, and thus we have "Jonkelis", which would

mean “"Little Jack". However, the dance is purely Lithuanian,

MUSICs

-

ffFORMATION

RECORD:

E)
. | _ :
Four c¢pls in a square, ‘W to M's R, H at sides. Walking
step 18 used throughout the dance, The turn is always done
in Lithuanian dance pos,

MUSIC: 2/4 -

PATTERN

Meas.

14

5-6 ¢
7-8

3-4
5-6

7-8

INTRODUCTTON

3 chords, then all dancers stamp 3 tlmes ‘with R t.
FIGURE I - WEHVING L “~ T
U1l & 3, with H holdlng sklrts, pass eaeh other, ‘back to back,
in the ctr of the square, leadlng with R shoulders, 4 walking
steps, .

M 1 & 3 start across The square p3851ng opp w back to back,
laadlng with I shouldeér almost immediately, and passing each
édther back to back, leadlng w1th R shoulder in the ctr, &
walklng steps. .

Cpls 1 & 3 havlng changed places, turn in place W1th walklng -
steps, while ¥ & 4 Cross over as in measg 1-2 ;

Cpls 1 & 3 continué turnlng in place. M2 .& 4 cross over as
in meas 3- o

Repeat meas l 8, cpls 2 & M turn in plaoe dnLlng mens -4 as
cpls l & 3 change places.
FIGURE II - CROSSING

As cpls 2 & 4 turn in plaoe. M l & 3 -crogs over to opp W (N
‘remaining in place) with 4 walking steps passing R shoulders, ~

M1&3 turn opp'W in place, M 2 & 4 cross over to opp W' w1th

4 walking steps, pa881ng R. shoulders.

Repeat meas,l-4 FIG. 1T returning to own ptrs, M 2 & 4 turn
in place with opp Was M1 & 3 return to own ptrs. -

While M 1 & 3 turn own ptrs in place, ] 2 & 4 return to own
ptrs. All cpls turn in place.' .

FIGURE III - CORNERS

W remain in place as all M, pa581ng thelr own, ptrs, walk to
the W to their R. . e : :

Turn this W w1th 4 walklng steps. T
M return to their own. ptrs w1th L walklng steps.



JONKELIS CONT'D ... : ' wibf =
_uTurn own ptrs ‘with B walking . steps.l '

7-8
9-16

1-4

9-16
17-18

19-20
21-22
23-24
25-26

27-28

29-30

31-38

3-4

5=6

78

9-10

11-12
13-14

15-16

17-18

fRepeat“méas 1-8 PI¢ IV with M 1 & 2 clapping and changing
.places ag M 3.& & clap and change places.

Repeat meas I=8 FIG..III W1th M mov1ng to the W to their L

~and back to own ptr,
PIGURE IV —_QLAPPINh

W remain in place as ‘M1 &3 approach each other with 4 walklng
steps. On the last step M clap their own H once., Cpls 2 & 4.

:f;;:turn in place.
M2 &L approach each other with 4. walklng steps. On the last

step M clap their own H once. Cpls 1&3 turn own ptrs with
8 walklng steps._-_

M repeat cross OVer as in meas 1- 8 FIG II
W remaln in place as M l & 4 and 2 & 3 approach each other and

‘c¢lap as in meas 1-4 FIG IV

M turn about and return to own pirs with 1 walklng steps.,

CTurnown. ptrs w1th 8 walking steps. S _
Mleg b and 2 & 3 change places with b walklng steps.

Turn new ptrs with 4 walking steps. )
With 4 walking steps M return to own ptrs..
Turn own ptrs with 4 walking steps.

FIGURE V - RINGS .

-Cpl .3 honks R arms and turns in place - cpl 4 does the same,

M1 approaches epl 2 with 4 walklng steps. W 1 remains in
place until her ptr. returns,

”Cpl 2 with M 1 .join hands ‘and circle half way around Cpls.

3 & 4 continue turning.

 Cpl 2 raises joined H and leads M l under arch twd cpl 3. Ml
" approaches clp 3 with 4 walklng gsteps. Cpl 2 hooks R arms

and turns in place., © -

M 1 and cpl 3 01rcle half way arouns., Cpls 2 & 4 continue
turning. _

Cpl 3 ralses JOlned ‘hands. and leads N 1 under arch toward cpl
I, As M 1 approaches c¢cpl 4, M 2 approaches. cpl 3 with &
walking steps. W 2 remains in place until ptr returns,

Cpl # and M 1 and cpl 3 and M 2 circie'halfway around.

Cpl 4 raises joined H and leads M 1 under arch while cpl 3
raises joined H and leads M 2 under arch, M 1 approaches his
own ptr with 4 walking steps as M 2 approaches cpl 4, Cpl 3
hooks R arms and turns in place,

Cpls 1 & 3 turn in place with R arms hooked., Cpl 4 and M 2
circle halfway arouns,

Cpl & raises Jjoined H and leads M 2 under arch, M 2 approaches
cpl 1 with 4 walking steps as M 3 approaches cpl 4, W 3 remains
in place till patrner returns,



JONKETLIS CONT'D

-19-20

21-22

23~-24
25-26

27-28
29-30

31-32
33-34

35-36

37-38

1-8

Cpl % and M 3 and cpl 1 and M 2
same Time.

Cpl 4 raises joined H and leads
ptr with 4 walking steps as M 3
R arme and turns in place.

Cpls &4 and 2 turn in place with
circle half way around.

Cpl 1 raises Jjoined H and leads
cpl 2 and M 4 approaches cpl 1.

Cpl 2 and M 3 and epl 1 and M 4

Cpls 1 and 3 turn in place with
circle half way around.

Cpl 2 raises joined H and leads
cpl 3.

