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From the Editor 
Ii . THIS "' lSSUE 

'., 

MIKE STAPLES 

T
he spring and summer issues of SquareUp are the 
hardest to complete. Without a laptop, I am rele
gated to working inside. This season, I attempted to 
strike a balance between tending to the magazine 

and tending to the garden. 
SquareUp demanded most of my attention though. This 

issue's format, consisting mainly of two very large articles, 
proved more challenging than usual. I knew it would be an 
enormous task to present the history of square dancing and 
the history of gay and lesbian square dancing. Still, I had 
hoped to find writers for both articles, all the while suspect
ing I was asking too much. These are not the types of articles 
that are written from memory or experience -though there 
are probably a few people qualified to write the gay square 
dance history from experience - but instead must be re
searched and then verified by the experts. It soon became ap
parent that I would either write both, or would have to select 
a different theme. 

I decided to write both. Somewhat to my surprise, I found 
it fascinating to research the articles . While I knew much 
about the history of our community through reading Luis 
Torres' Ten-Years IAGSDC, I knew little about the general his
tory of square dancing. It was interesting to find more simi
larities than differences between the origin and evolution of 
the straight and gay square dance communities. We both 
started by dancing memorized sequences (not individual 
calls); we both faced problems with organization as our activ
ity grew; and, we both faced the challenge of meeting the di
verse needs of dancers as programs became more complex. 

Above all, the history of square dancing should help us 
appreciate it more. A few individuals with vision and determi
nation made modern western square dancing what it is today. 
Likewise, a few pioneers of gay square dancing had a vision 
that the activity would grow far beyond their original club 
though I suspect even they are surprised at how big it has be
come. As tlle face of square dancing continues to change, our 
indebtedness to its founders will always remain. 
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sg UAR E DANC E HISTORY 

courtesy of Lloyd Shaw Square Dance Archives 

Square Dance Historv101 
MIKE STAPLES 

T
he origin of gay and lesbian square dancing is 
well documented in Luis Torres' Ten Years 
IAGSDC. Tracing the origin of square dancing 
itself is not quite so easy. There is no one 

point in time or one dance that marks the beginning of 
square dancing, an activity that evolved over several 
centuries and resulted from a blend of many dances, 
including French quadrilles, Irish jigs, and English 
reels. 

In his 1939 book Cowboy Dances, Lloyd Shaw, con
sidered by many to be the father of modern western 
square dancing, noted the difficulty of tracing its ori
gin: "Had these Western dances been the dances of 
scholars, every variant would have been recorded and 
fully annotated. Chronologies and pedigrees and 
records would have been kept. But these were the 
dances of country folk, who kept all their essential 
knowledge written only on the uncertain pages of 
memory! They were the dances of laconic folk who 

didn't tell all they knew even under questioning! They 
were often the dances of secretive folk who were some
what jealous of their special talent and special knowl
edge ... So all we have to go by in our speculations is 
the internal evidence presented by the dances them
selves." I 

Fortunately, several books and publications have re
corded parts of the history of square dancing. Much of 
this article is based on material from A Time to Dance, 
written by Richard Nevell in 1977. Mr. Nevell traces the 
development of American folk dance through the con
text of the social, economic, and political factors that 
influenced it. A potentially dry subject comes to life in 
the manner in which Mr. NeveU presents it. I strongly 
encourage anyone with an interest in the subject to read 
A Time to Dance. 

This article picks up in the seventeenth century, 
when English developments in country dancing had a 
direct influence on American dancing. 
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SQUARE DANCE HISTORY 

1650-1800 

Country dances in England were performed 
by a fiddler who arbitrarily selected figures 
to accompany a tune. The same set of fig

ures was rarely called in the same sequence. The 
tunes, however, were played uniformly among fid
dlers. In 1650 John Playford, a London bookstore 
owner whose wife was a dance instructor, pub
lished popular tunes and an accompanying set of 
figures in The English Dancing Master. The book 
contained 104 country dances that were popular at 
the time, including rounds, squares, longs for fours 
and others. While the tunes were precisely re
corded, the figures were mentioned only briefly, 
without describing their components. 

The English Dancing Master was so successful 
that Playford and his family were able to live off its 
income for several generations. By turning the 
country dance into a commodity, the book 
changed the nature of dance. Over time, each of 
the 104 dances described in the book acquired 
names and were danced uniformly. Though it 
brought the country dances to a larger audience, 
Playford's work fell under criticism for standardiz
ing the dances and thereby making them less spon
taneous and joyful. Ironically, at the same time that 
print helped preserve the dances, it may have de
stroyed some of their spirit. 

The book also spawned the emergence of 
Dancing Masters, instructors who would teach the 
dances from Playford's manual. As the demand for "Itinerant Musicians" a painting by John ZoJfany (English 1733-181 OJ. 
country dancing grew rapidly during the eigh
teenth century, the Dancing Masters saw that it was in their 
best interest to cater to the largest group of dancers. 
Longways, which would later become the contra dance in 
New England, became the perfect dance to teach. Because an 
unlimited number of dancers could participate, longways 
was considered a dance for "as many as will." 

With increasing emigration to the New World, the dances 
of England found their way to the colonies. Nevell notes that 
the Puritans were not united in their opposition to the 
dances, but offers the following passage from William 
Prynne, a Puritan writer, as an example of the predominate 
beliefs: "Dancing for the most part is attended with many 
amorous smiles, wanton compliments, unchaste kisses, scur
rilous songs and sonnets, effeminate music, lust provoking 
attire, ridiculous love pranks, all of which savor only of sen
suality' or raging fleshly lusts! Therefore it is wholly to be 
abandoned of all good Christians. Dancing serves no neces
sary use! No profitable laudable or pious end at all ... The 
way to heaven is too steep, too narrow for men to dance and 
keep revel rout. No way is large or smooth enough for 
capering roisters, for skipping, jumping, dancing dames but 
that broad, beaten pleasant road that leads to Hell. The Gate 
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of Heaven is too narrow for whole rounds, whole troops of 
dancers to march in together!" 2 

The Puritans could not permit dancing for any reason 
while the less austere settlers enjoyed the old traditions from 
the home country. Many Americans sought the middle 
ground and found dancing acceptable as long as it did not 
interfere with one's work or religious life. 

Increasing immigration changed viewpoints and helped 
sustain the Dancing Masters. As the country dances became 
more popular, the demand and regard for Dancing Masters 
grew. Indeed, Virginians considered dancing to be the most 
popular social activity and equated an inability to dance with 
a lack of good breeding. Those who sought to maintain their 
social status enabled the Dancing Masters, uniquely qualified 
to teach the dances, to thrive. 

Immigrants often sought settings similar to their native 
rural areas in the mountainous regions of New England and 
in the Appalachian mountains. They brought different back
grounds and customs from the countrymen who had mi
grated from urban areas. To retain their customs and enter
tainments from the old country, they increasingly relied on 
Dancing Masters to teach the familiar traditional dances. 



The Dancing Masters would travel from town to town 
and stay one night or more depending on the size of the 
community. They often placed advertisements in local pa
pers, such as the following announcement in the New Hamp
shire Spy on March 20, 1789: "Dancing School. Mr. Flagg 
begs to inform those Ladies and Gentlemen who wish their 
children to acquire the knowledge of that polite Accomplish
ment that he will again open a school, at the Assembly 
Room, on Wednesday the first of April next, and on the Sat
urday following, if a sufficient number of scholars offer. He 
will teach the mode of the English minuets, Cotillions and 
the newest Contra Dances." 

As the colonies became more sophisticated, the country 
dances became more stylized and popular. Contra dances 
were favored and often commemorated events of war or 
American heroes. Dances such as "The Green Mountain Vol
unteers," "Jefferson and Liberty:' and the "Washington 
Quickstep" reflected the colony's desire for democracy and 
the battle for independence. During the American revolu
tion, French influence popularized new dances called "qua
drilles," the French term for a square dance formation of four 
couples. Though not a French invention, the quadrilles en
abled both the Americans and the French to distinguish 
themselves from the British and their contra dances. 

