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Notes on a Rare Dance Book

Diana Porteus

The following plates come from an 18th century country-
dance book which turned up in an Oxford antique shop
window in 1980. Several pages including the title-page
were missing, and all the dealer knew about the book was
that it had long been in the family of a recently deceased
local man. My attempts to identify the book initiated a
large pile of correspondence from institutions and
individuals, some of which ! has proved very helpfulin the
compilation of these notes.

After a lead from Tom Cook, the book was duly identified
by Roger Duce. It is “Caledonian Country Dances Book
the Fourth Being a Collection of all the Celebrated Scotch
Country Dances now in Vogue, with the Proper Direc-
tions to each Dance, as they are perform’d at Court, and
Publick Entertainments. for the Harpsicord, Violin,
Hoboy, or German Flute. London. Printed for I. Walsh
Price 2s. 6d. ....2d. Edition.” The date is c. 1745. Other
surviving copies are in the National Library of Scotland
(Edinburgh) and the Mitchell Library (Glasgow.) No
surviving copy of the first edition is known.

Books of “‘Caledonian country Dances” were published
by John Walsh in London between 1733 and c. 1760. (A
complete list appears in Smith and Humphries? and in
the British Union-Catalogue 3.) The descriptions ‘Cale-
donian’ and ‘Scotch’ can, perhaps, be taken with a pinch of
salt; it would be hard to prove a Scottish origin for some of
the dances. The titles and melodies of many of them, and
some of the corresponding choreographies, also occur in
contemporary English dance-collections published by
Rutherford, Johnson, Thompson, and Walsh himself.
The contents of the final edition of Caledonian Country
Dances were described by Walsh as ‘Scotch and English’,
and further dance-collections published by him were
described as ‘Caledonian’ in his catalogues but not on the
title-pages. Although styles of dancing may have differed
regionally, both sides of the border shared a common
repertoire of dances to some extent. These books may
perhaps have reflected — or fostered — this situation.
Thete were undoubtedly aimed at an English (and largely
London) market, who are likely to have danced in an
English (and largely London) style. Clearly, the question
of the validity of the term ‘Caledonian’ is a thorny one, and
it has been suggested that Walsh used it merely to cash in
on the current vogue for things Scottish. He also
published several collections of ‘Scotch Tunes’ for violin
and for flute. Both Johnson and Wright brought out their
own books of ‘Caledonian’ dances at about this time, and
these, like Walsh’s, have the tunes and basses printed
together — an unusual practice in those days. (One of
Wright’s dances is reproduced in the 1980-81 edition of
this Journal.)

Walsh’s Book the Fourth originally contained 84 dances
spread over a hundred pages; 76 dances (p. 5-92) have
survived in the Oxford copy. It is this incomplete copy
that I shall refer to hereafter. The book measures about 16
x 9% cm. Walsh was in the habit of re-using plates from his
previous publications to compile new ones, and this per-
haps explains the slight changes in the music-engraving
style or textual typography which occur every few pages.
(In this respect, the two plates given here appear to have
had a common origin). Many of the dances share common
titles with dances in Johnson’s *“Choice Collection of 200
Favourite Country Dances” vols. 3 and 4, Rutherford’s
“Compleat Collection of 200 Country Dances” vol. 1,and
the anonymous “Select Collection of Country Dances” 4.
Some titles also occur in Walsh’s “Compleat Country

Dancing Master” and in vol. 1. of the “Compleat

Collection of 200 Favourite Country dances” published
by C. and S., and S., A. and P. Thompson. However, it
should be borne in mind that, where two or more dances
carry the same name, the choreographies aren’t neces-
sarily connected.

In Book the Fourth there are no indications as to the
dance-formations, but they appear to be all longways sets,
with two — or more often three — couples involved at
once. In one or two dances, four couples are involved. The
dances vary from the very simple and commonplace (e.g.
Fausan’s Maggot, lasting only eight bars: “Foot to the
Man and Wo. Cross over two Cu. and lead up.”) to those
requiring five or six lines of small-print instructions and
involving ten or more figures, e.g. The Braes of
Balquhider (a genuine Scottish dance?). The degree of
detail given in the instructions is variable. The most
frequently occurring directions are: cast, set, foot (or foot
it), turn, turn single, cross over, change sides, figure, half
figure, figure in, hey, lead, right and left, and hands round.
Less frequent are the directions: run, slip, gallop, dance
round, clap, hands across, back to back, double figure,
change places, foot it double, foot it out, turn it out, and
turn the tune out. I have not yet discovered the meaning of
some of these terms.