Cpl 3 and M 4 circle half way around.

place,

Cpl 3 raises joined H and leads
own ptr, Cpls 1, 2 & 3 turn in

£11 cpls turn in place.
FIGURE VI -~ CIRCLE

....5.. :

circle halfway around at the

M 2 approadhes

M 3 under arch,
Cpl 4 hooks

approaches cpl L.
R arms hooked. M 3 and cpl 1

M 3 under arch., ¥ 3 approaches
W 4 remains in place,

circle half way around,

R arms hooked. Cpl 2 and M &4

M & under arch, M 4 approaches

Cpls 1 and 2 turn in place with R arms hooked,

Cpls 1 and 2 turn in

M 4 under arch, M 4 approaches

place,

411 Join H facing ctr and circle R with 16 walking steps.

FIGURE VII - WEAVING
Repeat FIG I
FIGURE VII - ENDING

¥ places R arm around W waigst, W places L H on M R shoulder.

Free H up and waving sdwd, Cpl

1 leads others off the floor.

Presented by Vyts Beliajus
Idyllwild veekend - 1977



SUKTINIS { THE TWIRIER) —6—
(Lithuanian)

SQURCE: The best known Lithuanian dance, often considered the national
dance, is Suktinis, found wherever there is a Lithuanian
colony,

MUSIC s RECORD ¢

FORMATION: Double circle of cpls, M on the inside, W to the R. M's R
arm around W waist, W R arm holds skirt, M's L H holds W's
I, H in front of M's chest. ™ L elbow held shoulder high,

STEPS: Suktinis step., This is very similar to a polka step. (1) a
1ittle skip on the L ft, kicking R ft slightly fwd. (2) step
on R ft. (3) step on I ft. (&) Step R and pause, Repeat
starting R ft,

MUSIC: 2/4 PATTERN

Meas.

1=7 7 "Suktinis" steps fwd.

8 Stamp 3 times.

9-11 6 skipping steps turning in place, W going fwd around M (CCW)

12 Change places., With L H still Joined, W passes sdwd under M's
L arm finishing with his L arm across her chest and with her
R arm around his waist. M's R hand on hip.

13-15 6 skips in place with M turning fwd around W (CCH),

16 With L H still joined, M passes sdwd under W I arm, finishing
in original pcsition.

Repeat from the beginning to snd of .musgic,
NOTE Older people seem to have a version of their own. Standing

in cpls they Join H crogsed behind them (on their walsts) and
polka fwd for 8 meas. In the same pos. they skip in place for
4 meazs with the W turning fwd and the M bkwd and without
releaging hold, reverse the skipping with M fwd and W bkwd for
L more meas,

Presented by Vyts Beliajus
Idyllwild Weekend - 1977



DEBKA HASHALOM =7~
s (Igraeli)
(Debka of Peace)

SOURCE e Rivka Sturman.
MUSIC: RECORD - New Favorites - Teraeli folk dances MN-581

FORMATION: Short lings, simple or Dbedkas hold,

STEPS: Debka steps will be given as the basic steps it could be
danced with walking steps if desired,

MUSIC: 4/4 PATTERN
Meas Cis,
PART A
1 1-2 Debka R in LOD
3 -4 Step I i1n LOD., Brush R fwad,
2 1 Brush R bk across L,
2 Brush R fwd,
3l Debks R in LOD
3 1-4 2 debka steps in LOD - L, R.
L 1-2 Debka L in LOD
o 3y Place R heel fwd and hold,
5-8 Repeat meas 1-4 PART A
PART B
14 2 debka steps in LOD - R, L
pd 1 Ster R in LOD

2 Step L behind R while turning body to L
3~ Debka step R in LOD

1-4 2 debka steps in ILOD - L, R

1-2

3-4

3
b - Debka I in LOD
- Place R heel in LOD and hold,
5-8 Repeat meas 1-4 PART B
PART C
1 1-4 2 debka steps in LOD -~ R, L
2 1-2 3tep hop R while turning to face ctr
3 -4 Squat dn, L across R, wt on R
3 1-4 2 slow gteps bkwd - L, R
4 1-2 Step L across R in LOD
S 3-=4 Piace R heel in LOD and hold,
5-8 Repeat meas 1-4 PART C
NOTE ¢ During meas 3, release H; arms come up and cross while coming

down and snapping. Presented by Ya'akov Eden

Idyliwild Veekend - 1977



EL MIDBARY . -8-

S (Israeli)
{(To My Desert)
SOURCE: Bentsy Tiram |
MUSIC: RECORD ~ DANCES IN THE GARDEN OF EDEN YE-1001
FORMATION: Cpls in a dbl circle, R shoulders adjacent
‘STEPS: Run, Yemenite, Step-hop and Buzz
MUSIC: &/k PATTERN
Meas.CtEs.
PART A
1 4 running steps in LOD (CCW)
P 1-2 Jump on both ft, land on R
' 34 Fast yvemenite R
3-4 Repeat mas 1-2 PART A using opp ftwk.
 PART B
NOTE ; Ptrs face each other L H's joined, M's back to ctr, W facing M
101 Step bk with R |
2 step fwd with L
3-4 Step-hop R, while changing places
2 14 2 fast yemenite steps - L, R
i Leap back with L
2 Close R Dbeside T
3-4 Raise heelg twice while snapping fingers
by 1-4 Repeat meas 3 Part B using reverse fiwk and direction,
4-8 Repeat meas 1-4, Part B
_ PART C
NOTE s Cpls in a single circle, W zhead of M
1 1 Leap fwd with R (W moves bk)
2 Close L beside R
3l 2 gtamps with R
2 1~ Repeat meas 1, Part C
Fu-ip 1 turn in 4 buzz steps. Note: W furns around a second time
' during the 4th buzz step.
5-8 Repeat meas 1-4, Part C
— Presented by Ya'akov Eden

Tdyllwild Weekend - 1977



HORA HASSIDIT -9-
{(Israeli)
{Chassidic Hora)