1800-1900 

The French "square" dances (quadrilles) became even 
more popular after the War of 1812, when strong anti
British sentiment led many urban Americans to refuse 

to dance the English dances. Only in the rural areas, where a 
strong allegiance to England remained, was the contra dance 
kept alive. As city dancing became more refined, the Dancing 
Masters found employment by catering to the tastes of the 
upper class, who were the most willing and able to pay for 
their services. The refined quadrilles of the upper class were 
often accompanied by highly trained orchestras. In contrast, 
the country dance offered vigorous dancing accompanied by 
fiddlers. 

The isolated mountain communities remained un
touched by the sophisticated influences of rural New En
gland. Irish and Scottish elements reflective of the inhabit
ants' heritage were incorporated into their music and dance. 
The mountain dances were often performed in a circle for
mation or in a four-couple square formation called the Ken
tucky Running set; these older rounds and squares eventually 
developed into the Big Circle dances. Mountain dancing was 
frequently done without music, especially in the southern 
mountain areas where the morality of dancing was still ques
tioned and the fiddle thought to be the instrument of the 
devil. During the first half of the nineteenth century, Puritan 
missionaries often fled to the mountains to convert the hea
thens not yet influenced by the urban Dancing Masters. 

In the mid-nineteenth century, the search for gold and 
fortune made the West the new territory for settlers. Early 

frontiersmen favored the "cotillion," a derivation of the qua
drille that retained the vigor of the old country dances. In 
contrast to the rehearsed quadrille movements, the cotillion 
was more of a spontaneous dance with figures made up on 
the spot by a "caller," the American version of a Dancing 
Master. Jigs and reels from Scotland and Ireland were also 
incorporated into the cotillions. 

Calling soon became the trademark of American square 
dancing. The dances were often rowdy affairs lacking the re
finement and gentility of eastern American culture. The 
boisterousness increased when European settlers brought the 
waltz and polka to the West where they were incorporated 
into the popular square dance quadrilles. This caused great 
concern among the clergy of the Episcopalian Church in 
America, who considered banning all square dancing because 
it might promote sinful contacts between dancers. 

In New England, the contra dances and quadrilles re
mained popular. Dancing Masters continued to provide les
sons in dance and etiquette, relying on manuals that con
tained detailed explanations of how dancers should prepare 
and conduct themselves at a gala ball. In contrast, rural New 
Englanders and Westerners enjoyed more spontaneous, less 

A French Dancing Master 
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SQUARE DANCE HISTORY 

formal dancing. They favored two new additions to dance 
that the Dancing Masters resisted: calling and the swing. 
Both contributed to the demise of the Dancing Masters, who 
recognized calling as a threat to their livelihood, and who 
considered the swing to be immoral. 

After the Civil War, industrialization led to the further 
urbanization of America. The folk culture was challenged 
and remained intact only in the rural areas. In New England, 
the contra dances were retained largely due to allegiances to 
the mother country. In the South, devastated by the Civil 
War, the culture remained relatively unchanged well into the 
twentieth century. The fiddler was retained as the central 
figure of the Southern country dance. Tunes were based on 
old Scottish and Irish reels and figures were called out by a 
dancer. Few figures existed though, and the floor was open to 
anyone. The only similarity between New England and the 
South was that very few people were dancing the old dances . 

1900-1950 

T he West, a frontier area with a spirit all its own, was 
different. Although the dances of the East were imi
tated in the urbanized areas, most Westerners adopted 

dances based on a combination of the Appalachian running 
set (a folk dance with couples forming one large circle and 
following a caller's cues), and the popular quadrilles and co
tillions. In the California cotillion, directions were made up 
on the spot by the fiddler. As the dance developed, the call 
instructions were given in time and tune with the music, 
forming the singing call. The caller would fill in humorous 
lines between the calls, beginning a tradition 
that would lead to today's patter calls. New 
steps and step patters were invented, and 
square dancing became a more vital and flex
ible dance form for all classes. Few people ac
tually lived in the West in 1900 though, and 
rural America was in decline as people moved 
to the cities. 

During this period, ex-slaves retained the 
only folk culture well known to most Ameri
cans: jazz. The government's promotion of 
American spirit during the First World War 
was a big factor in reviving the American folk 
dances and bringing them to the cities. Jazz, 
with its roots in folk tunes and rhythms, be
came very popular. 

Henry Ford, the inventor of mass produc
tion of automobiles, considered jazz a low-class 
art and searched for something to counter it. 
After visiting New England, he found his solu
tion in square dancing. (Ford's square dancing 
was the refined eastern style contras and qua r.:.ti~ ,":: .c.! l :: 

written to convince Americans to adopt square dancing as a 
cultural alternative to jazz. 

In his book, Ford suggested that modern dances were 
"determined by commercial considerations" and were too 
"one and one." He promoted the old quadrilles and contras 
with a strong emphasis on style and etiquette. Swinging was 
still thought to be a corruption and his glossary gave only a 
hidden explanation of it. Illustrations showed the old version 
of the swing from the quadrilles where partners join hands 
and do not engage in the waltz position. 

Ford took other steps to promote square dancing. At his 
expense, dance instructors were invited to Michigan to re
ceive instruction. Ford also sponsored a national broadcast 
of square dancing on Sundays, as well as dance programs for 
public schools and college campuses. (You can thank Mr. 
Ford for the addition of square dancing to your junior high 
curriculum.) 

Ford's attempts to revive the old dances with proper eti
quette were met with limited success. Ford emphasized mo
rality and manners more than exercise and community and, 
as Nevell writes, "failed to understand that the nature of the 
dancing he liked so well was originally far more spontaneous 
and free than he allowed."} Independent of Ford, country 
dances began to take off on their own. Their popularity was 
solidified in 1937 when "The Country Dance Book" was 
published by Beth Tolman and Ralph Page. Page called old 
contra dances, quadrilles, and squares, accompanied by a 
ten-man orchestra playing to audiences of up to a thousand 
people in New England. The dance revival was underway and 
quickly spread to cities throughout the northeast. 

" ,.;::, :",'.: r _", ', : ' "'; 
',-.:;' -1 

" :' ltn~ j-=" h,,·. 1\-:"I' ft- ," ril:"___ . ~.. :" .,' 
{.". ,!., .,~ u~ in ".t·",lL~~ &,v! ~ .·, i l :) ), ' :!.lI. ':~ : '{ . 1:'1;" ,·: .:, " ,t'drilles). His book, Good Morning: After a Sleep ¥·f ' . .. . . . 

of Twenty-five Years, Old-fashioned Dancing Is 

Being Revived by Mr. And Mrs. Henry Ford, was photos from Henry Ford's "Good Morning." 
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courtesy of Lloyd Shaw Square Dance Archives A summer workshop held at Cheyenne Mountain School in the early '50s. 

\ . 

The revival's\ biggest problem was alcohol. Since Prohibi
tion had been repealed, alcohol was prominent at most social 
occasions. Page sbught to clean up the alcohol and the fre
quent fights that ~lagued square dancing. With the support 
and help of the da\1cers, he succeeded. Those interested more 
in drinking than d<lpcing soon recognized that square danc
ing was not the activity for them. 

Page also sought to bring the joy and spontaneity back to 
country dancing. As Nevell notes, "Page, along with other 
proponents of the country dance, saw the value of dancing 
for its simplest virtues, unencumbered with affected courte
sies added to the dances during the nineteenth century. They 
understood the importance of the dances, not as historical 
artifacts but as the activity that helped early Americans ex
press their allegiance to a community spirit. They also un
derstood that the dances and music were as worthwhile as 
any other form of art offered by the more sophisticated part 
of society. But most importantly, they recognized the need 
for change in the dancing to meet the needs of the changing 
society of dancers; tradition was in their minds but was not 
to stand in the way of the reasonable evolution of a folk ac
tivity, which by its nature should remain spontaneous and 
free."4 

During the 30's, folk life began to gain the respect of 
more Americans. Intense labor struggles to gain fair wages 
and working conditions in the Appalachian mines and cot
ton mills challenged most Americans' stereotypical views of 
Appalachians as illiterate hillbillies. In the 30's, two native 

mountaineers, Myles Horton and Don West, founded the 
Highlander Folk School in the Cumberland Mountains of 
Tennessee. They sought to help build self-esteem and self
respect through traditions, including music and dancing. 
Other mountain communities took Horton and West's lead 
and began to regain interest in the old dances. Though the 
dancing revival met with resistance from the clergy, Horton 
and West persevered. Countless dancers and musicians 
gradually gained the strength to ignore the clergy's warnings 
as interest in the mountain folk life spread. 