Fashions in country-dance figures are always on the move,
and the obvious interpretation of a particular term isn’t
always the correct one. For instance, ‘cross corners’ would
have told the middle man of a three-couple set to do a
figure of 8 around the bottom and top couples, if he were
dancing in about 1752; but if the year was about 1816, on
the same instruction he would have looped around the top
lady and 3rd man. Neither figure is what today’s dancer
would understand by ‘corners cross’ and both require
more music. The nearest thing we have to a handbook on
the period of Walsh’s Caledonian Book the Fourth is
Nicholas Dukes’ “A Concise and Easy Method of
Learning the Figuring Part of Country Dances, by way of
Characters. To which is Prefixed the Figure of the
Minuet.” 5 This was published in 1752, and gives both
verbal explanations and diagrams; but as Book the Fourth
predates it by seven years, and some of the dances were
probably reprints from earlier books, we can’t be certain
that the figures therein are all to be performed as in Dukes.
Unfortunately, Walsh’s use of repeat-signs :|: in his
book is less than reliable; and his use of the section-
markers — = etc. to show which section of tune is
needed, is so inconsistent that the marks must never be
assumed to be correct. This makes it harder to interpret
some of the dances — especially to work out how many
bars a given figure requires.

‘Footing’ is required in most of the dances. The term
occurs in Playford (e.g. 9th edition, part two, 1696: Mr.
Eaglesfield’s New Hornpipe). Wilson (1820) equates
footing with setting, but Walsh sometimes uses both terms
within the same dance. Dukes (1752) says ‘“‘according to
the present method of dancing they keep continually
footing, as in casting of, crossing over, or any other part of
Figuring, you may foot it forwards or bacwards or
sideways as the Case requires.” In Book the Fourth the
term is used to denote some form of stepping to another
dancer, often for four bars, while remaining in the same
position within the set. In one dance however the direction
“foot it down one Cu”, taken in context, implies footing
while travelling, as described by Dukes.

There is a fair variety of musical styles in the book: vocal,
instrumental, mundane, very attractive, Scottish, and
“Vauxhall-Gardens-song”” among them. At least two of
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the tunes also occur, note for note and till for trill, n
Feuillet's “Recueil de Contredances™ [(1706). Most of the
melodies are tuneful, though a minority have very poor
basses. Two of the more elegant and attractive pieces of
musie, o my mind, are “Suckey’s Fancy™ with its
syncopations and modulations, and “The Blithsome
Round™ which incorporates major and minor sections.

“Anson's Delight'', along with the preceding dance in
the book [“The merry Sailors of the Centurion™)
commemorates the return of Admiral George Anson from
his world voyage in 1744, [ haven't so far come across this
dance in any other collection, The instructions are
srraightforward to follow. They also fit the tune easily: the
dance starts in the Grst full bar % the repeat of the first
section of music ends at the sign == ; the repeat of the
second secrion (ambiguous in the notaton but clearly
needed ] starts with the “fall back™"; “foot it as before™
implies a preceding “then meet”. The fnal “cast off™
refers 1o the first couple.

“Compleat Collection,..” vol, 1, the same tune and ritle
are wsed for a ditferent damce. Walsh's *Bob in the Bed’,
reproduced here, poses several problems, and various
interpretations of the dance are possible. Some of the
possibilities are given below — there are doubtless others
— but I have not artempted to supply a definitive version.
The formation is a longways ser, with instructions being
directed to the first of the top three couples, It s not
ohvious how many cight-bar phrases are needed for this
dance, or how the repeats should be organised. It should |
be noted that, where Walsh gives = = = = =, Johnson
Eives « 2= b= = 5 both wersions should be trr.at:d with |
caurion, and both omirt the final section-marker. Johnson’s
repeat=signs are the same as Walsh's,

I don’t know of any other dance containing the mysterious
instruction ‘rurn Bob', and I have been unable to trace the
words of any song called "Bob in the Bed” which mught
have thrown some light on the marter. My first thought
was that “Bob" was the next man, or el=e an extra man
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The *Ansons Delight” tune — though not the setting — 15
in the baroque ‘musette” vein, and its gavotte-like thythms
are far more typical of French than English or Scotrish
country-dances, In fact the tune was used much earher,
with a different choreography, for a dance called "La
Fanatique® in Feuillet's Recueil, and the first part of it may
have derived from the gavotte-branle tune recorded by
both Arbeau [1589) and Practorius (1612,

| By way of contrast, the musical style of “Bob in the Bed"
is one that's very familiar to ghe English folk dance clubs
roday, and is also typical of many of the dances in the book,
A rather similar rune known as *The Belfast Almanac® is in
the repertoire of some folk-dance musicians today. "Bob in
the Bed' occurs, with the same tune and choreography, in
Johnson's “Choice Collection...” vol. 3. In Rutherford’s
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whose role in the dance — perhaps suggested by the song
— was that of an intruder, But the word ‘bob® can mean a
deception or trick” or *to cheat”, and whereas Walsh prints
‘turn Bob', Johnson has ‘turn bob®, If a man foots o one |
lady but then without further ::er:m:cmi turns a different
one, clearly one of the ladies is being bobbed! Dukes gives
just such a figure, which he calls *baulking:

Set corners and baulk them, and turn yvr Partner, that is
the 2nd Man sets to the 3rd Wo and not turn her, but
turn inwards from her, and tern cight hands with your
Partner, and the 2nd Woman does ve same with the wop
man.

Dukes's diagram shows that the setting is done advancing
and that the right-hand turn 15 only half way round. His
figure is nor quite the same as the one in Walsh's dance,
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