SOURCE: Rivka Sturman
MUSIC: RECORD - New Favorites - Israeli Folk Dances Mi-581

FORMATIONs Circle, H held in "W" pos,

MUSIC: 4/4 PATTERN
Meag C3% '
PART A
1 Grapevine in 10D - L, R,L,R; cross L over R, R to R, step L
behind R, step R to R. '
2 1-2 2 steps in LOD - L, R
34 2 sways L, R while facing ctr.
3 Repeat meas 1, Part A
L 1-2 Step I tc L and held while facing ctr
3-U Step R 0 R and hold while facing ctr.,
NOTE: Arms are raised during meas, 4
5-12 Repeat meas 1-4, Part A twc more times,
PART B
14 4 running steps in LOD - L,R,L,R.
2 1-2 Fast two~-step fwd - L,R,L.
3-4  Fast two-step bk - R,L,R
NOTE During the two-~steps, arms are raised,
3-8 Repeat meas 1-2, Part B, three more times,
9-10 Repeat meas 1-2, Part B, going into ctr.
11-12 Repeat meas 1-2, Part B, moving bkwd.,

Presented by ¥Ya'azkov bden
Idyilwild Weekend - 1977



ERDELJANKA . -10-
( ehr"'dell-Ypu N-kah) ’
(Jugoslavia)

SQURCE: Choreographed by John Filcich for the Viltis Annlversary
Party in Los Angeles, 1953. nrdelganka comes from the
Banat region, vart of which is in Jugoslavia and part ih
Romaniz, and is. danced by both the Serbians and Romanians
. living on both sides of. the border, In being a cross-ways
line dance Romanlan 1nfluence is :geen, but the steps descrived
here are more typlcal of the kolo. This versgion 1is comprlsed
of patterns and varistions on thé kolo steps and chorecgraphed
to fit the music .on the record Steps used here are the "hop-
step-step”, basic kxolo -step, = i® :
LUSIC s RECORD - XOLO FESTIVAL XF 4806-3
FORMATION: Cpls, longways: the M are in one line facing the W in ancthel
line, - Ptrs. hold H across,_bolow hlps.d,
MUSIC s - PATTERN
Meas,
PART I . - o
1-16 Holding H across, execute 8 basic kolo steos, each mov1ng to
o IRT iT
\-, .
1-8 ~Both moving Ci, exscute 8 of the hop-step-steps. (On the 8th
~hop twice on both f% to change direction), _
9-16 Execute 8 of the hop Step steps moving CCW.
PART III ) .
1=df In gshoulder waist pos (M may have his L.H on ¥'s shoulder) do
L of the hop-step-steps CW (the 4th step is a change step,
hopping on both ft) _
5-8 Repeat meas 1-4, Part III rever51ng pos and ftwk bow.
g9-16 Repeat mess 1~ 15 Part III
PLRT IV
1-2 H Held across with the first % of the basic kolo step, cpl
makes a z turn { or one side) of a. square, {(Pos 1 for M, 3
for W in diagram), 2nd 3 of the step is done in place {2 hops)
Both-do a I basic kolo step in place (very Small ftwk)
5-6 Repeat meag 1-4 Part IV three more times i
so that 4 such executions complete one
square formation CCW, - ,?/;H\i
z '
. PJ’\_\_RT “\l"- w/’
18 In shoulder waist pos (¥ may have his L hand on W's ghoulder)
do 8 hop-step-step movements CW, the 8th step being a change
step hopping on both feet.
9-16

Repeat.méas 1-8, Part V, CCW, reversing ftwk and pds.



ERDELJANKA CONT'™D -11-

1-80

1-4

5-8

9-16

PARTS VI T0 X
Repeat all of Parts I thru IV,

PLRT X1
With H held across M and W exchange places using the first %

of the bagic kolo step and passing I shoulders; balance of
step is done in place (2 hops).

Both do a L basic kolo step in place.

Repeat meas 1-2 of Part XTI, three more times so that the ptrs
have exchanged places 4 +times in all,

PART XII

Ptrs face each other side by side; M holds W's R hand in his

R hand while she makes two complete revolutions CW underneath
joined H's using 4 of the hop-step-steps. I executes 4 such

steps in place (small),

Continue CW, cpl makes 4 revolutions in shoulder waist pos
using 4 of the hop~gtep-steps

Repeat meas 1-8 of Part XII

Cpl ends dance gtanding side by side facing same direction
M's R H around W's waist, her L H on M's R shoulder,

Presented by John Filcich
Idyilwild Weekend -~ 1977



BASIC STEPS HUNGARIAN ; -12-(47)

We find great practical value in using and referring 1o basic standing
pos., The dancer begins movements, steps and step patterns from these pes.
or returns to them after movements or step patterns are_completed “Also,
they .are useful to refer to; when, in dance dlrectlons, it is necessary to .
clarify certain relationships between the two feet. Other dance forms
(bailet modern, jazz and -ballroom dance) have used these pos for a long
time, and adopting them for folk dance is a must., Of course, they are not
exaggerated - to the same extent that they -are 1n ballet for example, but_
rather are - done in a 81mple, natural way

Flrst p051t10n the heels ‘are together, the toes turned out at
approx1mately a 900 angle.--' _

( ,—-’

Second position: the feet are apart in.a side- to side plane, about
the length of one foot apart The toes are turned out at about a 90O
angle, : . .

-v-._\\\ / P

e

Third position: the heel of one foot touches the mlddle of the other
foot, The toes are turned out at approximately a 90° angle, When the
R heél touches the L foot, this i a third pos front. - When the L heel
touches the R foot, this is a third pos back, The front or back 3rd
Pos. 1is determlned by the pos of the R foot. : - : :

e {"“\

: X, -
/ Lo \\

_ Brd pos froﬁt B ' L Brd pos back

™,
.

__Fourth p031t10n Phe feet are apart in a fwd-bkwd plane, abeut the
length of one foot apart. A front or back pos would be the same as
described in 3rd pos, and is determined by the pos of the R foot,

e N

7 \
- 7

N (,17

4th pos front Lth pos back

7



BASIC STEPS HUNGARIAN CONT'D ~13- (48)

R
Fifth position: the heel of one foot touches the toes of the other
foot. PFront or back pos would be the same as described in J3rd pos.