At the same time, country dancing was gaining in popu
larity in the West. In 1914, Lloyd Shaw moved to Colorado 
Springs to teach at the high school. He loved the mountains 
and encouraged others to take advantage of mountaineering 
activities, among which he included square dancing. As a 
high school teacher, he began to experiment with European 
folk dancing as a part of the athletic curriculum. His enthu
siasm for dancing spread to his students; he soon developed 
a dancing program where his student troupe traveled the 
country exhibiting their dances. 

Shaw's interest in the Western regional dances led him to 
discover that only fragments of the old cowboy dances re
mained. After recording the dances from old folks who re
membered them, Shaw published the collection in Cowboy 
Dances. The dances were square dances, closely related to the 
southern mountain running sets, but always restricted to 
four couples. Figure names symbolized the unique folk life of 
the West, with titles such as the Texas Star and Wagonwheel. 
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Dorothy and Lloyd Shaw 

The Cheyenne Mountain Dancers, Shaw's traveling student 
troupe, dropped the European dances and performed a com
plete program of Western square dances. The popular danc
ers helped spread the Western square dance throughout the 
United States. 

Cowboy Dances was published in 1939. Educators across 
the country wanted to learn about the "American Folk 
Dance" and in 1940 Shaw began a popular series of summer 
workshops. As taught by Shaw, square dancing was based on 
the visitation style. (Couple #1 would visit couple #2 and 
perform a square dance figure while the other couples 
watched. Couple #1 would then perform the same figure 
with couple #3, and then couple #4). During the 50's, the 
movements became more complex and all couples were kept 
active most of the time. 

As square dancing gained popularity, the differences in 
regional dancing became more apparent. Bob Osgood, a 
square dancer and public relations professional, decided that 
some kind of communication was needed. In 1948, he pub
lished the first issue of "Sets in Order," a magazine devoted to 
Western square dancing. It quickly became the center of 
communication where dancers exchanged ideas. Square 
dancing was on the path to becoming more standardized. 

1950 - Present 

Standardized or not, square dancing was booming. In 
July 1950, the city of Santa Monica decided to celebrate 
its seventy-fifth anniversary with a square dance. City 

officials blocked a long section of Wilshire Boulevard to al
low dancing in the streets. Palm trees were adorned with 
decorative lights that swayed in the coastal breeze. Bob 
Osgood and Lloyd Shaw shared the duties as masters of cer
emonies, and thirty-five callers from southern California 
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were there with musicians. Over 15,000 dancers turned the 
evening into the world's largest square dance. 

After Shaw's death in 1958, his wife, friends , and col
leagues established the Lloyd Shaw Foundation " to recall, 
restore and teach the folk rhythms of the American people: 
in dance, music, song and allied folk arts, as a tribute to the 
memory of Lloyd Shaw." Some of Shaw's devotees were dis
turbed with the trends they saw in square dancing, including 
the tendency of square dancers to rely on paid callers, and to 
emphasize club organization at the expense of losing the 
activity's free and joyous quality. They saw square dancers 
adopting more complicated sequences and developing a cere
bral approach that made it less fun. Their feelings were ex
pressed by John Bradford, an assistant for the Foundation: 
"People are isolated and the square dance should be a place 
where you can go and join hands with people in a circle and 
do things together. It's a friendly sort of activity and has a 
feeling of doing something cooperative with other people, 
contacting other people. Square dancing is not a mental ac
tivity, but the modern style has become, for the most part, 
very cerebral, and not so beautiful ... and I think this is due 
to a large part because of a lack of leadership on the part of 
many callers and instructors. And most of them are so new 
they don't know any better; they never saw it done any other 
way."5 

When clubs were created in the early 50's, members 
shared in the calling. As square dancing became more spe
cialized, calling developed into a paid profession. Clubs had 
to become more organized to tackle the financial issues of 
hiring and paying for callers and musicians. Clubs could ei
ther raise fees or increase membership to make ends meet. 
The callers, recognizing that they would gain more work if 
they lowered expenses, replaced hired musicians with public
address systems. In the process, they eliminated the problems 
of dealing with temperamental orchestras and of being over
shadowed by the musicians. The old-time fiddlers soon dis
appeared as square dancing became a business. 

In the 70's, square dance leaders organized 'CallerLab' as 
the governing body responsible for standardizing calls. Not 
everyone embraced CallerLab - some felt that square danc
ing should retain its regional character and that uniformity 
would destroy its spirit and flavor. They feared that the beat 
would become dominant and the flow of the dance would no 
longer be related to the structure of the music. For many, 
square dancing was becoming too mechanized, too much a 
reflection of people's lives in a technological age. 

Still, others welcomed the increasing complexity of 
square dancing and the mental challenges it offered. Betty 
Casey, author of The Complete Book ofSquare Dancing, 
writes: "The America square dance is different from other 
folk dances. It is the only one always directed by a caller who 
exercises the prerogative of extemporaneously choosing pat
terns from known basic movements and terminology, or 
making up new ones of original combinations for the danc
ers to follow ... Since square dance movements have no set 



patterns, within the four-couple-caller format, new move
ments and calls are constantly evolving. There is leeway for 
great variation in the choice of music, makeup of figures, ac
tual footwork and hand positions used, and in colorful social 
and regional expressions woven into the calls ... The con
stantly changing facade of the square dance keeps it ever con
temporary and enjoyable." 6 

Square dancing does change constantly and probably bears 
little resemblance to any of its ancestor dances recorded in 
John Playford's English Dancing Master. But throughout 
square dancing's evolution, one thing has remained constant: 
it has been adopted and enjoyed by a larger spectrum of 
people. Lesbians and gays began our own square dance com
munity in the 80's and have now developed a unique ap
proach that brings a fresh spirit and energy to the activity. As 
successful efforts to integrate with the straight square dance 
community become more common, it will be interesting to 
see how square dancing continues to evolve. We, too, are now 
an important part of that evolution .• 

(Ed. My thanks to Christopher Ricciotti of Jamaica Plain, 
Massachusetts, for his assistance in preparing this article.) 
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The Tell CommaDl:lments ForSquare Dallcers 
from Square Dancing, by Clayne and Mary Bee Jensen 

1. 	 Thou shalt - honor thy caller and harken to his voice, for thy success depends greatly on his words. 
2. 	 Thou shalt - exchange greetings and 

be friendly to all in thy group, lest ye 
be labeled a snob and unworthy of 
the title SQUARE DANCER. 

3. 	 Thou shalt not - ridicule those 
dancers possessing two left hands but 
shall endeavor to help them distin
guish one from the other. 

4. 	 Thou shalt - strive to dance in dif
ferent squares, thereby giving to all 
the benefit of thy fine personality and 
great experience. 

5. 	 Thou shalt not - anticipate or dance 
ahead of they caller for he is of a 
fiendish nature and possessed of evil 
powers to make you appear ill-pre
pared in the eyes of thy fellow danc
ers. 	 Rowdy Western dancing. 

6. 	 Thou shalt not - moan and belittle 
the caller, thy partner, nor the slippery floor when thou hast goofed, for this is likely thine own mistake. 

7. 	 Thou shalt - remain silent while thy caller gives advice and instructions. 
8. 	 Thou shalt not - partake of strong drink before or during the dance, lest thy mind become befuddled and confused. 
9. 	 Thou shal: - clean thyself diligently before the dance thereby creating a pleasant aroma for thy partner. 
10. 	Thou shalt - strive diligently to observe these commandments, and thy reward shall be great; for ye shall have many 

friends and be called a SQUARE DANCER. 
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The Grand March at Seattle's 1993 "Remake the 

Circle:' our tenth annuallAGSDC convention. 


We're Here, We're Queer,

and We're Square Dancing 

The story of early gay and lesbian square dancing 

MIKE STAPLES 

S
quareUp Timeline - all of the following events 
happened in December of which year: Rod 
Stewart's "Tonight's the Night" was at the top of 
the pop charts, "One Flew Over the Cuckoo's 

Nest" was the highest grossing film at the box office, 
"The Bionic Woman" was finishing out its first year as a 
popular TV series, and the first gay square dance ad 
appeared in Miami? Was it 1976, 1977, or 1978? 

All of the above happened in December 1976. If you 

answered correctly, you either have good luck, a good 
memory, or are one of the original South Florida Mus
tang dancers. December of 1976 was indeed the month 
that the owner of the "Double R," a country western 
bar in Miami, placed the following ad in the local gay 
magazine - "Sundays: Gay Square Dancing, beginning 
January 1977." Simple but effective, the ad sparked an 
interest that ultimately led to the first organized gay 
square dance club. 
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Miami 

O
ddly enough, the ad was designed only to attract pa
trons to the bar on slow Sunday afternoons; there 
was no forethought of developing a community ac

tivity that could stand on its own. Still, the ad generated 
enough interest to get things started. The first square, con
sisting of bar staff and patrons, was soon formed. Known as 
the "Double R Dancers," the group performed exhibitions to 
Basic records acquired from a school teacher. 

Dancing at the Double R was originally limited to the 
first group of eight. When more dancers were interested in 
forming a square, the bar owner insisted that each new 
square have its own sponsor. He further stipulated that the 
bar was offered only as a space to perform exhibitions. By 
necessity, rehearsals were conducted at members' homes. 

As interest grew, friends and supporters formed the sec
ond square named the "Club Bath Square" in honor of its 
sponsor. Both squares consisted of eight people each with no 
extras to substitute and no exchanges between the squares. If 
anyone was missing, the square did not dance. The Club 
Bath Square also performed at the Double R on Sunday af
ternoons, although demonstrations were separate and a 
competitive spirit prevailed. 

When another eight people who wanted to dance got to
gether, they began without a sponsor. They were permitted to 
square up in the back of the bar, but only after moving the 
pool table and beer kegs. The group was simply called "Set 
III." Forced to find a sponsor, Set III was soon named for an
other bar and became "Uncle Charlie's Square," the square 
that would later form the Mustangs. 

Though the 24 dancers were all friends and some were 
even partners, fraternizing was allowed only off the dance 
floor. The demonstrations themselves were competitive, and 
only during the breaks did the topic of doing away with the 
segregation of the squares come up. It gained more support 
as the sponsor-based method began to collapse; private prac
tices were separating lovers and friends, and the competitive 
one-upmanship made it impossible for everyone to dance to 
the same music. 

Chris Phillips, the instructor for Uncle Charlie's Square, 
decided to take lessons from a straight club to see how the 
"other side" worked. At his first lesson, Chris quickly realized 
how much more enjoyable square dancing was with a caller. 
He enrolled in the class and convinced Dean Hofmann of the 
Club Bath Square to join him. Together, they were able to 
take what they learned from their lessons and convince the 
Club Bath Square and the Uncle Charlie's Square to practice 
together, and to learn calls instead of memorizing maneu
vers. 

With this approach, the group now began dancing to the 
Callerlab "Sets in Order" program. The enjoyment of danc
ing to unrehearsed sequences soon replaced the competitive 
spirit. Eventually, the members of the Double R Square saw 
the wisdom and fun of Chris and Dean's approach and 

joined their group. The three original squares had merged to 
become one. 

Unfortunately, disco music was becoming more popular, 
and in 1979, the Double R changed its Sunday format. The 
square dancers were no longer able to use the bar, but stayed 
together by dancing in each other's homes. At the end of 1979, 
the Miami Mustangs were formed, adopting the Callerlab "Sets 
in Order" program and divesting themselves of commercial 
sponsorship. The Mustangs were officially launched at the 
club's New Year's Eve party, "Welcome to the 80's." 

Articles of formation were formally presented on February 
1,1980. The club's name was changed later that year to the 
South Florida Mustangs. In three years, the South Florida 
square dancers had overcome a competitive format with no 
method of instruction other than dancing to tapes, to develop 
the first gay club that danced to a formal "Sets in Order" pro
gram. Gay square dancing had arrived! 

San Francisco 

I
n the early 80's, San Francisco had a square dance perfor
mance team under the direction of Skip Barrett. Skip's 
group, called the Foggy City Squares, practiced at the 

Trocadero Transfer disco bar in San Francisco. Like the early 
Miami dancers, they danced memorized routines that were 
performed to a limited number of records. 

Scott Carey, a founder of Western Star Dancers, recalls his 
introduction to square dancing through Skip: "Skip was kind 
of an Elmer Gantry type of character. He was very charis
matic. It was the late 70's and early 80's, and a lot of things 
were happening in the gay community in terms of gay pride. 
The bands had just started, the tap groups had just started, the 
choruses had just started; everybody was really into gay orga
nizations. And gay square dancing had also just started, and 
we were filling up the Trocadero Transfer with 10 or 20 
squares. It was just wild; there was great enthusiasm, and it 
was a lot of fun." Skip ensured that the enthusiasm was high 
- if it wasn't, he would stop the record and shout, "I can't 
hear you hoot and holler!" to raise the noise level and excite
ment. 

Like other gay square dance groups at the time, Foggy City 
Squares performed annually at the gay rodeo in Reno. In July 
of 1982, several busloads of Foggy City dancers converged on 
the rodeo grounds. Though square dancers from other cities 
were present, there was no scheduled time or place for every
one to dance together. There were at least a few dancers, 
though, who felt the opportunity could not be missed - with 
three or four dozen dancers from around the country in the 
same place at the same time, they had to find a way to dance 
together. v"hen a caller was discovered in their midst, the de
sire to square up intensified. 

Like Mrs. Olsen, who was never caught without her can of 
Folgers, caller Dave "Happy" New Year always traveled with his 
portable equipment and records. Gay square dancers were ac
customed to dancing to records, and the opportunity to dance 
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to Dave's calling with square dancers from other cities was a 
thrill. Dave and a group of eager dancers searched for a place 
to dance and soon found a chain link fence that separated 
the dance barn from the rodeo arena. A plug was spotted, 
Dave hooked up his Hilton equipment, and before long a 
couple of squares were dancing. The Miami and Denver 
groups had already adopted the Callerlab formats and knew 
most of the calls. The San Francisco dancers, who had only 
learned memorized sequences from Skip, made it through 
with help from Dave. 

It had been apparent to the Denver and Miami dancers at 
the Rodeo that gay square dancing was taking two paths: 
Callerlab's and Skip's. This impromptu and enthusiastic 
gathering helped solidify the Callerlab faction . Unfortu
nately, Skip caught wind of it and quickly rounded up his 
dancers to head back to San Francisco. Happy New Year had 
stolen his show and exposed his dancers to something they 
had missed: the enjoyment of dancing with others to unre
hearsed sequences. The path for the Sets in Order program 
was now clearly set, and Scott Carey and others would soon 
form Western Star Dancers, a San Francisco group based on 
the Callerlab approach. 

Skip's hostility toward anyone who threatened his self
interest would lead to his attempt to eliminate Western Star. 
Members of his exhibition team were dropped if Skip found 
out that they had attended a Western Star event. Threatening 
phone calls were made, Western Star flyers were torn down, 
and lies about Western Star were spread throughout the gay 
community. Scott Carey recalls the rough start: "WSD was a 
small club at the time and facing a formidable bully. Survival 
was precarious." 

A visit from the South Florida Mustangs after the 1982 
rodeo was Western Star's first break. The experience proved 
quite different than the Mustang's previous night, when they 
attempted to dance with the Foggy City Squares but could 
not follow the memorized sequences. Western Star was still 
learning the Basic calls, a program the Mustangs had mas
tered earlier. Hallelujah - everyone could participate, and 
did! Friendships were started that night that would continue 
to grow during Miami 's fly-in several months later. Scott 
now knew that Western Star would survive: "In the excite
ment that followed the Mustang visit and in the countless 
club member discussions that followed, it was clear that 
Callerlab was the key to WSD's future and success. Happily, 
we realized that it would also eventually end Skip's reign of 
fear and intimidation." 