-
A4

S“h pos?ﬁfront"” L 5th pos. back

In Hungarian folk danceg, the most. commonly used pos are flrst and second,
gomewhat less the third and fifth, Fourth pos is:seldom used. These pos.
zre also used with parallel footwork, especially the first and second pos,

Certain steps and their variations are frequently used in almost every
Hungarian folk dance. They are described.-here,. in a separate chapter, and
will be referred f$o later on in the actual dance descriptions. This will
eliminate senseless repetitions in writing and reading the step patterns,
A% the same time, it will make the dancer aware of certain basic character-
istics which eventually lead them to:a better understandlng of Hungarisn
folk dance, Some basic. Hungaxlan dance terminology will be 1ntroduced
along with the basic step descriptions to identify the steps,

(1) Csafdaq stens and variations

wlnvle Psardas gtep 4

I Step on the R ft 4o the R side

2 Close the L ft to the R fit.

This can be repeated the same way, or to the opp dlrectlon with opp
ftwk ﬂlsoy 1t can move fwd or. bkwds, o

H_Douole uSde =2 Step ~55”34y :
- :The most oommon varlatlon of the osardas step 1s the double csardas
step: ' : :
1 Step on the R It to thﬂ R side’
2 Step on the L ft besgide the R ft
3 Step on the R £t to the R gide :
4 Close the I ft %o tie R £t .
Repeat with opp twk (synmetrlcal) The double csardas gtep can also
be done fwd {zig- zag) or okwd (zig-zag)

For the less experienced dancer the author recommends that. the csardas

step varistions be ‘done in a- 51mple, smooth way, without any special knee-
bending or bouncing. The more expellenced dancer .should be-aware of some

of the spe01aI "styling™ points of the csardas step, . as they are done by the
natives, - THere,are,twe different ways of exeoutlng the steps. ‘Oné-is the
so-called "Rezgo: CsardaC‘,(thmble or shake), or, as modern dance reseavchers
refer,toc them, "Upbeat Cgardas"” steps. The other type is the "Downbeat

Csardas.” Both involve the bending and straightening of the knees, The N

relationship of the knee-bending and straightening to the musie .detsrmines
the up or,doynbeat style. The following is a detailed description of the
double csardas step: '



BASTC STEPS HUNGARIAN CONT'D - o -4- (89)

R ,.iReZgos“(Ubbeét)-CSardas-~J‘%gfi_qf:- 4

" Begin in 18t pos parallel

Before the actual first ct, bend both knees. '

Step with the R £t to the R 31de, stralghtenlng both knees.;:

Bend both knees. : ,

~3tep on the b ft- b951de the R ft, stralghtenlng both knees.:

Bend both kneeg ' _

Step on the R ft t¢ the R side, ‘straightening both knees.

Bend both knees, _
Close the L .ft to the R It .atraightening both kne@s. -Repeat with -
opp ftwk (symmetrlcﬁl) B _ o

The empha81s is on the knee-~- stralghtenlng, which always occurs on the
musical beat. Because of this, the term "Upbeat™" is used., As .an exercise,
the author recommends that the step be done to simple_counting, ag follows:
and-one-and-two-and~three-and- four ;The_gg@ is the knee—bend,'and-the ct
is the straight knee. : Co

In an actual dance 81tuatlon, The: knee movement is guite. Small. The bending
and straightening are not - sharply separated from each other. ~ Variations -
also exist with respect to amount of force used to perform the movement.

The knee- stralghtenlng can be soft. or sharp, - :

The "Downbeat™ Csardas ig: 3ust the opp ‘of the “Upbeat“ Csardas in countlng
and performing the pattérn, The "Downbeat™ Csardas empha51zes the knee«
bend, which- occurs on the beat. : .

?%w@M@H@

s . .Downbeat Csardas CTEE T b
Begin in Ist pos parazlliel,

Step on the R ft to the R side, bendlng both kneegs,

Straighten both knees,

Step on the L ft beside the R ft, bendlng both knees.

Straighten both knees.

Step on the R ft to the R 81de, bendlng both knees.

Straighten both kneés.

Close the L ©t to the R.ft bendlng both knees.

Stralghten both knees.

“Repeat wwth opPp. ItW& (symmetrleal)

@#@m@m@w

Here the count is: . one-and-two-and-three-and- four-and, with the knee-bend
on the beat., In actual danCLHg, the knee movement is small and the bending
and. Stralghtenlng,of the knees is hot sharply separated from egch,other,
The "downbeat” c¢sardas is the exact opposite of the"upbeat" csardas.
Slthough thig is true so far as structue and rhythm are concerned, in .
actual dance situations, the dancer might observe that the "downbeat™
csardas step is much.softer and more relaxed in appearance, 'This is due %o
the ‘fact that.im this step, the knee-stralghtening is rever as stiff ag in
the “upbeat" Csardas. s a matter of fact, It should be executed with
relaxed knees throughout.‘

In Hungary, these two dlffarent csardas qteps can be- characterlstlc of -

local areas or even whole regions,  In other places; you might find that

noth types are danced. Howevcr, it Seems that the upbeat csardas is more
popular-with the older generatlons. ;=' :

In the ballroom csardas, “thé upbesa.t type is domlnﬂnt sometimes to such an
extent that the whole thing becomes almost senseless shaking. This "style"
developed among the rural landewners inthe first half of this century.

From them the name, "gentry csardas" developed,
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T .

Csérdas gtep variations, slthough they are found in almost every,existing

nungar an dance~type, are most common in the slow part of the csardas and

in the girls' circle dances.