WSD's second break was Dave "Happy" New Year. Western 
Star booked him to call two dances in November '82, held 
just a few weeks apart. At the time, San Francisco had never 
held a gay square dance - at least not one that incorporated 
anything other than Skip's memorized routines. At the 
dances, Happy called hash and singing calls that no one had 
memorized. The charm of dancing to spontaneous, unre
hearsed calling opened many eyes. Happy's influence and 
contributions would extend beyond calling as he shared his 
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knowledge of the world of square dancing: its history, culture, 
and etiquette, as well as more practical matters like where to 
get records and tapes. The success of these two nights of danc
ing would motivate Scott to contact other callers and begin 
building a repertoire for Saturday night dances. San Francisco 
was off and running! 

Denver 

Wayne Jakino of Charlies C&W bar and a strong 
proponent of the "Western image" attended the 
Reno National Gay Rodeo in August of 1981 and 

returned to Denver determined to establish gay rodeo at home. 
In September he and others founded the Colorado Gay Rodeo 
Association (CGRA), and he began soliciting Charlies' patrons 
for membership. Wayne's vision was for the association to be a 
forum for as many country-western activities as possible, in
cluding square dancing and clogging. Square dance lessons be
gan that fall, but the learning process was slow. Karl Jaeckel 
who joined the group with some experience recalls the difficul
ties, "The group started in a vacuum - no one involved knew 
how to square dance. They were learning from the flimsy paper 
instruction booklets available for fifty cents." 

CGRA organizers used the square dancers and cloggers to 
promote the association, and so the focus of practices was on 
exhibitions. Karl got involved with the square dancers follow
ing a performance in November and found that his lessons 
from a local straight club put him well ahead of others in un
derstanding the calls. The group attempted to hire an experi
enced caller, but no caller would go to a gay bar to call for a gay 
group. It was an obvious conclusion that in the absence of a 
caller Karl should become the group instructor, and so in Janu
ary of 1982 he took charge of lessons. The focus of the group 
through the winter and spring was to prepare for the National 
Gay Rodeo coming that July. In April the group chose the 
name "Mile High Squares," and CGRA designed and produced 
attractive blue and white polo shirts. 

In late April, Karl and three others made a spur-of-the-mo
ment trip to San Francisco to check out the square dance scene 
there. They left on a Wednesday evening, drove all night and 
arrived in San Francisco during evening rush hour, just in time 
for Foggy City Squares' Thursday night dance at the Trocadero 
Transfer. The group received a warm welcome at the Trocadero 
- in fact, Foggy City presented a cake in their honor. The only 
thing that dampened the experience for the Denver group was 
the realization that since Foggy City did not follow the Callerlab 
format, they would have trouble keeping up with Skip's calling 
- Skip used a lot of "dip for the oyster, dive for the clam" tra
ditional choreography. During a conversation at a bar one 
evening, Karl suggested to Skip that he hire a "professional" 
caller who could teach the Sets in Order program adopted by 
other gay groups. Although Karl intended the suggestion in a 
positive way, to unify the activity for the gay community, Skip 
interpreted the suggestion as a threat to his local autonomy 
and was personally offended. As Karl put it later, "We had some 



pretty strong words back and forth." In fact, Skip considered 
himself every bit a "professional" caller, and there could be 
no denying that he made big bucks calling for Foggy City. 
(Karl was on the right track, though, and events at the Reno 
Rodeo that summer marked the beginning of Skip's decline 
and the end of his dominance in San Francisco.) 

During 1982 and 1983, Karl and two others, Craig 
McCarthy (a transplant from the South Florida Mustangs) 
and Bob Southerland, rotated as instructors. Tensions were 
often high during that time as CGRA saw the group prima
rily as a performance team and many of the dancers wanted 
a club simply for recreational dancing. The CGRA "powers" 
weren't familiar with the concept of recreational square 
dancing and didn't recognize the potential in the gay com
munity of dancing strictly for enjoyment. Frequently they 
mandated that lesson time be used to polish routines and 
perfect styling for upcoming shows and promotions. Further, 
simply completing Mainstream lessons was not sufficient to 
join Mile High Squares. CGRA imposed that dancers must 
be "selected" (i.e., be good enough) to join, and they required 
that Mile High Squares members pay dues to the rodeo asso
ciation. What's more, women weren't always made welcome 
- many in CGRA perceived the rodeo association as a 
"man's world." Some dancers wanted to dance at a location 
more central in town, away from the smoke of Charlies. Pro
ponents argued that such a move would increase chances of 
finding a supportive caller, but the CGRA guard considered a 

move from Charlies as heresy. To them, Charlies was the center 
of the CGRA world, and the square dancers were unquestion
ably a part of that world. Karl and others became increasingly 
frustrated with CGRA influence, and so in February 1984 broke 
away to form their own group, the Rocky Mountain Rainbeaus. 

Seattle 

After returning from the National Gay Rodeo in 1982, 
Art Smith knew he had been bitten by the "square 
dance bug." He was intent on starting a group in Seattle 

and began by calling a square dance number he had found 
listed in the phone book. Art asked for a listing of callers in the 
Seattle area and was upfront that he wanted to start a new gay 
square dance club. Over the next few months, Art would hear a 
long litany of excuses - "will send you the list; it's in the mail; 
we're revising the list" - but he nonetheless kept calling and 
kept asking. 

Art knew little about square dancing, but was eager to learn. 
Watching the exhibitions in Reno proved to be an emotional 
experience that left him committed to starting a square dance 
group in Seattle. He took a chance and began distributing flyers 
in Seattle's gay community, advertising a square dance class be
fore he had found a caller. Although two of the first men to re
spond had already square danced at straight clubs and felt they 
could locate a caller, they did not come through. Two weeks 
away from the first scheduled class, Art was desperate to find an 
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instructor. 
Finally, after months of pleading with 

the uncooperative man from the square 
dance listing, Art received the name of a 
caller. She and her three-piece band kicked 
off the first night. It was a great success with 
57 in attendance, an amazing number even 
by today's standards. What Art didn't recog
nize at the time was that the group was 
learning the traditional style of square 
dancing, not the modern western square 
dancing that other gay clubs had adopted . It 
didn't matter the first night since everyone 
was having such a great time and most 
didn't know the difference. 

Fortunately, one of the dancers had 

danced with a straight club and did know Miami fly-in, February, 1983. 
the difference between traditional and mod
ern western square dancing. He informed 
Art that the other gay clubs had already adopted the modern 
approach. Art responded by placing an ad in the Seattle 
Times in search of a modern western caller to lead the group 
in Wednesday classes. Of the three who answered the ad, two 
happened to be busy on Wednesdays after learning the group 
was gay. The third caller to answer the ad was Walt 
Cavenaugh who told Art "I don't care what kind of a group 
you have, if you really want to learn western square dancing, 
I'll teach you. My fee will be $35.00 an evening." Art sug
gested to Walt that he visit the group of 100+ dancers at a 
Wednesday evening session; if he was comfortable with what 
he saw, they had a deal. On the third night of dancing, Walt 
showed up, felt comfortable with the group, and a deal was 
struck. 

By the third week, the group outgrew the Eastlake East 
Tavern where they had started and moved to the Odd Fellows 
Hall on Capitol Hill. By the fifth week, the group had out
grown the Odd Fellows Hall. Fortunately, Art had already 
been negotiating with the Pilgrim Congregational Church to 
rent their basement hall. Two weeks after the church board's 
approval, over 130 people attended the first lesson at Pilgrim 
Congregational. It was very crowded, but the excitement and 
energy were high. Art was so pleased with Walt's calling and 
the incredible response to gay square dancing that he in
creased his wage from $35 to $75. Puddletown Squares had 
become the first gay square dance club to hire a straight 
caller to teach classes. 

Forming the IAGSDC 

S
aturday, July 31 , 1982, was probably the single most im
portant day in the history of gay and lesbian square 
dancing. That evening at the Reno Rodeo, Dave 

Suddenly gay square dancing became more fun than com
petitive, more spontaneous than rehearsed. The excitement 
and joy of dancing at that gathering fueled a strong desire to 
repeat the experience. Russ King of San Francisco recalls, 
"That night was when most of us realized for the first time 
that without thinking about it much_at our square dance 
classes back home, we'd been learning a common language. 
It was as if we'd just been reunited with a large extended 
family we didn't even know we had." 

Immediately after the Rodeo, a half-dozen South Florida 
Mustangs visited San Francisco and joined Western Star for 
an evening of square dancing. Recognizing the camaraderie 
that was developing between the regional clubs, the Mus
tangs extended an invitation to visit Miami the next Febru
ary. (Denver would host the first "fly-in" a few months before 
Miami, but South Florida's effort would draw more people.) 
Eleven dancers from Western Star joined eight from Mile 
High Squares for a full week of square dance activities. With 
the Mustangs' own 14 dancers, overall attendance was close 
to 40 - small by today's standards, but a good crowd for 
that time. Square dancing was now established as the focus 
of gatherings rather than a sideshow to the rodeo. 

Talk of organizing gay and lesbian square dancing was 
well underway and during the fly-in, the first formal meeting 
was held at Chris Phillip's Crossfire bar. Delegates included 
Scott Carey and Ron Douglas from San Francisco, Art Smith 
and Jim Goors from Seattle, Bob Southerland and Craig 
McCarthy from Denver, and Dean Hofmann and Ken 
DiGenova from Miami. Wayne Jakino from Denver con
ducted the meeting. Tasks were assigned to get things mov
ing: Miami took responsibility for publicity, Denver for seek
ing incorporation in Colorado, and Art Smith for producing 
a book of instructions on how to start a gay square dance 

"Happy" New Year would call an impromptu square dance group. 
for several squares of enthusiastic dancers. Most had never The Miami fly-in put gay and lesbian square dancing on 
danced to a live caller or with dancers outside their club. solid ground. A collective sense of unity prevailed, as Russ 
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King described, "The Miami fly-in would be the last one for 
awhile, but the sense of collective purpose it had reinforced 
would help us negotiate greatly expanded dance opportuni
ties with Phil Ragsdale at the 1983 Reno Gay Rodeo and 
Country Dance Festival. And, when the Reno connection was 
later severed by mutual consent, the groundwork laid in Mi
ami would ultimately lead to our first convention in '84." 

Later that year, approximately 80 people would meet at 
the Reno Rodeo to discuss the association, now called the 
"National Association of Lesbian and Gay Square Dance 
Clubs." (Presumably in an effort to shorten the unwieldy 
name, and with the encouragement of the women in atten
dance who felt "Gay" was inclusive, the word "lesbian" was 
dropped.) Criteria for joining the association were estab
lished, bids were taken for hosting the first annual conven
tion in 1984, and a set of bylaws was proposed. Charter 
members included San Francisco, Seattle, Portland, Sacra
mento, Albuquerque, Denver, the South Florida Mustangs, 
and two clubs run by Dave Happy New Year, one in Orange 
County and the other in Palm Springs. 

Seattle would host the first convention, "All Join Hands," 
in '84. The IAGSDC would grow quickly over the next de
cade with 49 clubs represented at the tenth annual conven

tion, "Remake the Circle" held in Seattle in 1993. Those who 
started dancing in the early 80's with a smaller, more inti
mate family of square dancers would soon witness an explo
sion of numbers that would make it impossible to know ev
eryone. Conventions and fly-ins would begin offering several 
programs of dancing instead of only Mainstream and Plus, 
and specialty tips would often gather larger numbers than 
the total attendance at the first convention. As large and frag
mented as gay and lesbian square dancers would become, we 
would still remain small enough to consider ourselves a fam
ily. It is amusing and at the same time a tribute to something 
quite powerful that gay and lesbian square dancing began 
with the simple, nondescript ad, "Sundays: Gay Square Danc
ing, beginning January 1977." • 

Aspecial thank you to the "Fab Four" - Chris Phillips, 
Art Smith, Karl Jaeckel, and Scott Carey - for the 
assistance they provided in writing and editing this 

article! Also, a big thank you to Luis Torres for his permis
sion in using Ten Years IAGSDC as a reference. 

This article omitted the history of three other clubs who 
were charter members of the IAGSDC - Albuquerque, Port
land, and Sacramento. Watch for their stories in Issue 16. 

Article from the Colorado Gay Rodeo Association's Newsletter announcing the "First National Gay 
Square Dance Exhibition!' 

(From Luis Torres' Ten Years IAGSDC, pgs. 15-16. This event was scheduled soon after the Mile High Squares met "Happy" 
New Year at the Reno Rodeo in the summer of 1982. Five San Francisco dancers attended, but none came from other cities.) 

C
harlies' (Country and Western Bar) is sponsoring a weekend of gay square dancing November 12-14. Seven gay square 
dance groups throughout the country have been invited to. particiPate., and, to. da.. te fou.r clubs have res.ponded and will 
be sending members. Square dancing will start at 7:00 PM Friday, and workshops and work on new calls will be held 

on Saturday and Sunday afternoon. Dancing will include all levels ~ Basic, Mainstream, Plus l,ahd P]us 2. Dave "Happy" 
New Year, a southern California gay sqllare dance caller, will be caller and instructor for the weekend. 

Square dancers will be arriving in Denver on Friday, and we are asking for volw1teers to pick them up at the airport and to 
have them stay in local homes. For more information, contact John King at Charlies' or Mike Hart, who is coordinating the 
event for Char lies'. 

CHARLIES' 

WEEKEND OF GAY SQUARE DANCING & INSTRUCTION 


Dave "Happy" New Year from Los Angeles, California 

will be our live caller. 


AGENDA 

Friday, November 12 Sunday, November 14 
7 to 9 PM Charlie's Get -Acquain ted 11 to 1 PM BJ's Brunch 

Square Dancing 2 to 6 PM Charlie's Square Dance Workshop 
Saturday, November 13 7:30 to 8:30 PM Charlie's Country andWestern Dance 
1 to 5 PM Charlie's Square Dance Workshop Lessons 
Break for Dinner 9 to 9:30 PM Charlie's Country and Western Musical 
10:15 to 10:30 Charlie's Exhibition Square Dancing Review (MS Benefit) 
10:30 to 10:40 Charlie's Exhibition Clogging 10 to 10:15 PM Charlie's Exhibition Square Dancing 
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from right to left, Bill, Ralph, and friend Anne Howard 

Bill &Ralph 
Denver's Dynamic Duo 

RIC GONZAlEZ, WITH ASSISTANCE FROM ANNE HOWARD 

S

ome square dance clubs struggle to get some

one to take responsibility for some of the day

to-day chores. Other clubs are lucky to have 

one person who is willing to do those jobs, at 


least for a little while. But how many clubs are lucky 

enough to have TWO people who have made a com

mitment of over fourteen years to do this? 


The Rocky Mountain Rainbeaus are such a lucky 

club. Two of the mainstays in their club happen to be 

a team that has been in existence for over eighteen 

years. Ralph Lorier and Bill Ross are two of the hard

est working schleppers in the Rainbeau arsenal of 

hard working, committed square dancers. 


Any time you go to a Rainbeau function, you'll 

notice that there are always drinks to be purchased. 

Those drinks don't just get there by magic. Bill and 

Ralph have toted those cans (in coolers, with ice) 

back and forth for years. They also purchase them 

and make sure the stock is never depleted - they 

even have a special refrigerator in their house for this 

purpose. Can you imagine doing this for years? It 

takes a lot of dedication to your club, as well as a 

couple of strong backs, to move all those sodas (and 

sometimes beers) back and forth. 


The rumor mill in Albuquerque has it that the 

Rainbeaus are a ver)': close club - ifyou know what I 

mean. Well, actually, I just started that rumor to bring 

up another one of the activities that Ralph and Bill 

host - Rainbeau sleep-overs. When this duo pur

chases a home in the Denver area, one of the requi
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sites is that the house is large enough to host Rainbeau par
ties. Their home in Westminister has a huge basement
with a dance floor. Apparently, when those Rainbeau parties 
get to be too much, they just pull out the sleeping bags and 
camp out in the basement (I think it sleeps 50). I hear this 
happens every time a party lasts past 9:30 PM, or someone 
brings a beer and they all take a sip. 