(2) Another widely-used step pattern and its variations is called "Rida."
Generally speaking, this 1s 2 side-step and a2 gross-step, or'a cross-step
- followed by 2 Sidm~qneb._ It seldom appears as a-gingle step. put is
uvunlly found in a serijies for cpl turnc, SOLO turns, or mov1ﬁg a whole

cirele.

The latest Hungarian dance dﬂ&crlptlona, based on tneoretlcal 1nvest1gab10n
of the Rida steps and their uses by naulves, divide them into two cate-
gories: open or olosed rida., :

Cpen: ‘Rida J o
1 Step on the ball of the R ft to the R

2 3tep on the L It across in front of the R ft with a snall knee-bend
_ Pepumt w1+h the game fiwk in the same directicn, )

The open rlda generdlly has a "riging-sinking" feeling, but thls up and
down movement is rather smooth,’ soft, and contlnuous_llke an ocean waveé
and is definitely not staccat o{_;The'above description beging with the R
£t .and moves 1n a R diréction, but can also -be done starting with the L ft

i_wmdving-in‘a-L;direqtion. ThiSrpatte n is called open rida because the

'ufirst stepy on the musical beat, is a ‘5ide or open step..

The open rida can alsgo be done in a wal iking style without empha81zlng the
- up and down movements or with lezps 1nstead cf walklng steps,. Wthh glves R
the | ssguence & runﬂlrg” stvie, . . .

The opp081te type of rida is %he CTOSed rlda.

Cloged. RWda .o : : o : R
1 Scep ‘on the B f% scross in front of the L ft wzth ‘a. small knee bend,
2 3tep on the L % to the L side, . R .

Revpeat with the zame ftwk in the same dlrectlon.

That which was said =zbout the open rida is also gen@rally true of the
clozed rida. The. mal difference is that the first movement: is a cross-
step with a slight knee- cend and occurs on the musical beat.

Earlier dance directions refér to open rida as preat rida; and ta the
closed rida ag a downWeat rids., This was due .to the: relatlonshlp ‘of the
stens to the music. However, as mentioned-earliér, the rida steps can be
done without emphasizing the up or down movement Therefore, the author
feels that the new Hungarian terminology .is more accurate and practlcal
than the previous one,

Rida steps are most commonly.used. in cbl. tarnb;'elther in the Slow cr - fast
csardas sequences. Algo, this is a very popular Step in glrLs' ‘circle
dances, esp901plly in the fast sections. .

The .author would .like to p01nt out that the Hungarlan rida is c1osely
related 4o similar steps in other national dance types. The so called
"grapevlne"j nd popuiar "buzaz utOp“ ‘are among them, '

(3) The third type of step to be degeribed is alsd a very common Hungarlan S~
dance step—«the Cifra, or "Ia“mas 1epcs"‘(three steps)
.

Cifra LD L
1 Leap onto the R £t to the R.gide .-
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R & Step on the I £t beside the R Tt
2 Step on the R £t in place
Repeat with opp fiwk (symmetrical)

All three steps are done on the balls of the feet, and this gives a light

quality to the step pattern. The rhythmic pattern can be broken down into
a guick, quick, slow relationship. When Cifra steps are done in & series,
the starting £t alternates. The pattern can be done fwd, sideward, bkwd,

turning, or zig-zag direction, :

some regearches believe that the cifra originated in shepherd dances,
Although the use of this step touches almost avery other Hungarian dance
type, it is still the most common in the shepherd dances, particularly the
"Kanasz" dances, '

Among the relatives of the Hungarian cifra are the Serbian "threes," the
English "set,"” the "pas de basgue" ag well as the three-step balances,
and other step patterns in a . ¢+ (quick,quizk,slow) rhythm,

Recent publications of folk dance books and dance directions in the United
btates deseribed anothey movement or step as bagically Hungarian. The
Hungarians call it "bokazo," which means "heel-click.", These publications
contradict each other when they try to describe the bokazo, Hungarian, ,
researchers, folklorists, dancers and choreographers use the name "Bokazo,"
as a genergl.term for all combinations of heel-click steps, The variations
of the bokazo which will be used In selected dances are described separately
along with other step patterns in the individual dances,

AUTHOR: Andor Czompo

Presented by John Hancock
Tdyliwild - 1977
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(Sweden) e

Cammal polska {(GAHM-ahl POHE-ska) means simply "01d Polska®, and might
well be called the archetype of the couple-turning dance in-Scandinavia,

In 3/4 time dut: differing from and much older than the Waltz, the Polska

is the mest distinctive of 211 Nordic rhythms, and is of course not to be
confused with therelatively recent 2/4 time Polka. . The triple-count of the
Polska constitutes the rhythmic framework for the greatest share of all
folk songs, instrumental, and dance melodieg in Sweden, and Norway too, :
where it is called Pols, American folkdancers are best acquainted with :
this rhythm in the Hambo and Snurrbocken, but there are countless hundreds
of other dances based upon the same dlstlnct meter.-' o : i

The Polska, as both a. musloal and-. rhythmlcal form, has . been known in’
Scandinavia since the Middle Ases, and indeed relgned supreme as Sweden* s
"national dance" for over two centuries, up to the middle 1880s. Today ™~
however, except for the Hambo which still survives as an “oldtime dance®,
the traditional Polska is virtually gone as a popular dance form in Sweden,
Only the country fiddlers-have preserved 51gn1floant part -0f the incred-
ibly rich treasure of Polska music, Fortunately, during the past few years,
thanks to a number of devoted fiddlers and folklere-oriented teachers, a
number of alil- bu*-forgotten variations of the . Polska-have been brought to
light thru résearch among very old people, and have provlded invaluable
insight into the historical development of this’ 1ntr1gu1ng dance form,

~—~The old Polska.described here is based upon thisg research, and contains
the most fundamental of the Polska steps as used in a pertner fturn. In
effect, this tukn is but an "exten81on“ of a forward-moving Step done in
Polgka tlme, with two movements to a count of three. One merely adapts
the open sgtep with its "one, ---, three; one, ---, three® weight-shift
patiern, o a closed" turn——ee51ly and natura!ly, without ever loging the
bagsic rhythm, {Actually the whole thing is so simple it is astounding!)