Several times a year Bill and Ralph generously open their 
home to host special Rainbeau functions. They are known 
for their New Years parties and their spring Iris Party. I don't 
think they'll ever host a convention or a fly-in at their home, 
but their big hearts would let them try their damnedest. 

Ralph has also gotten involved in the Petersen Trust. As 
great friends of Joe Petersen (another generous Rainbeau), 
Bill and Ralph were helpful caretakers in Joe's last days along 
with many others in the Rainbeau family. They were also en
trusted with the job of executing Joe's will when he died. The 
job of administering Joe's generous donation to the IAGSDC 
also was accepted by these two unselfish (and apparently 
tireless) people. It was a blessing to the organization, and 
anyone who has benefited from the trust can thank Bill and 
Ralph for their hard work in keeping the fund working as Joe 
had intended. 

CHRSE: 
THE 
( -HILE 
The Wilde Bunch's 
1998 Balloon Fiesta FJy:.in 
featuring Mike Desisto 
withKiis Jensen . . 

Albuq~erque, N~wMexicO' ~ .... 
October ~4, .1998 



Finally, Bill and Ralph have mentored classes of incoming 
dancers and held offices in the Rainbeau organization. We all 
know how lucrative it is to hold club office. The extra ben
efits, the money, the cooperation we always get from ALL 
club members. In spite of these perks, Ralph and Bill con
tinue to serve the Rainbeaus in various capacities, as well as 
Bill being the lovely "Twirl-A-Belle" of the famed Rainbelles, 
with Ralph close by as "Invis-A-Belle." Perhaps their greatest 
contribution is the constant level of energy, friendliness and 

IAGSDC 	 All Join Hands 

Convenuons 	 April 6-8, 1984 

Seattle, Washington 
Date 
Madison Hotel Location 
132Facility 


Attendance 

Promenade Along the Rockies 
May 25-27,1985 

Denver, Colorado 
Executive Tower Inn 
284 

Star Thru the Golden Gate 
August 22-25, 1986 
San Francisco, California 
Sheraton Palace 
654 

Explode the Rose 
July 3-5, 1987 
Portland, Oregon 
Hilton Hotel 
578 

Cross Trails in the Desert 
May 19-22, 1988 
Phoenix Arizona 
Sheraton Scottsdale Resort 
676 

Peel the Apple 
June 30-July 3, 1989 
New York, New York 
Sheraton Centre Hotel 
604 

Northstar Promenade 
April 12-15, 1990 
Vancouver, British Columbia 
Hotel Vancouver 
789 

encouragement they bring to the club. 
We all need to appreciate people like Bill and Ralph who 

work for our various clubs; holding office (local and na
tional), hosting parties, editing magazines and newsletters, 
writing articles, placing ads, hosting parties, schlepping - all 
those things that make our clubs more enjoyable organiza
tions. We all need our Ralphs and our Bills to keep our clubs 
functioning smoothly. You lucky Rainbeaus, you got two of 
them! • 

Cast A Shadow in the Sun 
May 23-26,1991 
Miami, Florida 
Fountainbleau Hotel 
605 

Diamonds in the Desert 
July 3-5, 1992 
Albuquerque, New Mexico 
Albuquerque Convention Center 
1071 

Remake the Circle 
July 2-4, 1993 
Seattle, Washington 
University of Washington 
1149 

Stars and Squares Forever 
July 1-3, 1994 
Washington, D.C. 
Omni Shoreham 
1137 

Track 2 Chicago 
May 26-29, 1995 
Chicago, Illinois 
Hyatt Towers 
1062 

Stars, Thars and Cable Cars 
July 3-6, 1996 
San Francisco, California 
Hyatt Regency Embarcadero 
1166 

Wheel and Deal '97 
July 11-13,1997 Note: Attendance fig
Las Vegas, Nevada ures are from Freeman 

Stamper's I O-year MeSands Expo & Conv. Center 
dallion data base and

1066 
are unofficial. 

photos courtesy of Karl Jaeckel 
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IAGSDC® Event Calendar 

International Association of Gay Square Dance Clubs: 


A Lesbian and Gay Organization 


P.O. Box 15428, Crystal City VA 22215-0428, (800) 835-6462 
Web site: http://www.iagsdc.org/calendar.html 

-1998

JUL 

16-18 	 lIth Canadian Nat'l Square Dance Convention, Ot
tawa ON Canada. Callers: multiple. 
Phone: Lome and Connie Bowerman (613) 225-7904. 
Web: http://meridian/uwaterloo.ca/~bowermanl 
convention.html. -* 

22-25 	 2nd Annual USA West Square Dance Convention, 
San Francisco CA. Callers: multiple. 
Phone: Terry and Shirley Peluso (510) 837-8654. 
Web: www.square-dancing.com/USAWest/CAI 
index.htm. -* 

AUG 

06-08 	 17th American Advanced and Challenge Conven
tion, Toledo OH. Callers: multiple. 
Phone: Larry Perkins (313) 269-6182.-* 

21-23 	 Geoduck '98, Puddletown Squares, Seattle WA. Call
ers: M.DeSisto, A.Uebelacker. 
Phone: Thomas Merrett (206) 366-0205. 
E-mail: allview@compuserve.com. 

28-30 	 Peel Off in the Sierras IV (for men), Rancho Cicada 
Retreat, Plymouth CA. Callers: H.Kerr, F.Lescrinier. 
Phone: Gary Dougan (510) 531-1459. E-mail: 
gld@pacbell.net. 

SEP 

01-30 	 September is International Gay Square Dance 
Month. 

04-07 	 Great Chicago CrossfIre IX, Chi Town Squares, Chi
cago IL. Callers: S.Bryant, D.Parnell, B.Rubright. 
Phone: Mike Flynn (773) 866-0477. 
E-mail: mflynntnt@aol.com. 
Web: members.aol.comlmflynntnt/xfire.html. 

04-06 	 28th National Singles Dance-A-Rama, SSDUSA, 
Minneapolis MN. Callers: multiple. Phone: Teddi 
(612) 933-0959. Web: www.concentric.net/ 
~Cmillard/square dance!.-* 

18-20 	 Here Comes the Judge, 9th Gay A&C Weekend, 
Rocky Mountain Rainbeaus, Denver CO. Callers: 
T.Feliegy, M.Jacobs, E.McAtee, D.Wilson. 
Phone: Karen Fields (303) 466-2906. 
E-mail: RMRSquares@aol.com. 
Web: members.aol.comlrmrsquares. 

18-20 	 lOth Annual Summer Dance Camp, Lavender Coun
try and Folk Dance, Becket MA (The Berkshires). 
Callers: multiple. Phone: Jim LaBonte (781) 642
7544. E-mail: jbdakota@ix.netcom.com. 
Web: www.tiac.net/users/latte/lcfd. - T 

25-27 	 Follow Your Neighbor to Detroit, Cadillac Squares, 
Detroit MI. Callers: D.Lattimore, D.Sewell, 
A.Uebelacker. Phone: Gail Oliver (248) 543-6554. 
E-mail: oliverg@wwnet.com. 

OCT 

02-04 	 Chase the Chile, The Wilde Bunch, Albuquerque 
NM. Callers: M.DeSisto, K.Jensen. Phone: Tony 
Horvat (505) 293-2726. E-mail: sunysa@aol.com. 
Web: members.aol.com/wildebunch/registration/. 

09-11 	 Zoom to the Beach '98, Shoreline Squares, Long 
Beach CA. Callers: T.Feliegy, K.Jensen. Phone: 
Michael Levy (562) 425-0706. 
E-mail: Zoom98@ShorelineSquares.com. 
Web: www.ShorelineSquares.com. 

09-12 	 Load the Boat VIII, Cleveland City Country Dancers, 
Cleveland OH. Callers: B.Gotta, D.Wilson. 
Phone: Patrick Steele (440) 237-7728. 
E-mail: psteele@cuyahoga.lib.oh.us. Web: cc.ysu.edul 
~doug/wsd!ltb-reg.html. 

23-25 	 Peel the Pumpkin, Times Squares, New York NY. 
Callers: B.Clasper, N.Marteliacci, B.Wise. 
Phone: Steven Skyles-Mulligan (212) 967-761l. 
E-mail: swngmeistr@aol.com. 
Web: www.erols.com/tssdc. 

23-25 	 Gabriola Get-Away (for women), Haven-by-the-Sea 
Resort, Gabriola Island BC Canada. Callers: K.Jensen, 
A.Uebelacker. Phone: Gail Stewart (604) 540-4091. 
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E-mail: auebelac@direct.ca. 

30-01 	 Scares and Squares '98, Rosetown Ramblers, Port
land OR. Callers: S.Bryant, A.Uebelacker. 
Phone: Paul Findlay (503) 690-8844. 
E-mail: paul.findlay@tek.com. 
Web: www.rdrop.com/users/ramblers/scares/ . 

NOV 

20-22 	 Harpers Ferry Hoedown IV, D.C. Lambda Squares, 
Harpers Ferry WV. Callers: K.Jensen and TBA. 
Phone: Mike Pemberton (202) 234-7830. 
E-mail: gaydcsqdcr@aol.com. 
Web: www.elfintech.com/dcls/. 

27-29 	 15th Anniversary Fly-in, Squares Across the Border, 
Vancouver BC Canada. Callers: T.Miller, 
A.Uebelacker. Phone: Joel Laliberte 
(604) 251-4093. E-mail: jrl@intergate.bc.ca. 

27-29 	 PACE Extravaganza, Ventura CA. Callers: L.Bellini, 
R.Howell, L.Kopman, J.Sybalsky. E-mail: 
cwemtayI4@juno.com.. 
Web: www.wgn.net/-theffron/ . -* 

DEC 

04-06 	 Chase Right '98, Neon Squares, Las Vegas NY. Call
ers: A.Finch, A.Uebelacker. Phone: Larry Cormier 
(702) 457-6933. E-mail: larrycor@aol.com 

-1999

JAN 

15-17 	 Swing Thru Arizona, Desert Valley Squares, Phoenix 
AZ. Callers: M.DeSisto, J.Preston. 
Phone: Seth Levine: (602) 704-9604. 
E-mail: SethL@ix.netcom.com. 
Web: www.netcom.com/-SethLlDVS.html 

FEB 

12-14 	 12th Anniversary Fly-in, Tinseltown Squares, Los 
Angeles CA. Callers: A.Uebelacker and TBA. 
Phone: Danny Pasley (818) 783-3650. 
[Date may be pulled a week or two earlier.] 

MAR 

05-07 	 Square Thru 3 Rivers, Iron City Squares, Pittsburgh 
PA. Callers: D.Hodge, C.Hoffner, E.McAtee. 
Phone: Chi Chi Hoffner (412) 244-8196. 
E-mail: kmstola@ibm.net. 

12-14 	 Ropin' the River '99, Grand River Squares, Grand 
Rapids MI. Caller: M.DeSisto. Phone: Gerry Wheeler 
(616) 336-8678. E-mail: gwheeler@iserv.net. 

18-21 	 Spin Chain the Plains, Sho-Me Squares, Kansas City 
MO. Callers: T.Harris, B.Tucker. Phone: Jim Burton 
(816) 363-8407. E-mail: jburton@kumc.edu. 

26-28 	 Pass the Sea, Finest City Squares, San Diego CA. 
Callers: TBA. Phone: TBA. 

29-31 	 26th Annual Callerlab Convention. Location: Dallas 
Grand Hotel, Dallas TX. Phone: (800) 331-2577 or 
(507) 288-5121.-* 

MAY 

13-15 	 Legacy XIV Biennial Meeting. Location TBA. 
Phone: TBA. -* 

JUN 

17-19 	 33nd National Advanced and Challenge Conven
tion. Location: Dayton OH. Callers: multiple. 
Phone: Ed Foote (412) 935-2734.-* 

23-26 	 48th National Square Dance Convention, India
napolis IN. Phone: <not identified>.-* 

29-01 	 lIth GCA Caller School, Los Angeles CA. Coaches: 
TBA. Phone: Ron Hirsch (415) 252-1551. 

JUL 

02-04 	 Lights, Camera, Linear Action, 16th IAGSDC Con
vention, Tinseltown Squares, et aI, Los Angeles CA. 
Callers: S.Bryant, y'Ceder, M.DeSisto, M.Jacobs, 
M.Kellogg, ELescrinier, S.Levine, D.Parnell, 
B.Rubright, A.Uebelacker, D.Wilson. Location: 
Westin Bonaventure Hotel. 
Phone: Paul Waters (818) 762-2865. 

AUG 

12-14 	 18th American Advanced and Challenge Conven
tion, Toledo OH. Callers: multiple. 
Phone: Larry Perkins (313) 269-6182.-* 

A
sterisk (*): ostensibly straight square dance / "T": 
gender-free traditional or country dance. Please 
make Calendar available to club members. 

Verify info with local contacts. Updates: James Ozanich, 
1815 Urbana Way, Sacramento CA 95833-2646, 
(916) 925-4242. E-mail: ozmar@aol.com. 
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i 

I IF YOUR WORK WAS ONLY EASIER ••• 
••• YOU'D BE ABLE TO SQUARE DANCE MORE! 

Keep track of your business with one of our easy to use accounting 
software packages... the right first choice! 

AUTHORU£D mElLER &COHSULTAHT 

MY.O.B~ 
Srna1!Bw.rinel.sAcro\ll1nng 

BusinessWorks" 
, •••,.t••••.•.• 

210 FELL STREEt STE. 14-SAN FRANCISCO, CA 94102-(415)864.3915 

~----

Advertise in SquareUp! 
Rates Per Issue: 
Full Page 7W x 9.5H $150 
Half Page Vertical 3.25W x 9.5H 90 
Half Page Horizontal 7W x 4.5H 90 
Quarter Page 3.25W x 4.5H 50 
Business Card 3.5W x 2H 25 

With the purchase of three consecutive ads, you'll receive the 
fourth free! Deadline for receiving ads for Issue 16 is Sept. 1. For 
more info, call Mike Staples at 505-232-2594, or send e-mail to 
mstaples@flash.net. 

,~=:================================~-

r 
Rocky Mountain 
Rainbeaus 
Denver, Colorado 
presents ... 

Here Comes the Judge 

The 9th Gay and Lesbian A&C Weekend 

September 18-20, 1998 
featuring: 

Todd Fellegy • Ett McAtee 
Mike Jacobs • Dave Wilson 
Full-time A2, C1, C2 with 4th hall as C3A/C3B/C4 split 

To request registration forms or for information: 
Write to: or call: 

Rocky Mtn Rainbeaus Karen Fields(303) 466-2906 
P.O. Box 18814 Karl Jaeckel(303) 778-1937 
Denver, CO 80218 E-mail: RMRSquares@aol.com 

R & JFial Badges 
5366 Camino Real 

Riverside, California 92509 
PHONE # (909) 360-0961 FAX # (909) 685-8008 

MAGNETS 
THESTRONGEST 

BADGE MAGNET 
AVAILABLE 

LIGHT WEIGHT, WILL NOT 
TEAR YOUR CLOTHING, 

EASY TO PUT ON ~ 
.==~ ___________Interr.hangeable Magnet Holden ~~~ l. Regular Magnet' ~ 

Oval Badges with Prizmatic Dancers *Fun Badges & Dangles 
Club & Custom Badges 

Angels-Boys, Girls & Archangel 

~ We're Happy 10 

~ serve you by 
Mail or Phone 

Robert and Jo Ann Fial 
Phone # (909) 360-0961 Fax # (909) 685-8008 

CLEVELAND 

OCTOBER 9~ 1 2 


P.O. Box 5592 CLEVELAND, OHIO 

44101 


440-237-7728 (PATRICK OR DREW) 

PSTEELE@CUYAHOGA.LIB.OH.US
,j 


mailto:PSTEELE@CUYAHOGA.LIB.OH.US
mailto:RMRSquares@aol.com
mailto:mstaples@flash.net