As 1s the case 1n all couple Polskas, the M is the master of the dance,

and he must lead it, Tirmly,. thoroughly, and unerringly, .The W in effect
gets a "free ride”. If the M knows his steps well, the W need only "let

me drive”, Gammal polska is surely not a complex dance, but like the
Viennese Waltz, 1t is comething that craves patience and practice. Once
mastered, it can be one of the most relaxrng vet satisfying of couple
dances, and the oon501entlous dencer w1ll be amply rewarded for hls tlme. .

SOURCE: - As personally observed and danoed by Gordon E Tra01e thru
regsearch and field work in Sweden (1950-51, 19355, 1360- 61
1963), and taught at szndla qolkdanoe Club, oeattle.’

MUSIC: . KECORD PUR _ | L
FORMATION:  For any number of cpls, LOD, CCW, Open shoulder-waist pog. -

. free H hanging ‘loosely atjsldes (NOT ON HIPS!); closed Swedish
: {folkdanoe hold {as described below)._

~sTEPS: ZOoen Polska Step, as used in CGammal- polska- Thls Is in
agsgence a promenade, or "rest step" if you will, in Wthh
dancers move fwd in LOD in open pos, prior to making the.
closed turn., The ftwk, insofar as weight-shift patitern goeas,
ig identical to that used in the turn,
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There are but two ft movements during the three cts of each
meas, and these occur on the 1s% ?nd 3rd beats. tne 2nd belng

& "hold", . T
e .Ct l - StuP L "”;“cht T - step R L s
S €% 2 - hold pos- (L 1n xau':th 2 -'hold pos (R ln front

' front of R) L o oof T) o

“hiot i3 step R

The steps on'"3" and’ "l" thus comé An 1mmedlate sucer81on, whereas there
1s a pause between "1" and “3" P _ :

.Pot 3 - gtep L

IR

IMDORTdNT These steps should resemble an ordlnary natural walk. (the heel
making contact with the floor before the rest of the ft), rather than slides
or, a ballroom "dance-walk™. Though somewhat syncopated, the movement"'__J

should be smooth and. flow1ng, not in any. way Jerky, or “mllltary" ln S
chafaoter. .,»_- T o , , L SR e

G OSFD PO SKh STEP. as used in uammal polska-' This lS ‘a form
_of “the L £t Polska’ (referrlog to the M's step), and is there~
. fore closely related to the step used during the turn Ln “the
Swedish Snurrbocken, the Dsnish . Sonderhonlng,'and in one,;
figure of the Norwegian Roros pols, As danced in Gammal
... . Polska, however, the gtep is much smoother and deflnltely
o ”doeo not accentuate each beat of the music. o .

_-:-“m's Step° o . et 1 - plvot on T, leadlng around QW
S - ... ct.2 - continue pivot on L, while keeping R
‘close by so- that it "trails” around in
. '--V: slight contact with the flgor (ise.both
¢t 3 - step fwd LOD with R, with Sl¢ght pivot .
enough to complete full “evolutlon
qround. : Dy . .

© W's. Stepr *G rotalns same rhythmlc pattern of £t movement
. .., ~on the tu;n ag she does -in the opon step, . ..
~“hruout the M controls the turn’ w1th ar flrm
1ead so w need only-"follow", :

If the open Polska step is d oced properly, there is no gredt change in =
the feel of . the step: pattern, orice one begins the furn; it's simply a
matter of mOV1ng the body around cw so as to make a :.full turn en each meas
of music, R T

The turn should be extremely smooth, with neither too much "bounce" (zs in
Snurrbocken” not any "dip” (as in the Hambo)}., Yet 1t should in no way"
become lifeless or stilted, for -there is a. certalin "lllt“ whlch is eas-
sentizl to the Polska s dlstlnotlve rhythm.

S

Charactér: Relaxed, with ilOW1ng motlon, yet flrm and powerful

The following two parts are net.figures in the Leguiar sense,” but merelg
two dance. hos” utlllzlng essent1d11y the same step; once in open fwd, and
the other: closed turnlng, alternated at w111, W1th no fixed number of meAs
for ewther' . : ; : R
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5., OPEN POLSKA FUD
In open Shoulder walst pos, free H's loosely at sides, beg
on outside ft, any number of open Polska steps fwd in LOD.

B. CLOSED POLSKA TURN

Taking closed owedish folkdance hold (described below), c¢pl
turns CW with any number of Polska turnﬂng steps, maflng one
FlUll revolution for each meas of music, and progressing in
LOD,

CLOSED SWEDISH FOLKDANCE HOID: Common toa great number of the older cpl
dances thruout Sweden 1s a closed pos differing from both shoulder-walst
and the conventional waltz pos. Combining the best features of both, it
ig thus:

M*'s R arm around W's waist; W's T H on KM's R shoulder; M's L arm sharply
bent with hand open, palm facing in, in order to grasp W's R elbow; W's R
arm held straight out from shoulder, her R elbow in M's L H, and her R H
holding M's L arm just above his elbow,

Exact location of M's L 2nd W's R H igs of course contingent upon relative

arm lengths, but essentially M's L arm is bent, while W's R arm is straight

This sllows for M's R ft to come between the W's it, and her R ft between

his ft, while at the same time providing the solidity of the ghoulder-waist
_Aold,

Among organized folkdancers in Sweden, this pos is recommended even for
the Hambo, and is indeed called "Hambo hold",

Presented by John Hancock
Tdyliwild Weekend -~ 1977
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{Bungary)
(Lah-koh-dahl-mee Tahnts)
The wedding is one of the most important milestones in a young person's
1ife. For the young giri, this is the step to womanhood. -The wedding
Cday ig full of -gorrow and hhoplness, The young bride experlences severat
Sraditional ceremonics, during which time her girlfriends sing and dance
around her. Lakodalmi Tanc 18 one of the many variatiohs of  this type ;
0l dance. IR N

SOURCT s Based on research done bygﬁgdﬁr Czéﬁpoiin*Huhgary;' .
MII T RZCORD ~ Voyager VR LP 401 |

FORMATION: & Giris. in oae circle, in a front c¢ross-hold- pos., R arms are
ST 0m~tonat GirIS *“so nula a white, handkerchlef in their R H's.

STYEE The dance is very 5olemn ﬂnd lyrlcal iv”‘---f;'  ;fﬁ:
- R R - - _PATTERN
Meng . ; ”-] T ’;Q,q- .
NCTE:  Souwe of the.bf&im and motifs are descr¢bed in terms of meas,
ar eus.  This iz indicated by the ¢etter M or C be81de the ct or meas
in the dance desolip+3~n; e
FICURE I FORWARD SIDE STEP ' ¢ ?ﬁ*i-*f--f~" i i
Facn of these is a measure_c%.31CtSy I d
Step on the R It fwe '
2 THap et TOEE pkwds
5 Step on the R £t to the R sd S
. .Cluss the I £% to the R' ft, taking wh.
Repeat th° same wayu T _;. "
TNOTEs  This is a mnle slow movemé sht without anyjspe¢ia1 kneebend or
pounce. pe L o
FIGURE 11 SLOW WATK FORWARD AND BACK Ly E g
1 Tarniang the hips slightly to the R, step on the R ft fwd in
70D e o N
2 Step on the L ft fwd .. ..
3 Step on the R It fwd ' o R
£ ' Step on the T % bkwd' .
Repeat the same way PPN ”
NOTE: PFelliow a matural walking style,. o
PIGURE 111 SIDE CROSS STEP (HESITATION) FERE
I Step on the R #£ Yo the R sd
2 $tep on the ball of the L It behlnd the R ft in 5th pos.-!
:ﬁﬁép;ﬁlbn the R % in front of. the L f?_;n ﬁth pos.,

T . ) A _
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et
1.

b

NOTE ¢

Meag

1-16

1-12
13-16

NOTE '

2
3

'”J,Repeat the same way

Repeat with .opp ftwk: (symmetrlcal) _
» Ini meas 2 the two steps are done equally over. 3 cts.
" FICURE IV GRAPEVINE f*J'“‘* -

.-:gStep on*the' R ft across in front of the L ft deflnlte knee

bend

.Stepron the LTt to the L sd |
Step on the R ft acress”ih back of the I ft
Step on the L ft to the L sd

Thege are smooth,1con+1nuous steps. On each cross-step,

bend the knee sllghtlv.' The hlpS naturally follow ~the movement. of

£ N

YIIT FIY&LEH 4«“J,5”

FIGURE V TURN w{athf

With b4 walklng gteps, make a complete turn in a small clrcle
to the R (CW), starting with the R ft, .

i

. PIGURE VI SIDE STEP AND RIDA - -0 d4 | &

Step on the R f% to the R sd
Do two open ‘Rida steps to the L
Step on the L ft to the L sd

Repeat the same way., In meas, 1, shift the wt from the L ft
to the R ft. BEE

FIGURE VII SLOW WALK AND GRABEVING - - = - b 200 oo i
Step fwd on the R £t in IOD. R

Step fwd onthe L ft in LOD

FPacing the ctr of: the 01rcle,'step on the R ft to the R sd

' '8tép on the L ft behind the R ft,

Step on the R ft to the R-sd. Step on the L ft in front. of
the R T, o a. S

2

Step on the R ft to the R sd

Step on the T £t behind the R £t with a knee bend

Step on the R £t to the R sd -

Close the L ft to the R ft, bowing slightly fwd
THE DAEQL SR

MOVEMENT RN SIS

PART T MFLODY A e

Do four fwd. side motifs : (Flg IT

'MELODY A REPEATED . .-

Do three slow walk fwd and bk motifs (Fig II)
Do two side-cross steps (hesitation} (Fig TII)
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PART 11 MELODY B
-4 Do two grapevine steps (Fig 1IV)
5-5 Do the turn motif (Fig V)

NOTE: Release the hand-hold and turn out from the circle with the
first step. I.ead the turn with the R H passing neighbor smoothly.
The turn is definitely a small circle, gso do not pivet in place,

] T

75 Do two single csardas steps (upbeat) to the R and L; at the
same time, resume the original hand hold (front crossing hold)
9-16 Repeat meas 1-8
MELODY B REPREATED
1-16 Same as Melody B
PART ITI MELODY A
3~16 Do four zide siép and rida motifs (Fig VI) -
MELODY A REPEATED |
1-16 Do four sicw walk and fast grapevine motifs (Fig VII)
FINALE
1-4 Do two grapevine steps (Fib IV)
—~ NOTE: The music gradually slows down, Follow the change in tempo
5.8 Do the turn motif (Fig V) with slow steps
78 Do the finale motif (Fig VIII)

if the dancers learn to hum or sing the meledies, it can be done without
vhe recorded music, This gives a lot of the criginal flavor to the dance,

Presented by John Hanceck
Tdyliwild Weekend - 1977
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~ T - (Hungary) : . :
' ' o (Mah doh~cha —ee Tahnts- ohk)

Wadocsa ig a smaTl, very old v1llage in Telna County, south of Budapest,
The local cpl dances, slow and fast csardas, belong:tc the general middle
Danubian dance style. The natives are; at present, consciously trying to
preserve the old dances. -The local pe&sant’dandé‘ensemblé is well-~known
in Hungary. : : \ SR

SOQURCE: Learned by ‘ndor Czompo in a. da we course for advanced dance

teachers in,Hungary in 1966, Also, George Martin, "A Sarkozi
Dunementi Tdncok Wotlvum—klncsa“ (dance monography)

MUSIC: RECORD - Traditional., Slow and fast part. Voyager VR LP 401,
Side 1, bd 2, - B o '

FORMATION: Cpls scattered around the floor, fa01ng each - Dther in shoulder
gshoulder blade pos. . ST :

STYLE: General csardas style

MUSIC: _ PﬂTTEPN

o el T e

SLOW CSLRDaS
FIGURE I HEET, CLICK CSnRD S (M)

Same as dbl csardao.step (upbeat}, but with each. 01051ng step
click the heels together._ The steps are small.
FIGURE II CROSS CQHRDLS STEP o ¢ 4

1 Step on the R £t to the R sd o

2 Step on the L ft behind the R £ in 5th pos,

3 _ Step on the R ft- to the R sd |

L Close the L £t to the R £t
Repeat with opp [twk (symmetrleal) _
FIGURE III TURN AND CSARDAS - !« (G4 J

1-2 With almost a 3 turn- to the R,3step on the. R ft, fwd

3 Continuously turning another: z turn on. the R-ft, bring the
L £t to the side

4 Step on the L ft to the 81de, complor1ng tho full turn

5-8 Do two single Csardas stepu, R and L

NOPR: - Free Hand hold:. for M.  The R H leads the turn for the M, "V
H'a are placred on the hips. - ' ;
PIGURE IV STEP HOP HEEL CLICK (M) § . /=
1 With 1/8 turd to the I, step (sbamp) fwd on the R £t with a
glightly flexed knee, At the same time, 1ith +the T, Tower
leg diagmmlly scross behind the R leg,
2 Hop on the R ft, turning 1/8 to the R; at the sawe hime, swing
the L lower J.PD r'I'I“! Jflu"!-i lv/,,_,.]_\m]_ banl, -
3 With a8 Jump, cloge the Lo fL Lo Ehie B L4, Tiokirver Ytha honler
Eoge Lo, '
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i

1-4 7

Boove nE W on O

Pause

<t

= straight knees.,

Step on the R -t
-_Step on the ball

Rise on the bhall
R ankle

Clesing the L, ft
Pause,

Q0 3

Hands are placed
FAST CSA RD“S

"Stép on the R £t

in
of

of

to

-PIGURE VI LEAP HOFS.
Pts face each uther,

lst varlatlon

bk

Hop on R ft klcklng L lower leg sllghtly fwd
Repeat meag 1-2 with opp fiwk -
With 4 running steps,:.change places,_turnlng

in®

% e

Repeat with opp 1‘”cwk (symmetrlcal)
[ FIGURE V LIPPENTO (W) Py T -
@ Take a small step sdwd on: the pall of the R. £, Knees stralght
‘.'Step on the L ft across in front of the R ft flex1ng both knees
.Glose the R £ to the L ft, rlslng on the balls of the ft,

-Lowering onto the full ft flex both knees.

-2l

The hand hold is free

front of the T with flexed knees

the I ft to the L )

front Oflthé;L;ft"with'flexgdiknees"
the R ft, bringing.the L.ft beside the

the R £t, flex both knees,

the hips

AND. TURN

handa: ho1d low, R to L H and L to R H

i it -. N

Leap onto the R £t in place,

out releasing the hand hold

2nd Vdrlatlon

! AI .J' ‘J'

Jiftlng

Lhe T

Townr Tag

CCU and with-

fDo four leap homs and tne % turn'with fdﬁr'ruhnihg gsteps
" FIGURE VII HALF TURNS IR |
- WJump into 2nd pos with ft parallel bendlng both knees
L.eap onto the I, £t to the L .

.Step on the R £t veside the T £t _
Jump into 2nd pos, as in meas_l-?lfﬁ

_Leap onto thﬂ R ft to the R

Step on the L ft in front of the R ft
I TR FW

MOTE 5 ")mﬁjnb mess k-l
~ivection. . : e

FIGURE VIII RIﬁﬁ WITH TDRN OUT
Cpl turns together CCW with two open ridaﬁStgps

e P

¥

m’ld meas )—R f‘f"w a

—%— timn ha eaoch

*"?f“; RN

alischtly

s
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5-8

1-k
5-7

17-24

¥ does Two more rida steps in place., At the same time W tTurns
under the M's L H, which holds her R H high, with two rida
steps, making a.full turn

FINALE VARIATTION  of 4 ¢+ PR
Same asg above Meas 1-4

M -~ do two rumning steps in place and close the R ft sharply
to the I ft,

W - do tworunning steps, turning out under the M's L arm as
described above, and cloge the R ft to the LI ft sharply.

Pause.

THE DANGE
INTRODUCTION
SLOW CSARDAS

M does 2 heel click csardas steps (Fig I) to the R & L., W does
2 crogs cgardas steps (Fig II) to the R and T,

Cpl turns CCW with 4 open rida steps
Repeat meas 1-4,
Release the hand hold

M does the turn and csardas motif (Fig III)., W does 4 gingle
csardas steps to the R,L,R,L. H are placed on the hips.

M does 2 step hop heel click motifs (Fig IV}, W does the
Lippento motif (Fig V)

Repeat Meas 9-12, Note: wvariation possibilities: M may
replace the turn (meas 9) with 2 single csardas steps, R, L,
At the game time I may replace the 4 single csardas steps
(meas 9$-10) with the turn and csardas motif (Fig III)

Repeat meas 9-16

Repeat the whole slow csardas part once more,

FAST CSARDAS

Cpl does the leap hops and turn motif (Fig VI) variation 1
Do the leap hops and turn motif (Fig VI) variation 2

Do 6 leap hopg (no turns)

Joihing ptr in shoulder shoulder blade pos, cpl doeg half turns
(Fig VII) two times

Cpldoes the Rida with turn out (Fig VIII)

Repeat meas 9-14,

Repeat the whole fast part, meas 1-20,once more, doing the
finale variation at the end,

Pregented by John Hancock
Tdyliwild Weekend - 1977



